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ADVERTISEMENT.

-

I HE want of a system of Rhetorick upon a concise

) ]ﬂan, and at an easy price, will, it is presumed, render this

little volume acceptable to ‘the publick. To collect know:
ledge, which ns scattered over a wide extent, into 2 small
compass, if it has ot 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

mformation, will yet set out on'a short journéy in pursuit of -

scicnce with alacrity and profit. ‘Those for whom the fol-
lowing Essays are principally intended, will derive peculiar
benefit from the brevity -with which they are conveyed. To
_youth, who are engaged in the rudiments of learning ; whose
time and ‘attention Tt be _occupied by a variety of subjects,

every branch of science should be renaered” 45 concise as pos-

sible. Heace the attention is not fatigued, nor the memory
overloaded

That a knowledge of Rhetonck forms a very material

-part of the education of -a polite scholar must be universally
allowed. , Auy attéfopt, therefere, however imperfect, to

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

that pr‘?uSe which is the reward of good intention. With
this the Editor will be sufficiently sarisfied ; singe being ser-
viceable to others.is the most agreeable method of becoming
contented with q:xrlelves. : v T s
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INTRODUCTION.

N

¢A. PROPER acquaintance with the circle of
Liberal Arts is requisite to the stady of Rhetorick and
Belles Lettres.  To extend the knowledge of them

"~ mustbe the first care of those who wish either to write
 with reputation, or so to express themselves in pub-

lick, a6 to command attgntion. Among the ancients it
was an essential principle, that the orator ought tobs
conversant in every department of learning. No art
indeed can be contrived which can stamp nerit on @
compositien, rich or splendid in expression, but bat-
ren or erroneous in sentiment.  Oratory, it is true,
has often been disgraced by attempis to establish &
false criterion of its value. Writers have endeavour-
ed to supply wamt of matter by graces of composi-
tion ; and courted the temporary applause of the
ignorant, instead of the lasting approbation ef the

* discerning. But such imposture must be short and

transitory. ‘The body and substance of any valuable
composition must be formed of knowledge and sci-
ence.  Rbetorick completes the structure, and adds
the polish ; but firm and solid bodies only are able to-
recetwe it. 4 -
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INTRODUCTION. R ¢
Amoh'r the learn®d it has long beeli a contested,

and remains stiftan undecided question, whether Na-
ture of Art contribute thost toward excellence in
writing and discourse. Various may be the ofinicns
with respect to the manner in which Art can most
effectually futnish aid, for such a purpose; #nd it
were presumption to hssert, that rhetotical rules, how
just soever, uie sufficient to form ah orator. - Ptivate
application and studg, supposing mtural genius to
be favourable, are certainly superior to anv 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 cannot
inspire genius, they can give it ditection and assist-
afce. Ifthey cannot make barrenness fruitfal, they
-can cottect redundancy. They present proper mod-
els for initation ; they point eut the principal beau-
tics which ought to be studied, and the chief faults
which ought to be avoided ; and consequuntiy tend
to enlighten Taste, and to conduct Genius from un-
natural deviations into its proper channel. Though
they are incapable -of producing great exceilencies;
- they may at least serve to prevént considerable mis-
takes. .
In the education of youth, no objcct has appeared
more important to wise fncn in every age, than to

- excite in them an early relish for the entertainments

of Taste. Fromthese to the discharge of the higher
gnd 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 aris

.



] INTRODUCTION.

may justly be copsidered asabad symptom in youth ;
and supposes them inclined to lowagratifications, or

capable of being engaged only in the common pur-

suits of life. .

Improvemcent of. Taste seems to be more or less
connscted 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.

Irgenuas didicisse, fideliter artes

omnollit 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
'cxamples, 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, ne-
ble and illustrious.

4+



Lectares on Rhetorick.
ABRIDGED. .

TASTE.

TASTE is « the power of receiving pleasure
€ gt pain from the benuties or deformittes of Nature.
© @ anid of Art.” It'is a faculty comimen in seme de-
gree 16 all men Through the circle of human na-
. ture, nothing is thore getieral, than the rafish of Beau-

ty of one kind or other ; of what is-orderly, propor-
tioned, grand, harmouibus, new, or sprightly. Nor
dees there prevail less genevally a disrelish of what-
e\'er'isg‘réss, disproportioned, disorderly, and discor-
dant. In children the radiments of Taste appear very
edrly in athousand instances ; i their partiality for
Tegatar bodies, their fendness for pictures and statues,
rand their warm attachment to whatever is new or
astonishing. The thost stupid peasants reecive plea-
sure from tales and ballads, and are delighted with the
beautiful appearances of nature in the earth and hea-
- vens. - Evenin the deserts of Ametica, where human
‘fature appears in its most uncultivated s;ate; the
) savages have their ornaments of dress, théﬁr war and
‘their death songs, their harangues and their orators.
"The principles of Taste must thereforc be deeply
founded in the human mmd To hare some discern-
ment of Be'mty is no luss essential to mam, than to
possess the attributes of speech and reason.



10 TASTE.

Though no human being can be entirely devoid of
this faculty, yet it is possessed i 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'othefs*Taste rises
to an acute discernment, and a lively enjoyment of

+thé most refined beauties.

This incquality 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 enduned beyond
others ; yetit is owing still more to, -sulture and edu-
eation. Taste is cer tainly 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 superiovity, 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 aris, 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 gocd 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 obscrve, that the greater part of the
productions of Genius are noy han imitations of
nature ; representations of the characters, actions, or
manners of men. Now the pleasure we experience
from such iinitations or representations is founded on
mere Taste ; but to judge, whetker they be properly
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< TASTE! td
executed, belpngs to the- understandmg, which
pares the copy with the original. = . :

In reading, for i instance, the ZFneid of V:rg“l,

great part of eur pleasure arises from e proper con-
duet of “the plan or story ; from all, the parts bemg
joined together with probability and due connexion ;
from the adoption of the characters from nature, the
correspondence of the -sentiments to the'cﬂanfactérs,
and of the style to'the sentiments. The pleasure,
whxch is derived from a poenr so conducted isfelt or
enjoyed by Taste, as an internal sense ; but the dis-

com-

. covery of this eonduct inthe poem is owing to reason ;

and the more reason enables'us to discover such pro-
priety in the conduct, thegreater-will be our p]easure
The constituents of Taste, -when brought to its
mest perfect state, are two, Delicacy and Correctness.
Delicacy of Taste refers principally to the perfec-
tion of that natural sensibility, en which Taste is

" ‘founded. It implies those finer organs or powers,
*which enable us to discover beauties, that are tonceal-

ed from a valgar eye. Itis judged of by the same.
moarks, that we employ in judging of the delicacy of
an external sense. As the goodness of the palate is
net tried by strong flavours, but by a mixture of ingre- -
dients,'wh'ere,*nog;ithstandmg the confusion, we re-
main sensible of each ; so dclicacy ¢f internal Taste
appears by a quick and lively sensibillty to its finest,
most compounded, or most latent objects..
Correctness 6f Faste re=pects the improvement this
faculty receiws through its cqmiexion'with the un-
derstanding. A wman of correct taste is one, who is
never imposed on by counterfeit beauties ;, who carries
slways in his own mind that standard of good sense,

.



12 ) PASTE. . .
which he employs in judging of every thing. He es-
timates with propriety the velative tnerit of the seversl
beanties, which -he: meots in any work of genius ;  re-
fers themn to their proper classes ; assigne the princi-
ples.as far asthey can be traced, whenee their power
of pleasing is derived ; and is plensed himsetf precises
ly in that dograe, in which he eught, and no-more. -
‘Tasie is,certaioly notan. arbitrary principle; which
is subject to the fancy of every individual; and which

admits po'criterion ; for determining, whether -it- be

true or fulse. Its foundation is the seme in every-hu-

man mind. It is built upon sentiments and pereep-

tioms, which ‘are inseparable from our nature ; and

which generaliy operate withibe sume uniforsaity, as
eur otber inteiléctual principles. YWhen these senti-
ments.are perverted by ignorance er prejudice, they
may be rectified by.reasan. Their sound and natural
state-is finally determined .by comparing them with
the general Taste of mankind. . Let-men.declaim as
much 88 they please, concerning ‘the eaprice and un-

certainty of Taste; itis found by experience, that

there  are beauties, - which if displayed in & proper
light, have pawer to cammand: lasting gnd universal
. admiration. Inevery campasition, wintintercsts the
ipagination, and touches the heart, gives pleasure to
all ages and nations.  Thereis scertainstring, which
being properly struck, she; hisman hoart is so made,
as to accqrd-to.it.

-

. Honce. the mxvgrulmmy,svwrﬁhcmst im- I

proved natiofis of the sarth thueugh s bong series of

ages have occumed to bestow. engome fow. works of
gemiug ; such paihe Ligst of Floracr, and the Aneid
of Wirgil. ﬂﬁuﬂnm mhsmhworks

]

=



CRITICISH. ) 15

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 pleaswe, and which,
therefore, poetry ought ‘to exhibit. Authority or
‘prejudice may in one age or country give a short-lived
reputation to an indifferent 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.

>
. J
m——

=

: 7.

Criticism....Genius....Pleasures of Tuste....
Sublimity in Objects.

TRUE Criticism is the application of T a;tc
and of good sense to the several fine arts. Its design
Is to d‘stmgmsh, what is beautiful and wuat is faulty
in every performance. From particular instances it
ascends o general punc: les; and gradually forms
rules or conclusions cm’"ammg the several kinds of
Beauty in works of Genius. '

_ Criticism is an art, founged cnti’rel-y cn experience ;
én the observation of such: besuties, as have been
found to please mankind most generally.  Forexam-
ple, ‘Aristotle’s rulcs concemmg the umty of action
in dramatick and cp! ek composition were not first dis-
covered by logxcal reasoning, and then applied to
Poetry ; but they were dFched from the practice of
. Homer and Sophocles. "They were fou mdud upen cb-
B e



14 GENITS. : .

serving the superior pleasure, which we derive from
the relation of an action, which is one and enure,
Eevond what we receive from the relation of scattcr-
ed and unconnected facts.

A superior Genius, indeed, will of himseif, unin-
structed, compose in such manner, as is agreeable to
tie most important rules of Criticism ; for, as these

‘rules are founded ih nature, nature will frequently
suggest them in practice. Ilomer was acquainted
with no system of the art of poetry. Guided by
Genius alone, he,composed in verse a regular story,
which 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,
wio have gone befere him.  No rules indeed can sup-
piy the delects of genius, or inspire it, where it is
wanting ; but they may often guide it into its proper
channel ; tlxey may correct its extravagances, and
teach it the most just and proper imitation of nature,
Critical rules are intended chiefly to point out the
fanlts, which oug;‘ht to be avoided. We must be in-4
debted to nature for the prpduction of eminent

ever. A, ‘man is said to have a genius 'for mathes
maticks as well as'a genius for poctry ; a genius for |
war, for politicks, or for any mechanical employ-
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Genius may be greatly improved by art and study :
but by thent alone it cannot be acquired. Asitisa
migher faculty than Taste, it is cver, according to the
common frugality of nature, morc limited in the
sphere of its operations. *Therc are persons, not ua-
frequently t6 be met, who have un excellent Taute
in ééveral'of the polite arts ; such,as musick, poetry,
painting, and eloquense ; but an cxcellent perfermer

“in all these arts is very seldem found; or vather is

not to be looked for. A universal Genius, or enc
svho is equaily and indlf‘uwdy inclined toward sev-
eral diflerent professions and arts,is not likely to exccl
inany. Although there may be some few excgpticns,
yet in general itis true, that when the mind is who!-
ly directed toward some one objeet exclusively of
cthers, there is the fairest prospect of eminence i
that, whatever it may be. Extrente heat can be pre-
duced, only when the rays converge to 4 single point.
Young pecsons are highly interested.in this remark ;

since it may teach them to examine with care, and w

pursue with ardour, that path, which nature hdo
marked dut for their peculiar exertions. .

_The nature of Taste, the nature and nmporta"xce of
Criticism,and the distinction between, Taste and Gen-
ius, being thus explained ; the sources of the Tleas-
ures of Taste shall next be considered. Herea v ery
extensive field is opened ; no less, than all the Pieac-
ures of the Imagination, as thev are generally called,
whether aforded us by nat\u*al. opjects, or by imita-
tions and descriptions of them. Itis not, however,
necessary to the purpose of the present Wwark, thatail
these bs examined fully ; the pleasure, which we
receive from discourse or writing, being the pripcipal

- , . ,



16 PLEASURES OF. TASTE. ~

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 system
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 areranged under three heads, Beauty,Gran-
deur, and Novelty. His speculations on this subject,
if not remarkably profound, are very beautiful and
entertaiting ; and he has the merit of having discov-
ered a track, w_hich was before untrodden. Since his
time tb= advances, made in this part of philosophieal

criticisin, ave not considerable ; which is owing,

doubtless, to that thinncss and subtility, which are
discovered to be properties of all the feelingsof Taste.
It is cifficult to enymerate the several objeets, which
ive pleasure to Taste ; it is more difficult to define all
those, 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 Jogs. For example, we all
learn by experience that some figures of bodies appear
more 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
beauty, which we discern in them ; but, when we en-
{eavour to go a step bevond this, and inquire, why re-
gularity and variety produce in our minds the sensa-
ton of beauty ; any reason, e can assign, is extreme-
iy imperfect, Those first principles of internal sco-
sation natare appears to have studiously concealed.

Ry
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It is some consolation, however, that, although the
efficient cause is obscure, the final cause of those sen-
sations lies cothmonly more open ; and here we must
observe the strong impression which the powers of

- Taste and Imagination are caleulated to give us of the

benevolence of our Creator. By these powers he hath
widely enlarged the sphere of the pleasures of human
life ; and those too of a kind the most pure and inne-
cent. The necessary purposes of life might have been
answered, though our senses of seeing and hearing
had only served to distinguish extcrnal objects, with-
out giving us any of those refined and delicate sensa-
tions-ef beauty and grandeur, with which we are now
so much delighted. .

The pleacure, which arises from sublimity er gran-
deur, deserves to be fully considered ; because itlas
a character more precise and distinctly marked, thea
‘any other of the pleasures of the imaginztion, and be-
cause it coincides more directly with our main subject, .

_The simplest form of éxternal grandeur is seen in the

vast and boundless prospects, presented to us by na-.
ture ; such as widely extended plainis, of which the
aye ean find no limits; the firmament of heaven ; or
the boundless expanse of the ocean. Al vastness pro;
duces the impression of sublimity. Space, however,
extended inlength, makes not so strong an impres.
sion, as heightar depth.- Though a boundless plain is
a grand object ; yet alofty mountain, to wlich v.c look

-up, oran awful precipice or tgwer, whence we look

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

grandeur of the firmament arises from its'k cx;,ht,

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

not from its extent alene, but from the ceptinual me-
B2



18 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 rendér it sub-
hme. Heunce 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 conflagrations ; of the
boisterous ocean ; of the tempestuous storm ; of thun-
der and lightning ; and of all the unusual violence of
the clements. A stream, which glides along geml,\;
within its banks, is a beautiful object ; but when it
rushes down with the impetuosity and noise of a tor-
renty itimmediately 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 ideca. The engagement of two pow-
erful armies, as it.is the highest exertion of human
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 solemn and awful kind, and even
bordering on the terrible, tend greatly to assist the
sablime ; such as darKness, solitude, and silence. The
fimarient, when filled with stars, scattered in infinite
numbers and with splendid profusion, strikes the im-
ngmanon with more awful grandeur, than when we
behold it euh-vhfcned by all the splendour of the sun.
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The deep sound of a great bell, or the stiiking of a
great clock, is at any time grand and awful; but when
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 dw elh.th in
¢ the thick cloud.” Thus Mllton—

——How oft umd
Thick clouds and.dark dogs heaven’s all-rlling Sice
Choose to reside, his glory unobscur’d ;
" And with the majesty of darkuesﬁ round
Circles hxs throne—-—-——

Obscurity is favourable to the sublime.. The de-
scriptions given us of ‘appearances of supcrnatural
beings, catry some sablimity ; though the conception,
which they- afford us, be confused and indistinet.
Their sublimity arises from the ideas, which they al-
ways convey, of superiourpower 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 whase nature and the eter nity
of whose duration, added to the omnipotence of his
power, though they surpass our concepuons, yet ex-
alt them to the highest.

Disorder is also very compatible with grandeur;
nay, frequently heightens it. Few things, which are
éxactly 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 propostion 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 odyusied 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 ot that clads 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 bimself ;

superiour to passion and to fear ; animated by some
great principle to ‘contempt of popular opinion, of
selfish interest, of dangers, or of death ; wc 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 C=zsar, chiding the
pilot, who was afraid to set out with him in a storm,
¢ Quid times? Czsarem 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 Akenside’s Plea-
sures of the Imagmatxon.
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Look then abroad through nature to the range
Of planets, suns, and adamantine spheres,
Wheeling, unshaken, thro’ the yoid immense ; -
And speak, O Man! does this capacious scene,
With half that kindling majesty, di&e ’
Thy strong conception, as when Brutus rose
Refulgent from the stroke of Cwxsar’s fate
Amid the crowds of patriots ; and his arm
Aloft extending, like eternal J ove,
When guilt brings down the thunder, call’d aloud
On Tully’s name, and shook his crimson Steel,
And bade the father of his country hail !
Forlo! 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 produce impres-

. 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 sublime does
not consist wholly in modes of danger and pain. In
many grand objects there is not the least coincidence
with terror : asin the magnificent prospect of wulely
cxtended plains and of the starry firmament; orin
the moral dispositions and sentiments, which we con-
template with high admiration. -In many painfiland
terribie 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 foree of power, whe-
ther attended by terror or not, whether employed in
protecting or ajJarming us, has a better titley than any
thing vet mentioned, to be the fundamental quality
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of the sublime. There appears to be no sublime ob-
Ject, inte the idea of which strength and force either
enter not directly, orare not at least intimately asso-
ciated by conducting our thoughts to some astonishing
power, as conggrned in the production of the object.

] -

3

Sublimity in NWriting.

THE foundation of the Sublime in Compos-
tion must always be laid in the nature of the object de-
scribed. Unless it be such an object, as, if presented.
to our sigtnt, if exhibited to us in reality, would excite
ideas of that elevating, that awful, and magnificent
kind, which we call Subliine; the déscription, Low-
ever finely drawn, is not intitled to be placed under
thisclass. This excludes all objects,which are mere-
Iy 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 b&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. Ifhis own
feeling be languid, he can never inspire his reader
with any strong emotion. Jnstances, which on this
subject are- extremely neccessary, will clearly show
the importance of all these requisites.

It is chiefly among ancient aythors, that we are to
look for the most siriking instances of the sublime:  ‘
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The early ages of the world and the uncultivated state
of society were peculiarly favourable to the emotions
of sublimity. The genius of men was then very prone
to admiration and astonishment. Megting continual-
ly 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-
geme 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.
VWhat an assemblage of awful and sublime ideas is
presented to us in that paésage of the eightcenth
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 teimple, and my ary
“ came before him. Tben the earth shook and
“ trembled ; 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 3 and he did ride upon a cherub, and did ly;
% yea, he did fly upon the wings of the wind. e
« made darkness his secret place ; his pavilion round
“ about him were dark waters and -thick clouds of
« the sky.” The circumstances of darkness and
terror are here applied with propriety and success
for heightening the sublime.
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. 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 fgllowing 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 abrozd the earth by myself; that saith to the
“ dcep, 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 stmplicity 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 oftcn heightered in
a high degree by the introduction of the gods. - In
the twentieth book, where all the gods take part in
the engagement, according as they severally favour
either the Greclans or the Trojans, the poet appears
_to put forth one of his highest efforts, and the descrip-
tion rises into the most awful mngniﬁccnce. All na-
ture .ppearsin 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 tremblcs to its centre ; Pluto starts from his
throne, fearing, lest the secrets of the inﬁ}nal regtons
should be laig open to the view of mortals. We shall
transcribe Mr. Pope’s translation of this passage ;
which, though mfemourto the onvmal, is hlghly ani-
mated and sublime. '

But wwhen the powers descendmg"ﬁwdl’d the sight,
Then m@é}.‘rose, fierce rage, and pale affright.
u Now thro’ the trqmbgﬁlg shores Minerva calls, -
And now she thunders the Grecian walls. .
Mars, hov’rmg o’er hxs Troy, his terror shrouds :
In gloomy tempests, and a night of clouds ;
Now thro’ each Trojan heart he fury pours
With voice divine from llion’s topmost towers ;
Above the sire of gods his thunder rotls,
And peals on peals redoubled rend the poles.
Beneath, stern Neptpae shakes the solid ground,’
The forests wave, tj'-e mountann; nod around ;
Thro’ all her summits tremble 1da’s woods,
And frem their sources boil her hundred ﬂoeds 3
e Troy’s turrets totter on the ro'-kmg plain,’

© And the toss'd navies beat the hea.vmg miain.’
Deep in the dismal region of the dead
Th mf(.rnal monarch rear’d his horrid head, )
Leapt from his tirone, lest Neptune’s arm should liy )
His dark dominions open to the day,
And peur in light ou Pluto’s drear abodes,

Abhorr’d by 1t en, and dreadfuol e’en to Feds.

ﬂuph wars th’ m*,mwt:us vuage s such horrors rend
The world’s vast conc.we, when the gods comerd

.

(,oncxscncss and simplicity w Jllevcr be fouw‘ essen-
tial tg;‘xbhme writing.. Simplicity is properly oppos-

- ed to studied and profwe ornzment ; and congmeness

to superfluous expression. It wiil easily: appearswhya '
C
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defect cither in conciseness or simplicity is pécuhany
hurtful to thg sublime. The emotion excited in the
mind by some great or noble object, raises it consid-
crably above its common pitch. A spegies of enthu-
siasm is produced, extremely pleasing, whileit lasts;
but the mind is tending every moment to sink into its
ordinary state. When an author-has brought us, or

is endzavouring tobring us into this state, if he mul-

tiply words unnecessarily ; if he deck the sublifne ob-

jecton all sides with glitteriff ornaments ; nay, if he
throw in any onc decorationy which falls in the least *

Lelow the principal image ; thet mement he changes
the key ; he relaxes the tension of the mind; the
strength of the feeling is emasculated ; the beautiful
may remain ; but the sublime is extinguished. Ifo-
mer’s description of the nod of Jupiter, as shaking the

heavens, has been admlred in all ages, as wonderfully -

sublime. hterally t)'am.latedy it runs thus: ¢ He
¢ spoke, and bending his sable brows, gave the awfu}
¢ nod ;- while he shook the celestial locks of his im-

« mortal head, all Olympus was shaken.” Mr. Poﬁe

translates it thus:

He spoke ; and awful bends his sable brows,
Shakes his ambrosial curls, and gives the nod,
The stamp of fate, and sancrion of a God ;

High heagen with trembling the dread signal tooL
And all Oly mpus to its centre shook.

_ Theimage is expanded, and attempted to be beau-
tified ; butin reality itis Weakéned. The third line—
¢ The stamp of fate, and sénction.of a God,” is en-
“tirely expletive, and introduced only to fill up the

~rhyte; for itinterrupts the descrxpaon, and clogs the

N
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-image. For the.same reason Jupiter is represented,
as shakmg his' locks, before he gives the mod;
« Shakes hxs ambrosxgl curls, and gives the nod Hee
whichis trﬂmg and ms&gmﬁcant whereasin. the ori-
pinal.the shaking of his hair is the co*xsequem;c of bis

nod, and- makes a happy picturesque circvinstance in

the description. - ' ‘ v
The boldness, fleenom, and vauct\ of our blank

verse are mﬁmtuy more, propitious than rhyme, to

' g}. kinds of sublime poetry. The fullest pxoof o{ tl_.;,s
is afforded by Miiton ; i an .A)thor whose genius led
him peculiarly to the sublime. . The first and sccorzd
tooks of ParadxsgLost_ are continued examples of it.
Take, forinstance, the following noted dgscnpuon of
Satan, after his fall, apf)eauug at the .)eud of Lis in-
fernal hosts ¢

‘ ~He, above the rest,

In shape anfi géature proudly eminent, .
Stood like a tower ; his form had not yetlost " *
All her ongmal brightness, nor appeard '

J.ess than archangel ruin’d, and the excess

Of glory obscur’d :- As when the sun, ﬁew risen,
Lcoks through the horizontal misty air, . < - .
Shorn of his beams ; or, from b#hind the moom,
In dim eclipse, disastrous twilight shedss

On half the nations, and with fear of ch-mge
Perplexes monarchs.:- - Daxken’d soklet shone
Aboye them all tW?’ archar-gd

u

- Herevarious sources of the sublime are jained to-

‘gether: the -principal. object superlatively great ; a

high, superiour nature, fallen indeed, but raising itsclf
-against distress ; the grandeur of the principal object
heightened by connecting it with so neble gn idea, as

IS
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that of the sun suffering an eclipse’; this piclufe,
shaded with all those images of change and trouble,
of darkness and tértor ; which coincide so exquisitely
with the sublime ¢motion ; and the whal expressed
in a style and versifcation easy, natuml, and simple,
but magnificent.

Beside simplicity and conciseness, strength is es-
pentially necessary o sublime writing. Strength of
description proceeds in a great measure from concise-

ness ; but it implies something nore, namely, a ju- - ..
&

dicious choice of circumstances in the description ;
such as will exkibit the object in its full and most
strikiny 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, - oi 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- |

erhl, and divested of circumstances; the objectis
shewn ina faint light, and makes a feeble impression,
or no impression ep the reader. At the time, if any
trivial or LMproper cireumstances be mingled, the
whole isd&graded .

The nature ¢f that emotion, whxch 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 e?i’ecution,
leave us exceedingly disgusted. 'We attempt to rise
with the writer ; the imagination izawakened, and put
upon the stretch; but itought to bie supported ; and, if
iothe dildst olits cffort it be deserted unexpectedly,it

*
-

=

¢




Digitized by GOOS[G



30 BUBLIMITY IN WRITING.

_ Atna and all the buraing mountains find .
‘Their kindied stores with iubied storm# of wind
Blown up to rage, and roaring out complainy
As tora with inward gripes and torturing pain ;
Labourin‘, they cast their dreadfu} vomit roun d,
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 approachmg in the smallest de-
gree to the mecan, orieven to the gay or m&mg,
changes the tone of the emotioy.

What is commonly called the sublime style, is for
the most part a very badgme, and has no relation
whatever to the true Sublime. Whriters are apt to
imagine that splendid words, accumulated epithets,
and a certain-swelling kind of. expression, by vising
_above what is customary or vulgar, constitute the sub-
Jime ; 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 ; but putit
into what is commonly called the sublime style :
“ THe ‘Bovercign Aibiter of nature, by the potent
¢ energy of a single word, commanded the light to

L« exist 37 and, as Boileau justly ‘observed, the style

" is.indeed raised, but the thought is ‘degraded.  In

- general it may be 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 m'qesty of' 1an~uave. . )

_ - The faults, opposite to‘the Sublime, are prmcnpally

. ﬂ) o,the F ;.gl‘d and the-Bombast. The Frigid coasists

o%
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in degrading an object or sentimenit, which is sublime
in itself, by a mean conception of it; oi by 2 weak,
low, or puerile description of it. This betrays entire
absence, or at least extremespoverty, of genius. T@
Bombast lics in forcing a common’er trivial object
out of 1ts rank, and in labouae.m«7 to raise it inte the
sublinte ; or in attempting to exalt a subhme object

-beyond all natural bounds. '

:Btauty and other Plcasures of
| Taste. '

~

;_BEAUTY next to Sublimity aﬂ'&rds the highest

pleasure to the imagination. = The ¢motion, which it
raises, is easily distinguished from that of sublimity.
+ Tt is of a calmer kind ; more gentle and soothing ;
does not elevate the mind so much, but produces a
pleasmg serenity.  Sublimity excites a feeling, too
violent to be lasting ; the pleasure proceeding from
_Beauty admits longer duration. It extends also toa
mbich greater wiety of objects than sublimity ; to
"a variety ifideed so great, that the sengations which -
beautiful objectx ‘excite, differ exceedmgly, not in de-
x*gree only, but also in kind, from each other. Hence
Do word is used in .a more undetermined signification
than Beauty. ' It is applied to almost every extemal
objecty 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; @

~

v
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. beautiful poem ; a beautiful character ; and LA beau.

tiful theorem in mathematicks.

Colour seems to afford the simplest iggtance of
Beanty. Asscciation of ideas, it is probable, has
some influeneg.on the pleasure, which we reccive
from colours. Green, for example; may appear more
beautiful from being connected in our ideas with
raral scenes and prospects ; white with innocence ;
Blue with the serenity of the skya  Independently of
associations of this sort, all that we can farther ob-
serve respecting colours is, that those, chosen for

' Beauty, aré commonly delicate, rather than glaring.

Such are the feathers of seveérdl kindsof birds, the
leaves of flewers, 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 itsclf as a
source of Beauty. By a regular figure is meant one,

which we perceive to be formed according to som:l
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 ; yeta 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 ofﬁtness, propriety, and use, which have,

'always a more intimate connexion with orderly and

proportioned forms, than with those which appear
not‘conétx*uctcd acl:ording to any certain rule. Na-
ture, who is the most graceful artist, hath, in ail he}'
ornamental works pursued variety with an apparent
neglect of regulamty Cabmets, doox's, and mndows
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-ate made aféer a regular form, in cubes and parallelo- s
grams, withéxact proportion of parts; and thus
formred they please the eye ; for this Just reason, t:m,
being works of use, they are by such ﬁgurc° betier (
adapted {0 the ends for which they were designed.
But plants, flowers, and leaves-are fuil of variety and
diversity. A straight canal ig.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 gardeny which is intended merely for beauty,
would be extremely disgusting, if it had as much
'\xmformxty and erder as a dwelling-house.

Motion affords another Source of %auty, distinct
from figure. Motion of itself is pleasing ; and bod-
ies in motion are, ¢ ceeteris paxibu's, universally pre-
ferred tg those at rest. iny gemle motwn, however,
‘belongs-to the Beautiful ; for when itis 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 ate
not a]ways distinguished by very distant boundaries;
‘but are copable in many instances of approaching to-
" ward each other. - Thus a gentle runming stteam is
one of the most beautiful objects in nature; but, as it
swells gradually into a great river; the beautiful by
degrees is lost in the sublime. < A young treeisa

~

0
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beautiful object ; a spreading-ancient oak is.# venera-
ble and sublime onec. 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 ina waving direction ; and motion upward is com-
monly movre pleasing than motion downward. The
easy, curling motion of flame and smcke is ah 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
piain lines ; but that all the graceful and ornaniental
movements are made in curve liges ; an cbservation
worthy of the attention ofthose who study the gmce n
of gesture and action. -

Colour, figure, and motion, tl\ough sep:\r'\te princi-
ples of Beauty, yet in many beautiful objects meet to-

_gether, and thereby render the Leauty greater and
- more eomplex. Thus in flowers, tregs, and animg}g,

we are entertained at once with the delicacy of the
colour, with the gracefulnessiof the figure, apd some®
times also with the motidt of the object. The most
complete assemblage of beautiful objects, which can

~be found is represented by a rich natural landscape,

wherethére is a sufﬁcient'vz\riety of objects ; fiefds in

.verdure, scattered trees and flowers, runaing water,

and animals grazing. If to _these' be added some of -

-the productions of art suitable to such a scene ; aga ¢

bridge with arches over a river, smoke rising from

i_cottages in the midst of trees, and a “distant view of

a fine building, scen by the.rmng sun; we then en-

Joy in the highest.perfection that gay, cheerful, and

plaeid sensation, which characterizes Beauty.

&
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Thebeauty of the human countemmiceis
qmplex than any we have yet exammed it compre-

) oﬁthe complemon and the Beauty of figure,
ausmg from the nies, 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 I
goed sensesor good humour ; of candour,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 fecling simi-
lar g that of Beauty. There are two great classcs 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, hcroxsm, magnans
imity, contempt of pleasures, and contemp‘ of death.
These produce in the spectator an emotion of sublim:

wity and grandeur. The other class is chicfly ot the so-

.cial virtues; and such as are of a scfter and gentler
kind; as,compassﬁon,nﬁiduess‘and gencrosity. These
excite in the beholder a sensation of pleasure, so near-
ly allied tg that excited by be autiful 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 charac-
terizes a particular manner ; signifving a certain grace

-~ and amenity in the tarn either of style or smt-ment,
by which some guthars are particularly distingaished.
In this sense it denotes a manner neither remarkedly
sublime, nor vchemently passionate, nor uncommonly
sparkling ; but such as excites in théreader an en

w)
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tigaof the placid kiad, resembling that whiclfis rais-
ed by cont:mplation of beautiful objects in nature ;
“which neither lifgs the mind very. high, nog agitates
it to excess ; but spreads owvef the imagination a
pleasing serenity. -Addisonis a wiiter of this cha-
racter, and one of the most preper examples of it.
Fenelon; the author of Telemachus, is another exam-
ple.  Virgily also, thaygh very capable of rising oc-
casionally into the sublimie, yet generally is distin-
guished by the character of beauty and grace, rather
than of sublimity. Among orators, Cicero has' mare
of the beautiful than Demosthenes, whase genius led
him wholly toward vehemence and strength.

So muckh it is necessary to have said upon thegub- .
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
uirder the forms of sublime or beautiful ; they like-
wise derive their power of giving it pleasure frmh‘

several other principles. 5

Novelty, for cxample, has been menuoued by Addi-,

“son, and by every writer on_ this subject. An.abject
which has no other merit than that of being new, by
this quality alonc raises in the mind a vivid and an
agreeable emotion; Hence that passion of curiosity
which prevails so generally in mankind. Objects
an:] ideas which have long been fammar, make tog
faint an ‘impression, to give an agreeable exe reise to
our ficulties. New and strange objects rouse the

wmind from its dormant state, by giving it a sudden ,
and pleasing impulse. ‘Hence, ina great mcasure,
the cntertrininent we receive from fiction and ror
mancé. The “emotion, raised by Novelty, is of a
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more lively and" ‘awakening nature, ﬁ;an that produc- :
ed by Beauty; but much shorter m its duration.

For, if the object have in nsclf no charms to hold
Jour attemu’m, the gloss, sprea'l 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. Forall imitation affords some pleasure to
the mind ; not only the imitation of beautiful or sub-

- Fime objects, by recalling the original ideas of beauty
or grandeur,which such ebjccts themselves exhibited;
but even objects which have neither beauty nor gran-

~ deuf; nay, some which are terrible or deformed,
give us pleasure in a secondary or représented view.

The pleasures of melody and harmony belong also
to Taste. There is no delightful semsation, we re-
ceive either from beauty or sublimity, which is not

- capable of being ;heigl:ltencd by the power of musical
wgound. Hence the charm of poetical f\»unibe'rs; and
cven of the concealed and lcoser measures of prose.
Wit, humour, and ridicule, opsn likewise a variety
of pleasures to Taste, aitogether different from any

_that have yet heen considered.

~ At present it is not necessary to pursue any farthc?
the subjectof the Pleasures of Taste. We have opened
some of the g 5enu'al prmcxples ; it is time how to. -ap-
ply them to our clicf sulivct. Ifit beas kul, to what
class of those Pleasures of Taste, ‘which have been
enumerated, that pleasure istobe referred, which we
receive from poetry, eloquence, or fine writing ? ? The-
answer is, not to any one, but to them gll. This pe-.
culiar advaniage ivriting and discotrse possess ; they

D



i "8 s!,wn- AND OTHER PLEASURES OF TASTE.
) epcqm'sass a large ‘and fruitful field on all sides, and

Eave power to exhibitin great per fection, not a smgle
sct of objects only, but almost the whole of those
which give pleasure to taste and imagination ; whether

that pleasurearise from sublimity, from beauty in its .

various forms, from design and art, from moral senti-
ments,from novelty, from harmony,from wit,'bumour,'
orvidicule. To which soeverof these a person’s taste
is directed, from some writer or other he has it alq
ways in his power ta receive the gratificatian of it.

1t has been usual a among critical writers to treat of
discourse, as the chief of all the imitative artss T hey
compare it with painting and with sculpture, and.in
many respects prefer it justly before them. But we
must distinguish between imitation and descﬁ_Pti'on-.,

" Words have no natural resemblange of the ideas or

objects which they signify ; but a statue or plcture »

has.a natural Likeness of the origipal.
As far, however, as a poet or historian mtroduceh
into his work persons really speaking, and by’ wot_'.ds, .

“ which he puts into their mouths, represents thegons -
versation which they might be supposed to hald ; 0.
- far his art may be called imitative ; and this IS the’

case in all dramatick composxtxon. But ih nprratnve
or descriptive works it cannot with prgpuetj be 50 -
called. Who, forexamp]e, would call V:rgll’s dg@cnﬁ-

- tion @ a tempest in the. first Zneid an #nitation of a
stormn ! If we heard of the imitation 6f 'a bati}e, Wé

nyight naturglly thiuk of some mock ﬁgﬁt

sentation of a battle on the stage ; but’ sﬁ&‘mldﬂnewr

imagine it meant one of Homer’s dekﬁ‘)ptwns in the .

, Ih@d It mustbe allowed at the same txme, thagnmta- . ‘«,
tlon and dcscrxpuon agreein thenr prm*pal s@‘étt,that
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of' recallmg by external ‘sigms ﬂxe ideas’ o‘f“qun&s

" which we do not see. But though in this they cotw.

cide, yet it should Be remembered, ‘that the terns
themselves ate hot synonymous ; that they import dif-
“ferent means of producing the same end ; afd conde-
qncntly make dnﬁu‘ent impressxons #n the mmd. -

(,‘_':.,_ N :; ;

Oﬁgzn and Progress of Lang’zmpe' '

.. . '.

TO form an aﬂequate xdea of the. Ougm of
Language, we must contemp]ate the mrcumstances ot
“mankind in their eatliest and rudsst state. They were
“then a wandering, scattered race ; no socicty among
them except families 3 and family society also very
imperfect, as their mode of living, by hunting or pas-
 turage, must have’ separated them ﬁ‘equenﬂy irom
each other. Tn such a condition, how could ¢ atiy onc
Set ‘of “sounds or Words be universally. agrecd on, as
‘the sxgns of their ideas? Supposing that afew, whom

- ch.aace or negessity threw together, agreed by some

-méans .upon ‘certain signs; yet, by what authority

o could ‘thiese be. so piropagated among other tribes or
famlhes, as to grow up into 3 langnage ! One would .

lmagme that nen must have been previcusly gathered
‘together in considerable numbers, befote Hnguagé

- could be fized and extended ; .and. yet on the other
” handfﬁ‘ere seems to have been an absolutenccessnty of

spcech pre jous tq the fovmatlon of society. - For
by ’.'hé't bond could a mulutude of men be, kept to-

i milee

qeth*r Y or be connected in prosecg}non -of any coma, -

 menintert¥t, before by the assistanee of specch they
- : « ized by (o C .- ST

M -



o

40 ORIGIN AND PROGRESS OF LANGUAGE.

(:Ould communicate their wants and intentions to each

“ether ? So that, how socicty could subsist pr evaously

to language, and how words could rise into language

before the formation of sqcicty, 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 decp and
subtle logick 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 otiginal,
we cannot imagine that a perfect system of it was at

~eonce 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 atliberty to inquire, in
what manner, and by what steps, language advanced- .
to the state in which we now find it. '
%Shouldec suppose a period existed before words
were invented or known; it is evident that men
could have po other method of communicating their
feelings, than by the cries of passion, accompanied by -
such motions and gestares, 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 himseif had been frightened, or exposed to

danger, and who wished to warn his neighbour of the ’

“ dapger, could contrive no other method of doing it, -
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than by uttering those cries, and making those:::%
ures, which are the si’gns of féar ; as'two men at this
day would endeavour to make themselves understood
by eacli 6ther, if thrown together on a desolate island,
iznorant of each other’s language. Those exclama-
tions, 'thelefor'é, by gf1mniarians called interjéctions, -
uttered in a strong and passxongte manner, were un:
doubtedly the elements of speech.

When more enlarged communication became re-
quisite, and names began to be applied to objects; how
canh we' s'lppose men procoeded in this application of
names; ot invention of wérds ? Certainly by imitating,
as much as they could, the nature of the object nam-
ed by the sound of the name given to it. Asa 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 boistérous,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 thmgs,
without any ground or reason, is to suppose an effect
with6ut a cause. ~ There must always have been some
motive which led to one name, rather than another ;
. and we can suppose ho motive, which would move
generally operate upon men in their first efforts to-
ward language, than a desire to pamt by speech the
objects which they named in a manner more or less
'complele, accordmg as it was in the power of the
human voice to effect tbls imitation.

‘Wherever objects were to be named, in’ which
sound, noise, or motion was conccrned, the 1mxtatlon
by words was sufficiently obvious, Nothing was morc

D22
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natural, than to imitate by the sound of the vaice the
quality of the sound or noise which any external ob-
ject produced ; and to form its name accordingly.
Thus 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 /dss; a fly to buzz ; and falling timber to
crash ; when a stream issaid to_flow, and hail to rarele ;
tae resemblance between the word and the thing sig-
fified is plainly discerniblé. But in the names of
objeets which address the sight only, wherg neither
noise nor motion is concerrfed ; 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.

" Thisprinciple 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 of any modem language. As terms mcrease 4
in every nation, and the vast ficld of language is fill
ed up, words by a thousand fanciful and irregular
methods of derivation and composxﬂon deviate widely
from the primitive character of their roots, and lose

vall resemblanee in 'sound of the things signified.

This is the present state of languag\e. Words, as we
nOW use them, taken in general, may be Conmdered
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as symbols, not 1m1tauons ; as arbitrary or msutu\te&,h -
not natural signs of ideas. But there can be no doubt -
language, the nearer we approach te its rise among
" men, will be found to partake more of a natural ex-
pression. ‘ . : g
Interjections, it has been shown, or passnonate ex- !
clamations, were the elements of speech. Men la-
7 boured to commumcate their feelmgs to each other
by those expressive cries and gestures, which nature
taught them. ~After words, or names of objects, be-
gan, to be invénted, this mode of speakmg by naturgl
signs could not be all at once disused. For language .
in its infancy must have been extremely barren ; and o
there certainly was a period among all rude nations,
when conversation was carried on by a very few
words, mtermxxed 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 weords, which they know, wauld naturally labour
. tomake theraselves 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 ‘
of time more extensive and copious, the ancient man- P
ner of speech still subsistedamong many nations; and; e
what had arisen from necessity, continued to be nsed
for ornament. In the Greek and. Roman languages, a z
musical and gestxculaung pronunciation was retained i
in a very high degree. Without attending to this, we
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shall bz at a loss in understanding several passages of
the Classicks,which relate tothe publick speaking and
theatrical entertainments of the ancients. Our mod-
ern pronunciation would have seemed to them a life-
less menotony. The declamation of their orators and
the pronunciation of their actors upon the stage ép—
proached to the nature of recitative in mausick ; was
capablc of being marked by notes, and supported by
instruments ; as several learned men have proved.
With regard to gesture, the case was parallel ; for
@vong tonesand animated gesturesalwaysgo together.
The action both of orators and players in Greece
end Rome was far more vehement than that to
which we are accustomed. To us, Roseius would ap-
peara madman. Gesture was of such consequence off
the ancient stage,that there is reason for believing that
on some occasions the speaking and the acting were
divifed ; 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 was
a contest between him and Roscius, whether he could
express a sentiment in a2 greater variety of phrases, or
Roscius in a greater vafiety of inteHigible sighificant
gestures. At last,gesture engrossed the Stage entirely;
fer under the reigns of Augustus and Tiberius, the
favourite entertainment of the publick was the Panto-~
mime, which was carried on by gcsnculatlon only.
The people were moved, amd wept at it as much as at’
tragedies ; and the passion for it became so violert,
that laws were'made for restrammg the senators from
studymg the pantomime art. Now, though in'decta-
‘ons and theatrical exhibitions both tone and ges-

.
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tare were carried much farther than incommon
course ; yet publick speaking of any kind must in ev- ~
ery country-bear some proportioni to the manner
which is used-in conversation ; and such public enter-
tainments could neven\ be relishtd by a nation whese -
tones and gestures in dlaCOlﬂ‘SQ were a5 languid as
ours. o
The early language of men being entirely compos-
ed of words descriptive of scnsible objects, became-of
necessity extremely mct‘apho'rical‘ Forsto signify any
desire or passion, or any act of fecling of the mind,
they had no fixed expression which was appropriate®
to that purpose ; but were obliged to paimt 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, fgar
. and surprise, wonder and astonishment, are the most
frequent passions of men. Their language will nee:
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 conrected with con-
versatiop, the imagination‘is alway% more exercised ;
a greater effort of fancy-and passion is excited. 'Vl‘lms'
the fancy, being kept awake and rendered more
sprightly by this mode of utlerance, operates upén -
style, and gives it additional life and spirit. _
As one prooframong many, ‘which might be Pro- »

duced of the truth of these observauons, we shall
',

'S
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transcribe a speech fibm Colden's History of the Five
" Indian Nations, which was delivered by their Chlefs,
when entering on a treaty of peace with us, in the
following language. ¢« We are happy ih havihg buri-
“ ed under ground the red axe, that has so often becn
¢ died in the blood of out brethren. Now in this
¢ fort we inter the axe, and plant the trce of peace.
- % We plant a tree, whose top will reach the sun ; and
¢¢ its branches spreéad abroad, so that it shall be seetf
« afar off. May its growth never be stifled and chok-
““ ed; but may it shade buth ;our country and ours
# % with its leaves ! Let us make fast its roots, and ex-
& terid them to the utmost of your colonies. If the
“ French should enome, to shake this tree, we should
“ know it by the miotion of its roots reaching into our |
@ 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, i8 extlnguish-
% ed. " The blcody bed is washed clean, and the tear
« are wiped from outr eyes. We now renew the
% covennnt chain of friendship. Let it be kept bright
“ and clean as silver, and not suffered to contract ahy
« rust. Let ot any one pull away his arm from it.”
As language in its progress grew more copious, it
j,gx'adua"d y lost that figurative style, which was iis early
character. The vehement, manner of speaking by
. tones and gestures became less common. Instead of
'po‘t phllosonhers became the instructors of nien ;
wud in their reasomng on all subjects introduced that

]
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plainer and mare simple style of composition v
we i;qw gall Prose. Thus the ancient metaph«,jriéﬁi };-; X
and postical dress of Language was at léugth laid
. aside in the intercourse of men, and reserved for thasq
occasions only, gn which ornament was professedly.
studied. '

‘Rise. and Progress of Lang:uage and of
Whriting.

WHEN we examiné the order in whiyh thée
words ave arranged in a sentence, we find a ¥ery
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 concei_i'e distinctly the nature of this alteratidn,
we must 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 Limself
understood by pointing eagerly at the object desived,
and uttering at the same time a passionate cry. Sup-
posing him tao have acquired words, the first word
which he would utter would be the name of that ob<
jest. He would not express himself according to our
order of construction, “ Give me fruit ;" but accord-
ing to the Latin order, % Fruit give me,” « Fructum
« da mihi,” for this plain reasom that his attention” v
.was whally directed toward fruit, the objeg desired..

&
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Hence we might conslude a firori, that this was the
order in which words were most commonly arranged .
in the infancy of Language ; and accerdingly we find
in reality that in this order words are errdhiged in
most of the ancient tengues, as in the Gredk and La-
1in ; and it is said like®se in the Russnan, Sclavo‘mck,
Gaglick and several American tongues.v :

The modern languages of Europe have adopted a
different arrangement from the ancignt. Intheéir prose
compositions very little variety is admitted in the col-

Iocation of words ; they are chiefly fied. tb one order, -

which may be called the Ordér of the Undmtand?ng
They place first in the sentence theperson or'thlng,

whick speaks or acts; next, its action ; and last]y, thk >

object of its action. Thus an English wﬁt;r, p;rym'g

a compliment to a great man; would say, " It:is im- e

¢ possible for me to pass overin silence so (hstingmsh-
¢ ed mildness, so singular and \mheald of clemeney,

¢« and so uncommon moderation, in the cxcrcnss of -,
. i'¥ P IR
« supreme power.” Here is first prescntedto usithe’ )

. person who spcaks, « If"is impossible for me ;? next,
what the same person is to do, 7o fiass over in silence;”

: and lastly, the object wluch excues kim to actwn, ol

“.the mildness, clemency and moderation o£ his pa-
tron.” Cicero, from whom these words are translat-
- ed, reverses this order. He begms with the object,

places that first,” “which was the exc;tmg idea in thq’.,' )

speaker s mind, and ends with the speaker and hlS ac-.

tion, -« Tantam mansuetudinem, tam inugitatam in-

“ auditamque clementium, tantumque in summa po-
¢« testatc rerum omnium modhm, tacitus mlno modo’

¢ praterire possum.” Here it must békobserved, the

Latin order is’ more ammated the’ Enghsh monq.

Tear and‘axsunct. o .

v . .~

4
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Our language. naturally ellows greater liberty for '3
T transpusmon dnd inversion in poelry, than in’ pnose. .
. Ewenthere however this.liberty is confined within
-narraylimits, in comparison with the.ancient langua- - °
. gés. Tp’this respect, modern tongues vary frnm,_ "
_each other.. The Italian appoaches the ne: - ' ‘n
Voo its charat,té to the ancient transposition : the .. -
" lish has mqre inversion than the rest ; and tl)e Froooo
has the least of:all. ‘
Wntmg ig.an smprovement upon Speech ang con-
« -cquently was posterior to it in order of. time. )

<77 LANGUAGE AXD OF wmrmc

% .. :haracters '?re re kinds, <igns of things, and si 5
ooy of swaeds... 'k e pictures, hieroglyphicks, an:
‘ ‘!“'b)"the ancients, were of the for-
ET lm:x;,guw abetical characters, now emplaycd
L by Luropeam, or {he-Igtter. :
‘ E'.:ctup;a were certainly the first attcmpt towatd

. »Jmtmg ’\rlamund in all ages and in all nations have -
geéen prone to imitation.. This would socon be em-
o Alpyed for desgribing and recording events. Thus,
) s;gmfy that one man had killed another, they paint-
e the figure of one man lying on the ground, and cf
Y .unothcr ..tandmc by him with a hostle w ‘eapon in lxp
. nand When America was § rst discover ed, this was
¢ . the only*kmd of wmmg with which the Mexicans
. weré acquainted. It was however a vary nnperfcct
mode #f recording facts ; since by ‘yictures e\tcmal o
" . events only-could be delincated, : .
‘Hierogl yphxcal chaxm:ters may be (.onsxdcr.ed as the
-~ second stade of the Art of Writing.  They cons.st oF_
: curtfm svmbols, whlclmre made to stand fox mw bl
; objects{on accpunt of their supposcd refemblam Loaf
" the’ objects themsulves. Thus an eye repres::
e > , - e

[} . P
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Lno\vledge ; and a circle, having ncither beginning
nor end, was the symbol of eternity. Egypt was the
country where this kind of writing was most studied,
und brought into a regular art. By thesc characters
all the hoasted' wisdom of their priests was conveyed..
They pitched upon anithals to be the emblems of
moral objects, accarding to the qualities with which
they supposed them to be endued. Thus imprudence
was denominated by a 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 khowledge.:
Fromhiercglyphicks some nationsgradually advanc-
cd to simple arbitrary marks, which stood for objgcts,
though without any resemblance of the objects sigpi-
fied. Of this nature was the wntmg of the Peruvians.
They used small chords of different colours ; and by.
knats upon these, of different sizes and variously rang~
ed, they invented signs -for communicating their
thoughts toone another. 'I'he Chinese at this day use
written characters of this nature. - They bave.no al-
phabet of letters or simple sounds of which their
words are composed ; but every single character,
which they. yse, is expressive of af idea ; itisa mark
which signifies some one thing er ebject. - The num-

_., ber ofthese characters must consequently be immense,

- They are said indeed to amount to seventy thousand.

To be petfectly acquainted with them is the business
of a whole life; which must have greatly retarded’
amorng them the progress of every kind of science. -
‘Tt ia evident that the Chinefie characters, like hiero-
glyphicks, are signs of things, and rict of words. For

) we are told, that the Japanese, the Tonquinese, and
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the Coreans; who speak different languages frem
each other; and from the ihhabitants 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. ©ur arithmetical figuresy 1,2, 3, 4, &e. are
. an example of this sort of writingl They have no
dependcnce on-words ; each figure represents the -
. number for which it stands; and coixs;quemly is

* equally understood by all hations, \vho ha\c aguu. in
. the use of (hese figures. : i
“The first' step to remedy the- unpufe(t oD, tkc.
ambiguity,and the tediousness of each of the metheds
. of communication, which have been mentioned, was
the invention of signs, gvhich shionld stand not direct-
~ ly for things, but for words by which things were
named and distinzuished. - An alphabet of syHables
seems to have becen invented previously to an aiphu-
- bet of letters. Such a one issald to be retained at
“this day in Athiepia and some ceantries of India.
But at ‘best it must have been imperfect and inéfiec- -
tual’; since the number of chay cters, being very
coniderable, must have rendered both xcadm'v and
writing very complex and-laborious. :
To whom we are indebted for the sublime and ré-
fined discovery of letters is not determined. They. -
were brought into Greece b} Cadmbﬁ, thc Phcemnan, ,v

was contempéﬁryﬂvmr }*mg D:md ‘His alphabct
‘¢ontained only sixteen letters.  The rest were after-
ward added;according @ signs for proper sounds were
found to be wanting. - The Phenician, Hcbrew,
Greek, and Roman alphabets agree so much in the
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figure, names, and arrangement of the letters ad
amounts to demonstration, that they were derived
eriginally from the same source. .

The ancient order of writing was from the right
hand to the left. This method, as appears from some
very old inzcriptions, prevailed even among the
Grecl:. They afterward used to write their lines
alternately from the right to the left, and from the
left to the right. The mscnpuon on the famous Si-
sxan 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-
tural and convenient, this order of writing was adopt-

“ed by all the nations of Eurgpe.

Writing was first exhibited on pillars and tables of
ctone ; afterwazd on plates of the softer metals. As
it became more commor, the leaves and bark of c€r-
tdin 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 stytus

of ircn.  Parchi » nt, made of the hides of ‘animsls,
was an invention ‘of later times. Paper was mot in-

vented before the fourteerith century.

éfh ‘ucture q‘ La'zguage.

THx, common division of Speech into eight

part.s,nouns, pronouns, verbs, participles,adv erbs,pre- ‘
positions, intceje ections, and COl’lJ\ll’lClthS, is not very

accurate ; since under the general term of nouns it

T comprchends both substantives and adj y.cuves, which

S
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are parts of speech essentially distinct. Yet as we
are most accustomed to this division, and, as logical
exactness i§ not necessary to our present design, we
shall adopt these terms, whxch habit has made ﬁxmﬂ
iar to us.

Substantive nouns are the foundanon of Grammar,
and the most ancient part of speech. “When men had
advanced beyond simple interjections or e‘cclamauons
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 wouyld have Leén-
endless. Their common qualities, such as springing
from a root, and beanng branches and leaves would v
suggest a general idea and a general name. The ge--
- mysy iree, was afterwards subd1v1dea mto its several
species of oak, ‘elm, ash,. &c.. upon experlencc* and
" .ebsgrvation. - . . : ,
. Sl howeveronly gepcral ;ermswere usedin speech
Ear oak, elm, and ash, were names.qf whose classes of |
abjects, each of which comprehended an immense
number of undistinguished mdmduals "Thus, when,
the nouns man, lion, or tree were ‘mentioned in con
versation, it could not be known; which man, hoﬂ, op
tree was meant among. the multitudey comprehended
~ under'one name. Héni:e arose a very useful contriv-
ance for determining. the individual object intended,
by mean of that pax-t of speech called the Afticle.
In Enghsh, we have two articles, and the; ais more
_ general, the more definitc. The Greeks had but ore,
which agrees with our definite article zhe. They sup- -
plied the place of our article.a by th’e"abs"epce of their

' 2 R
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article ; thus, enrhropos significs @ man, ko amlm;éma,
tire man. The Latins had no artiele ; but in the room
of it used the pronouns hic, ille, iste. TIXs, however,
seems a defect in their language ;- since articles cer-
tainly contribute much to perspicuity and precision.

To perceive the truth of this remark, observe the
different imports of the following expressions : ¢ The
‘¢ san of a king, the son of the king;, a son of the king’s.”
Each of these three phrases has a separate mesming,
too obvious to be misunderstood. But, in Latin, °
*¢ filius regis” is entirely undetermined ; it mybear
cither of the three senses mentioned. . .

Beside this quality of being «efined by the urt:c!o,

. thre¢ affections belong, to nouns, number, gender aad .

case;. whtch deserve to be considered:” ;

NUMBER, as it makes a nous signifieant of one or
more, is singular or plural ;. a distinction foundin &t
totigues, which must have been cocval with the ori-
gin of language, since there were few things; whith .
‘men had mose frequent necessity, of expressing, than

o tbc distinction bejween one.and more. In the The-

brew, Greek, and some other ancient languages, we
find not only a plural, but & dual number ;. the origin

E , oﬁwlnch may very naturally be agacuntod for, as sep-
. arate terms of numbering were yet undiscowered, and

ome, two, apd many, were all, or atleast the principal

. mumeral distinctions, which.men at fmt,had any oe-

casion to wake, : > P
- GENDER; ’whlch is founded on the d;stmctten of
che two sexes, can with propriety be applied 1o, the
names of living creatures only. Allother nounsought

“to be of the neuter gender Yet in maost languages
d:e same. distinction .is epplied to-a great number of -

V-

X
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iﬁq;gmate objects. Thus, in the Latitr tongue, msz:&\

‘sword, is masculine ; sagitia, an arrow, ts feminine; .-

_and this assfgnation of sex to inanimate objects often

appearsentirely eapricious. “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 ovghtto be, under the neuter gender; as
" saxum, a vrock ; mare, the sea. Butm the French 'mcl-

’

Tualian tongue, the neuter gender is'wholly tm’known, .
-al'their names of inanimate objects being put u\‘:on' i

the.same footing with those of living creatures, alid .

distributed without reserve into masculine and femin-
ine. In the English language, all nouns, literally used,
‘that are the names of living creatures, are neuter; and

BRI~ N it

oursis, perhaps, the only tongue (except the Chmese,~ S

which is said to resemble xt in this parucu!a\') n’ which
“the disnm:tm of gender is philosephically apphed
- Cask denotes the state or relation which one object

‘Bedrs to atiother, by some variation of the name of

* that «object ; generally in the final letiers, and by
“sbme tanguagesin theinitial. - AlMongues, however,
donotagree in this mode of expression. Declension

15 used by the Greek and Latin ; butin the English,

French,and Italian, itis not found ; or,at most,if 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
shjects. English nounis have no case, except a sort

of genitive, commrmly formed by adding the letter &

- to the noun'; as when we say « PopesDunclad,
meaning the Dunciad of Pope.

Whether thé moderns have given beauty or uulity ‘

o0 language, by the abolition of cases, may perhaps be
doubted. They have, however, certamly rendéred it



p
56 STRUCTURE OF LANGUAGE.

more simple, by removing that intricacy which arose
from different forms of declension, and from theirve-
gularities of the several declensions. But in obtain-
ing this simplicity, it must be confessed, we have filled
language with a multitude of those Lttle words, call-
ed prepositions, which, by perpetually occurring in
every sentence, encumber speech.; and by rendering
it more prolix, enervate its force. The sound of mo-
"dern language is also less agreeable to the ear, being
deprived of that variety and sweetness, which arase
* 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.

Proxouns are the representatives of nouns, apd are
subject to the same modifications of nunber, gender,
and case. We may observe, howevcr, that the pm--
nouns of the first and second person, 1 and thou, have "
no distinction of gender in any language; for, as they
‘uwavs refer to persons present; their sex must be

. known, and therefore needs not to be malked by then'

" pronouns. But, as the third person may be absent,
or unknown, the chstmcuon of gander there becomes
requisite ; and accordingly i in English it hath all &hree
genders, Ixe, clu-, it. .

ADJECTIVES, as etrong, weak, handeome, 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 dlsungmshed no¥
treated of in discourse, before names were assgned
o thcxr dxﬂ‘erent quahu;s S
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Structure of Language....English
: - Language.

OF all the parts of speech, VErBs dre by far
the most complex and useful. From their import-
ance we may Just!y conclude, that they were coeval
with the origin of language ; thaugh a long time
must have been reqilisite to rear them up to that ac-
curacy whxch 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 dxvxsncns, the past, the present,
and the future; and we might suppose that, if verb§’

" had been so contrived as merely to exprmmese. no’

miore ‘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
i}wﬁys‘ flowing ; things past, as more or less distant ;

 and things future, as more or less remote by different

gi-adations. Hence the vanety of tenses in almost

- every language

i

" The present may indeed he always regarded as one
mdw:sxble point, which admits no variety ; «I am,”
e sum. But it is not so with the pasti.  Even the
poorest laniguage has two or thxee tenses to express
its varieties. Ours has four. 1. A past action may
be represented as unfitished, by the imperfect tense:
¢ 1 was walking, ambulabam.” 2. As'finished .by»thw
perfect tense; <1 have walked.” 3. As fitsished some
time since, the particular time being left undetetmin-
ed; « I walked, ambulavi :* this'is what gramma-
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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, ambulaveram.
¢ I had walked before you called upon me.” Our
language, we must perceive with pleasurc, has an
advantage over the Latin, which has only three vari-
tions of past time. .
. The varieties in future time #re two ; a simple or
indefinite future; « I shall walk, ambulabo ;” and a
future having reference to sqgacthing else, which is
likewise future ; ¢ I shall have walked, embulaverc;
* 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 perception$ and volitions of

- the mind under different forms. The indicative mode

simply declares a proposition ; ¢ I write; I have
« written.” The imperativ? requires, commands, or
threatens; “ Write thou ; let him write.”” The sub-
junctive expresses a proposition under the form of a
condition, or as_sulordinate to something to which .
reference is made ; « I might write ; I could write ;
« T should write, if the matter were so.” This ex-
_pression of the perceptions and volitions of the mind
in so many various forms, together with the distine- ’
iion of the three persons, I, thou, and ke, constitutes °
‘the conjugation of verbs, which makes so,geeat a part
ot the Grammar of all languages. . :
Conjugation is reckoned most perfect in those lan-,
guages,which,by varying the tcnpmatxon,m the initial 4
syllable of the verb, expresscs the greatest number of
.important circumstances without the help of ausitiary
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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 circumstances and- relations.. - ‘In the
-Hebrew they say in one word; without: the aid of an

auxiliary, not only, 1 taught.” but,« Iwastaught; ¥ N
«caused to teach ; I-wasfcaused to teach.;: ‘¥ taught 4 'g‘
« myself.” The Greck, whith 1s;commonlg thought i if)t’g

to be the most perfecd of all hnguages, is very regular

- %nd complete in.the modes and tu;ses The Latin,
though formed on'the-game model, is not so pérfect ; L
particularly in the passive voice, which forms most of T e
the tenses by the aid of the auxiliary &« sum.” In {L
modern European tongue:%“‘conjugat@n is very defec- PR é; i ’
tive. Thetwogreat auxiliary verbs, to Bive andgo be. ’ ‘ i
with those other auxllmncs, which we use in English, ' H t
doy shull, will, may, and @ prefixed to a participle, or -

“to anecher verb in the inGnitiveimode, supercede in &

great measuré the défferent térmigations of modes. k

_ahd tenses whicli formed the ancxent conjugations. o ".)
The other parts of speech, as they admit go varia- )

tion, willk requn ¢ only a gshort cha@uss:on , o
" Adverbs are for the most part an abridged mode of : ; f

speech, expressing by onie word that might, by acir- =~ % [

cumilocution, be resolvedinto two or mﬁre words be- .

longing to other parts of speech. - ere,” for in-

stance, is the same withg$¢ in this place.” Hencead- - %
r?

verbs seem tobe less niecessary, and of later introducs
tion into speesh, than several other classes of words ;
_and accordingly mest of therh are derived from other
words, formerly establisiwd in the languige.
Pr 2positions and conjunctions serve to express the " ‘33
celations which things beafito one another, their mi-
tual influence, dependence, and coherence ;apdsotor -~

By S
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join werds together;as to formintelligible propositions.
Conjunctions are.commonly employed for connecting
sentencas, or members of seBtences ; 88, and, because,
and the like. Prepositions are used for connecting
words ; as, of, from, te, &c. The beauty and strength
of every dagguage depends; in,a great measure on @
proper use of conjunctions, ‘prepositions, and those
relative pronouns, which- sepve jpe same purpose of
connecting different parts of discourse. . )
Having thue briefly considgged the Structure of
Language m-general, we will now enter more particu-
larly into an examination of our own Language.
The English, which wasspoken after the Norman

~Congpest, and continugs to be spoken now, is a mix-
ture of the ancient Saxon and the Norman French, to
gether with such new and forgjgn words, as comerce
and learning have, in& succgssion of ages, gradually
introduced. Frog the influxof so many streams, -
froma junction of so many dissimilar parts, it natur-
ally follgys, that the R}Zn@sh, like every compounded,
language, must be sogpewhat irregular. We cannot -
expect from it that complete analogy in structure,.

_ which may be found in those simpler languages,whick
were formed within ‘themsclves, and built on one
foundation. %ence our syntix is short,since there are
few marks in the Words themdelyes which show their
velation to each other, or point out either their con-
cordance of t.‘lpixg“govem ment in a.sentence. Butif
these be disadvantagesin a compound language, they

B are balanced, by the advantages which attend it, par-

tcularly by the mumber and variety of words by

. which such a language jsicommonly enriched, Few -
. languages are more copious thafi the English. I‘n'all ,“',}

*
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grave subjects especiallyy historical, critical, pofitical,

'and moral, no complaint can justly. be'mace: of the

barrenness of our tongue. We are rich tooin the lan-
guage of poetry ; our poetical style differs widely from
prose, not with respect to numbers only, buti in the
very words themselvgs ;ﬁvhich "provyes what a com-
pass and variety of words we can sclect apd employ,
suited to different. #ca&onﬁ Herein we are infinite-.

“*aly superior to the French, whose Eoetxcal Jan uage; if

it were ' not -distinguished-by rhyme,* wou! “not. be
known to differ from their ordjpary prose. Their
language,however,surpasscs ours %xpresmng what-

~ ever is delicate, gay, and 2 amusing.glt is, perhaps, the

happiest language fof conversation In the “known.
world ;- but for the higher subjects of composmou,
the English is justly w]sldered as faf superior to it.
The flexibility of ‘a lnguage, or its power of Be-
coming either gra\ﬁ"and strong, o 'easy and flowing,

- or tender and gentle, or pompous and magnificent, as

occasions require, is a qualityf great ifportance
in- speaking and writing. &ﬁis depends (m the co-
piousness of a lanvuave ; the different arrangements
of ‘which its words are susceptiblc ; and ‘the varicty
and beauty of the sounds of its \uomg{s The G,eek

‘possesscd these requisifes Th a higher degree than

any other jangwager, B superad®d the graceful vari- .
ety of its different dialects;’ and lh:reby readily as-.
symed every kmcf of Lhaxacter, an’s lmjo. could w:sh,
from the most smﬁple and faniiliar, to the most majc';- :
tick. - The La.tm, thouglfvery beautifulf*is inferior in |
this respect to the Gafee . It has moie of a fig
character of gg;chpc.aq .md gaavny, and is support o
by a certain senatorial dignity, of wlmh it is diffienlc

Fe wle: ‘ T e
B 2. .



(I 'ENGLISH TONGUE. ,

for a writer to divest it. Among medern tengies,
the. Italian possesses much more flexibility than the
French ; and seerns to be on the whole the most per-
fect of all the modern dialects which have arisen ous
of the Tuins of the ancient. Qur language, though
unequal to thg Ttalian in ﬂemhlxty, is not destitate
of a censidcrable deggee of this quality. Whoever
considersthe diversity of style in game of our best wri-
ters, will discover in our tongue such a circle of ex-
pression; sucha power of accommedation to the vari-
ous tastes of men, as redounds much'toits honour.
Qur Jlanguage’ lyl_§ been thought to be very deficient

‘in harmony, of sogud ; yet tfic melody of its versifica-
tion, its pdiver of suppogting poetical numbers, with-
out the assistance of rhyme, is a sufficient proaf, that
it is far from being unharmogi;m Even the hissing
sound of which it has béc- ascused, obtains less fre-
quently, than has been _suspetted. For in. many
words, and in the final syJiales espacially, the latter
s has themuqq of zg which is one of the sounds or
which the ear “rests v* pleasiire ; as in.Aas, these, '
trves, Ilears, &g, ”

It must however be ulmmed. that smootlmsss is
- netthe distinggishing property ¢fithe English tongue.

' Strength and expressiviness,. patherthan grace and
melody, constitute™fts chargtter, s possesses also
the property of bemg the most simple of all the Euro-

‘pean dialects m«its formn and constdliction. It is free

from the intricacy of c'\ses, -declensions, modes: -and

_“tenses. Its“%yords ere apbject to fewer variptions
m‘lm their original form, él;an&ose of any ather lap-

”‘fgﬂage Its nouns have no distinggion:#f gender, ex- o

© cept'what is made by nature ; and but one var fationin~ ¥
qase. Ttsadjectives a;}mnt“no change, except what ex-

A R .

»



ol SRR et i A N . L A L

ENGLIS:

presses the degree of eon
of the varieti¥s of ancient
or five changes in" termi
~“and ausifiary verbs effec
camey ; while the plln"lp'\l words for the most part
preserve their form wnaltered. Hénce our languages
acquires a simplicity and facility, which are the caute

,of its being frequently written k:d spoken with i inacs

® curacy. Weimagine thata competent skill in it may
be acquired withcut aliy study ; and that in a Syntex.
. so narrow and limited as ours, there is nothing which
requirgs attention. Byt the fundamental tules of syn-
tax are common to the Lnglish #nd to the ancicnt

tongues ; and regard to them is absolutely requmte

for writing or speaking Wwith propriety.

Whatever bg the :q]vmta{'»s ot defects of our kn-

guage, it certam}y deselvcs inthe highest dcglcc, cu
study and attention.” The Greeks and Romansin the
meridian of their glory, Liestowed 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 nevei be communicated with advanta gc,-
unless by those who can write 2nd speak their own
language with propriety. Lct the matter of an author
be ever so good and useful, his compositions will al-
ways suffer in the publick esteem, -if - his expression
be deficient in purity ot propriety. At the same.

time, the attainment of a corrcet and elegant stylc a,t i

an object which derfiands-application and labour. 1 ‘r‘ :
any one suppose he can catch it merely by the ear, or

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

he will be much disappeinted.’,The many grammat-

e -
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sical errors, the many impure expressions, which afé
found in authors who are far from being contempti-
ble, demonstratc that a careful study of our language
is prenously reqmsne for writing it wuh propriety,

puiity, and elegance. e

]

- o

Style, FPertficuity, and Precisioft.

S TYLE is the peculiar raanner-in which a maa
expresses his thoughts by words. It is a picture of
the ideas in his mmd apd of- the order in thh
they theve exist. 88 o

The gualities of o o'dod le may be ranged under
+wo heads, perspicuity and ornament. It will readily
admitfed, that perspicuity iwthe fundamental qual- -
ity of a geod style. Without' this, the brightest orna-
ments ouly ghmmer thmugh the dark, and perplex
instead of pleasing the readr. If we be forced to fdi-
low a wii¥er with mfich'care ; to pause, and to read
. over his sentences a séond time, in ovder to under-
«tand them fully, he will not please us long. Men
are too indolent to relish so much labour. Though
they may pretend to admive an author’s depth, aftér
_they have discovered his meaping, they will seldom
_ be inclined to look a second time into Kis book.

Ferspi cuity requires attention, first to single words
and . phrases, 4nd then-to the construcuon of senten-
ces. When considered with respect to words and

phrases, it rcqmrcs these three quahues, ﬁurzty,{ﬂ'o—
jmc'y, and firecision. )

" % Purity and propricty of language are oﬂen used

’ indiscriminately for each other; and indeed they are
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very nearly allied. . A distinction, however,’ “obtaina
‘between them. Purity is the use of such words afid-
constructions as belong to the idiom of a particuiar
language, in opposition to the words and phréses
which are imported from other languages, or Which
are obsolete; or newly coiffed, or employed without.
" proper authority. Propriety i is the choice of such
words' as the best "and most estiblished vsage has
- ‘appropriated to those ideas which we intend to ext-
pressby them. Tt implies n correct and happy appli- -
catton” of them, in opposition to vulgar or low. éx-
" pressions; and to words and phrases less significant
of the ideas we intend to conviy. Style' may be
“pure, that is, it may be strictly English without Scot-
ticisms or Gallicisis, of ungrammatical expressions
ofiany kindy and ‘yét be deficient in prepeiety. The
words may be illy selected ; not adapted to the sub-
ject, nor fully expressive of the auther’s meaning.
He took them indeed from the general mass of Eng-
lish words ; but his choice was made without skill.
But style cannot be proper without being pure ; itis
the union of purity and propriety, which. renders it
graceful and pers?tcuous ‘
The exact meaning of precision may be lem nt frem
" the'etymolegy of the word. 1Itis derived from « fre:
cidere,” to cut off ; and signifies retrenching all su-
-perfluities, and pruning’ (he expression in such man-
uer;as to exhibit neither morz nor less than the :deas
interided to be cofveyed: ; v
Words, employed to ¢xpress ideas, may bé fauky
in three respects. They may cither not express :hh.
idens which the authormeans, but same others which
are only related ; or they may’ express those itleas, brt
F2
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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 particutarly to the
last, into which feeble writers are very apt to falf.
Taey employ & mulitude of words to make them-
sclves understeod, as tRey 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 hattle ; 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#4oins these words togethery our
idea begins to waver. He intends to express one
quality more strongly ; but he is in fact expressing -

" two. Courgge resists danger ; fortitude supports pain.

. The occasions of exerting these qualities are differ-
ent; and, being led to think of both together, when
only one of them shounld engage atteniion, our view

. is rendered unsteady, md our concepuon of the ob-
ject indistinet. :

The great source of. a loose style, the opponte of
precision, is the injudicious use of wbords'caﬂcd synon-’
imous. Scarcely in any language are there two words
that. convey precisely the same idsa ; and a persony’
péifcctly acquainted with the propriety of the lan-

suage, will always be able to observe: -something by~

7 whlch they are distinguished. 1In our language many

instances may be givén of difference. in meaning
ainong words; repated synonimous ; andy as the sub-

' ject i5 important, sve shall peint out a few of them. -
Surprised; astoniched, amazed, confounded. . We are

! :;smp visedt at-ivhat is new or unexpected ; we are as-

2 a\b what is n;i or gru\t H wc are a&azgd at




© STYLE; PERSPICUIT ¥, AND FRECISION, 67
what is incomprehensible ; we are confounded b) N
“what is shocking or terrible.

Pride, vanity., Pride makes us esteem ourselves ;
vanity makes us desire the esteem of others. ' v
 Haughtiness, disdain. Haughtiness is founded on
a high opinion of ourselves ; disdain on a low opmmn
of others. :

To weary, to fatigue. Continu’ance of the same

_ thing. wearies us ; labour -fatigues us. A man is
wearied by standing ; heis fatigued by walking.

Toabhor,todetest. . To abhor imports simply strong -
dislike ; to-detest imports likewise strong disapproba-
tion. . We abhor being in debt ;- we detest treachery.

Toinvent, to discover.. We invent things which are -
new ; we discover what is hidden. Galilzo invented
the telescope ; Harvey discovered the cirtulation oft
the blood: .

Eniire, 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 an may
occupy an entire house ; though he have. not one’
complete apartment. - : :

Enough, sufficient. Enough relates to the quantlty,

* which we wish to have of a thing. ‘Sufficient relates
to the use that is t6 be made of it. - Hence gmbixgh ‘
commonly signifies a greater quantity than-sufficient -
does. The covetous man never has enough; thcuotr‘ '
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 to bé
mistaken for synonimous.. The more the distinction
in the meaning of such words is regarded, the m°‘"’~
- accuratély and forcﬂaly shall we Speak and write.
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Structure of Sentences.

A PROPER construction of sentencesis 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 pleasuve, or even with
-profit. But by attention to the rules which relate to
this part of style we acquire the habit of ewpressing
ourselves with perspicuity and elegance; and if a dis-
order happen to arise in some of odr septences, we
immediately see whererlt lies, and-are able to reeu-
dy it.

The properties most essential toa perfect sentence
' m the four following. 1. Clearnesa % Usity.
5. Strength. 4. Harmony. '
- Ambiguity is opposed to clcamoso, m&mwwfmm
" two cryses ; cither from a wrong choice of words; oy
“'a wrong collocatien of them. Of the choice of words’
as far as regards perspicuity, we have already spoken.
Of the collocation of them we are ow to treat: From
the nature of our laaguage a.capital rule in- the ar-
rﬁngement of our sentences is, that' werds: or mern~
bers most:nearly related, should be placed as near 4 -
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 imd apphcatlon
In the position of adverbs, which are used to qualify -
the ﬂ,ofﬁcgtwq of something which either flocedes «
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" or follows them, a great deal of nicety is to be observ-
ed. © By greatness,”, says Addison, % Idonot only
« mean the bulk of any single object, but the large-
“ ness of a whole view.” Heré the place of the ad-
‘verb only makes it limit the word meuns. < I'do not”
“ only mean.”. The ;question may then ‘be . askod,
What does he more than mean ! Had it been plased
after bulk, stillit would have been wrang, for it might
then be asked,- What is meant besitle the dulk 2 Isit
the colour, or any other property ? :Its proper plece is
- after the word odject: « By- greatness 1 donot mean
“ the buik of any single object only ;” for theny when
itis asked, What does he ‘mean mote than the bulk
of asingle object ; the answer comes out precisely as
the author intends, # the largeness of a whote view.”
« Theism,” says Lord Shaftesbury, « camonly be op-
“ poved-to polytheism or athgism,” It may be asked
'tbcr., $¢Is theism capable of nothing else; except bemg
ofifiosed to polytheism or atheisim ? -Thisis what the
words literally mean through' the improper colloca-
tion-ef only. He ought-to have said, # Thelsm»caﬂ‘be
« opposed-only to polytheism or atheism.” lnaecu-
racies of this kind occasion little ambiguity in com-
mon discourse, because the tone and emphasis, used
by the speaker gencrally make the meaning perspicu-
ous. Butin writing, where a person speaks to the .
eye, he ought to be more accurate and so to connect -
adverbs with the words they qualify, that bis meanmg
* cannot be mistaken on the first inspection. :
When a circumstance is interposed in the mxddle
of a sentence, it someames requires attention'to place
it in such a manner as to divest it-of all ambiguity.: K
For mﬁance, « Are these deszgns, ’ °3)’5 L"‘d Bd“‘z' )

STRUCTURE OF SEXTENQES. ;.
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broke, ¢ which any mam, who is born a Btiton, in ady
% circumstances, in any sitnation, ought to be asham-
% ed or wfraid to avow ?”* Here we are in doubt whe-
ther the phrases, ¢ in any c¥rcumstances, in any situ-
" ation,” 'be connected with “ g man born in Britain ;”
or with that man’s “avowing his designs.” If the
latter, as seems most likely, was intended to be tire
raganing, the arrangement ought to be this, « Are
* these designs, which any man who is borna Briton;
“ ought to be.asharred ot afrsid in any circumstan-
ces, in any situation, ta avow I -

Still more attention is requisite to a proper disposx-
tion of the relative pronouns whe, wéick, what, whose ;
and of all those particles which express the connex-
Jon of the parts of speech. .As ell reasoning depends
upon this cennexion, we cannot be too accurate vith
regard toit. Asmallerror maymbscure the 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 prétend to arm oursclvesagainst

¢¢ the accidents of life, by heaping up treasures which
“ pothing can protect us aghinst, but the good provi- .
“ denee of our heavenly Father.”  Which grammatic-
ally refers to the immiediately preceding noun, which
hereis # treasures ;” and this would convert the whole
period into nonsense.  Thesentence should have been
thus constructed ¢ “ It is folly to pretend, by heaping
“ up treasures; to arm oursclves against the accidents _
% of life, against which nothing can protect us, but
“ the goodﬁp’rovidence of ovr heavenly Fathgg.” '

L3
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We now proceed to- thesecond quality of a well ar.
_ranged sentence, which we termed its unity. - This
'is a capital property. The very nature of a-scntemce
implies one proposition to beexpvessed. It may con-
sist of pawt&, but these parts must be sp elosely bound®
together, as to make mnnpressmn of one. ob_yect enly

. upon themind. | .

. To preserve this unity, we must Afirst ohserve, that
during the course of the sentence the spbject shoald
be changed as little as possitide. There is generally.

_in every sentence some person or thing which is the
governing word, This should be contioued so, if
possible from the beginming to the endofiit. - Should
a man ewpress himself in this manner: « After we
¢ ‘came:te-archor; they put me: dn shore, where I'was
« saluted by alliny friends, whereceived me with the
« greatest kindness”—Though: the objects in this
sentence are suﬂic%ent_‘lyo connéeted ; yet by shifting
 often the subject and person, we, tkey, I, and. wio,
they appear in so disunited a view, that the sense and

" connexion are nearlylost. The senterice is restoved
to its: pvopar unity: by consteueting itthus ; “Having

"« came tp anchor, I was put.on -shore; where I was
« saluted by:ull'my. friends, whe received me wnh the
¢ grestest kindhess.”

€ The second rule is, Bevercrowd into-one semence
ideas, which have so litfle conexion, that they might .
well be dividedinto two or more sentences. Viblation
of this rule never fails to displease a reader. Its effect
Amdeed is so dlsgustmg, that: of the-two it is the stfést
extreme, to err'by rather1oo many short sentences,
than by one, thatiis overloaded and confused. The
following sentence fwma Arenslation-of P.lmarch will
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justify this opinion: « Their march,” says the anther,
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
« their continual feeding upon sea fish.” THere the
subject is repeatedly changed. The march of the
Greeks, the description of the inhabitants, through
whose country they passed, theaccount 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-
mnce, 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 ; bemg .
a perplexed method of disposing: of some thought,
which a writer has not art enough to introduce in its
proper place. Itisneedless to produce any xnstanccs,
as they occur so fr equently amang incorrect: wutcrs

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

it to a full and perfect close. It nee@s not to-be ob-

served,that an unfinished sentence is no sentence with
respect togrammar. Butsentences often occupywhich
are more than finished. When we have arrived at

* what we expected to be theconch.slon ;- whenwe, are

come to the word, on which the. mind is natm‘ally led
to rest ; unexpectedly some circumstance is added,

% whichought to have been omitted, or dispased of else-
where. ‘Thusy for instance,in the following sentence
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from Sir William Temple the adjectionto the senteace '

‘isentirely 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 leavned trea-
. % tise without a panegyrick of modernlearning in com-_ -

- % parison of the ancient ; and the other falls so grossly,

¢ into the censure of the old poetry, and preference of
“ the new, that I could not read either of these strains

_ «without some indigpation ; which no quality among

“ men is 5o apt to raise in me, as self sufficiency.’,
the word *¢ indignation” concludesihe sentence ; for
the last member is added after the proper close.

(S
Y

- '«Strucmre ,Qf Sem‘mtcu.

WE now pmceed to the third quahty of a
cormct sentenu,wl;xch mgrmed Strength. By this
is meant such a disposition of the several words and:
members as will exhibit the sense 10 the best advan-
tage ; as will render the i 1mpres.,lon, which the period
isintended to make, most full and complcte ; and
glve every word and every member its due wexghtand '

To the production of this effect, perspicuity
‘and unity are absolutcly necessary; but -more ‘is
requisite. For'a sentence .may be clearg it may

- also bs compact, or have thc requisite unity ; and.

¥et, by some unfavourable circamstance in the struc-
ture, it may fail in that strength or liveliness of 1m-f
© pression, which a more happy collocation would pro-
duce. ‘ ’ . ;
» e B
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The first rule for promoting the strength of a sen-’

" tence is, take from it all redudant worde. Whatev-

cr éan 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 tban
“ being content with deserving a triumph, he refused
< the henour of it.” Tt is one of the most useful exer- "
clses on rg\'iewing what we have written, to contract -
that circuitous mode of expression, and to cut off,
thoese 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 adom
the fruit. -~ - o
As sentences should be cleared of superflous words,
50 also of superﬂuous members. Opposed to this is
the fault we frequently meet, the last member of a
penod being only a repetition of the former in a dif-
ferent dress. For example,speai;ing of heauty, « The ‘
“ very first discovéry of it,” says Ad#RSn, ¢ strikes -

" % the mind with inward joy, and spreads delig_ht

« through all its facultics.”” 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 styloof Addison may palhatc suchnegligence,
yetit is generaily true, that language divested of thisi

prolixity is more strong and beautifil. :
~ The second rule for promotmg the strength ofa -
sentence isy pay particular attention to the use of cop-
ulative, relatives, and particles, employed for transi-
tion and connexion. Some ob;s.rvanons on this sub-
je}t, which appear useful, shall be mentioned. :

-
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© Whatistermed spht.tmg of particles, or separaung a
, breposition from the noun which it BOVErns, | is gver
to be avoided. . For example, « Though virtue bor-
“‘rows no assistance. from, yct 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 b y _an
m\nct.essary naultiplication of relative " demon-
strative particles. If a writer say, « there isnothing
. “which disgusts me sooner than the emty pomp .of
- language ;” he expresses himself less forcibly, than
‘ifhe bad said, “ Nothing disgusts me sooner than
« the empty pomp of language.” The former mode”
-of expression in the introduction ofa subject, or in
laging down a prepesition, to which particulay atten-
tionds demanded, is very proper ; but in otd.nary
- dispourse the latter is far preferable. T

‘With reg\\rd to the x'elatxve we shall only ob..cn e, . -

that in_ conxersatnon and epastolary writing it mayv Le

omitted ; but in compositions of a sericus or di gmf'ed*
-kiad it should constantly be inserted. ,

Qn the copulauve patticle and, which occurs so of-

ten, seyeral observationsar etobe made. Itiser 1dent, :

that an ynnecessary repetition of it enfeebles stvlc
* By omitting it we often make a closer connexion. a
quicker succession of objects, than when it is inserted
between them. « Peni, vidi, wvici,” qxpresé.e‘s with
miore spirit the rapidity of conquest, than if connect
ing particles had been used. ‘When, however, we

wish to prevent a qmck transition from one object to

another ; and when enumerating ob_lects whxch,kyve’

wish to appear as distinct from each other as possi-
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ble ; copulatives may be multiplied with pecnliar ad-
-vartage. Thus Lord Bolingbroke says with propeie-
ty, ¢ Such a man might fall a vigtim 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 they will make the most
stiiking impression. Perspicuityoughtfiest to be stud-
ied ; and the nature of oyr language allows no great
liberty of collocation. In general the important words
ard placced at the beginning of a sentence. Thus Mr.
Addison: * The pleasures of the inagination, taken
“-in their full extent, arc not so gross as those of
% gensé ; nor so refined as those of the understand-
“ing.” Thisorder seems to be the most plain and
natural. Sometimes, however when we propése giv-
ing weight to a sentence it is useful to suspend the
mecaning a litle, and then to bring it out fylly at the
close. « Thus,” says Pope, ¢ on whatevrer side we
% confemplate Homer, what principally strike weis ’
“*his wonderful invention.”
The fourth rule for promoting the streagth of sen-
tences is, make tha members of thgm 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 advance to what
is more and more beautiful rather than to follow 2
retrogade order. Hamng viewed some considerable
object, we c,annot without pain descend to an ipfe-
riour circumstance. “Caverduri est,” says Quintilian,
¢ ne decrescat orajo, et foctior subjungatur aliguid infir-
“améus” A weakcer assertion should never follow a
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itt'ongeroue 3 and;, when a sentence ¢onsistsof two
members; the Jongest-should in general be the com
chading one, Periods, thus divided, are pronounced
Toore.ausily ; and, the shortest memberfbeing placed
first, we carry it more readily in our memory, as'we
- proceed to the secomd, and see the cotmexion of the

" twomare clearly. <Thus to'say, « When OUTrpassions

“have forsaken us; weflatter garselveswith‘the belief
“that we have forsaken ‘them,” is both more grace-
fal aud,mmperqncuous, than:'to begin wih the
longest part: of the propesition: « We flatter our-
+ “selves with the belief that we have forsaken our pasb
“sions, when.they have forsaken us.”

The fifth rule for constructing sentences: with

strength is; avoid concluding them with an adverd, a
prepotition, or any significant word. - By sucli con-

clusions “style is- always ‘weakened and ‘degraded.’

. Somretimes, indeed, where the strains and significahicy

rest chiefly upon ‘words of. this kind," they cught to . -

“have the printipal placé allotted them. No fault, fgr
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 afways, being emphatical words, are so
placed as to make 4 strong impression. But, when
these inferiour parts of specch are introduced, as cir-

cumstances, or as qualifications of more important

-words, they should always be disposed of in the least
conspicucus parts of the period.

‘We shouid- alwtys avoid concluding a sentence of

member with any of those particles which distinguish

the cases of nouns; as, of; t0, from, with, by. Thusi it
* is much bettér to say, ¢ Avarice isa crime, of which -

2 - . SN

S0 b
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% wise Jaen sre often guilty,” than to say, “ Avarice
“ is a crime which:- wise men ‘are-often guilty of”
This is a phraseolofry which all correct writers shun.

A complex verb, cempounded-of & simpie verb and
a subsequent preposition, is aldo an ungraceful con-
clusion of « peeind ; as, dring adewd, clear ufi,give over,
and many others of the same ldnd ; instoad of whieh,
if a simple werb be employed, it will terminate the
sentence with more stresgth. Ewest the proacunsy,
especially when jeined with some of the propositions,
85, withit, i if, toit, canpet witheut violation of
grace be the conclusion of a sentence. Any.phrase,
which expresses a circamstance only, cannet conclude
a gentence without great inelegance. Circumsiances
indeed are like unshapely stones ing building; which
try the skill of en artist where to place thewa with
the least offence, We should not crowd .top- many
of them together ; but rather intersperse them in dif-
ferent parts of the sentence, joined with the principel
words on which they depend. Thus; for instance,
when Dean Swift says, « What I had ‘the hanour of _
" « mentioning te your lordship sometime ago in con-
‘4 vergation, was not a Trew thoaght ;” these two cir- <
cumstances, some time ago and in conversation, which
are joined, would have been better scparated thus:
* 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 ; wheére either re-
semblance or opposition is to be expressed ; some r¢-
- semblance in the language and construction ought to_
“he observed. The following passage from Pope’spre-
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~ facé to' his Homer beautifully-sxemplifies this rufe.
4 Homeér wasithe greater genius; Virgil the betver
« artist ; inv thie one we admire the man ; in the'ether
s tire-work. - EHotwer burries we with x comnranding
« jmpetuosity ; Virgil leads us.with an attractive ma-
“ jesty. Homer scatters with a gendrous ptofumn-,
“ Wirgil bestows with a carefod munifisence.: Homer,
*.lilte the:Mife, poors out his riches with & sudden
« overflow: 3 Virgil, ke o rivier in its. benks, with a
< constant stream. When ‘we leok’ upon ‘their ma-
% chines,; Homerseetns fke His own Jupiteria histes-
“rors, shaking Okpmpus, scattering lightnings, and
‘*firing the heavens. *: ‘Virpil:like the same power.m
“ hizbenevolence, counseclling with the gods, laying
s plans for empires; and ordering his whole ereation.”
" Perivds, thus-constructed, when introduced withpro-
priety; andinot too frequently ¥epented, have a sansi-
-hlebeauty. Butyif such a construction be aimed atin
£Yery seatence, it betrays Hito a disagreeable unifer-
mity, and- produces a regular jingle ‘in the period,
which tires the gary and plainly.discovers affectation.

R SRINTE o

Stmgture qf Sca(mcea... &pnony. ) :

HAVING comxdend stmmes t/ith regard
le their meaning under: the heads: of’}’erspxwﬁy,
- Usiity, -and Strength-; we .shall now consider them
- with respect to their sound. -+, T

In the burmony of periods two things are to be con-
sidered. First,agreeable sound or modulstionin gene- -
ral,mthout any particular expression. Nexmhe sound

.

“y
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sa ordered as to bgcome expressive of the spnse. The

. first is the more cammon ; the second the seperiour
beauty. . . »

Thebeanty of mnnoal Mtrm depmdsuyon

the choice and arrangesentof words,. Those words
are most pleasing to.the ear, which are cemposed of
ssnooth and ligeid seynds, in which there.is a praper
intermixtyre of vowels. and consonants.without- too
many harsh consonangs, or (0o TREDY DpPeR vawels in -

" successign. - L.ong words are-generaily morepleasing
to.the ear than manesyllables ; and-theee are the most’
musical, which are not wholly composed. of long end
short syllables, but of snintermisture of them 3 such
as delight, amuae, velocizy, celerity, beastiful; impaty-
osity. . If the words, however, whieh-compose asen-
tence, be ever so well chosen and-harmonicus; yet; if
they be unskilfully arranged, its susic is entirely lost.
As an instance of a musical senténce, we may teke:
the following from Milten : -« W e shali conduct you
¢¢ to a hill side, laborious indeed at the first aseerit ;
¢ but else, so .smooth, 3o green, so full of -goodly
¢¢ prospects and meledious sounds on every side, that
“ the harp of Orpheus. was not more charming.”
Every thing in .this sentence conspires to render it
harinonious. The words are well chosen; laborious,
amooth, green, goodly, melodious, charniing ; and so
happily ar@nged, that no alteration can be dnade

: vmhout injuring the. melady. -

There are twe things on whxch ‘the muﬂckof a sen-

tence principally depends ; these are;.the proper dis-

g tubuuon'of the several members of it, -and-the close

or cadence of the whole.
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quth#istﬁbmm of th, swerqﬁmnbcu should |
bo carcfally regarded. W katever iseasy to the or- .
" gans of speech, is.always grateful te the ear. . While
a peripd advances, the terminution of sach: member
- forms a pause in the provusciation ; and.these psuses
. should be so distributed, as to bear a-certdin masical
- propertion to each other,  This will be bestillpeteat-
ed by exramples..  Thindiscourseconcerning the easi-
“ ness of God’s commendsdoes ali along suppose and
«.acknowledge the difficultios of she fisst entyance up-
%oR a religious course ; except onlydn thic persoas
-4 who have had the happinessto be traitied up to relig-
¢jion by the easy and insensible degrees of x pious and
« virtuous. education.” . This sentence is far from be«
in harmonieus, owing chiefly to this, that theve ie but
on6 peyse in ity by which it is divided into two mem:
bers ;each-of which is so longras-to véquire a consid-
_erable stretch of breath in  promeouncing it.  On-the
. cuntrery,let usobserve the grace of the following-pas-
spge from Sir William Temple, in which he speaks
saxcasticelly of mnan. .« But, God be -thanked, his
¢« pride is greater than his ignerance ; and ‘what he
Jwants in' knowledge he supplies by sufficiency.
“ Whea he.has looked about him. asfar asiie: cim;
“ he.,—con’clude‘s"thgy is:no more to be seen ; when he
¢ is # the end of bis line, he is at ithe bottom of the
“ ocean-; when he has sbot his best,re is sure - none
< gver did, or ever can shoot: better, or. beyond i,
& Hls own reasen he holds te be the cartam measpre
¢« of truth ; N‘@'i own knowledge, of what is possis |
¢ ble inmature.” H ere every thing isat once easy to
“the hrcath; and grea Lto the ear. W& must howe

«
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ever observe, that if composition aboupd with sen- .
tences which have toozmny rests, and these placed
at intervals epparently measured and, rcgular, it js
apt to savour of affectation.

The: next thing which demands attennon, is the
close or cadence of the penod. The only important.
rale, which can here be given, is this, when we aim
at dignity or elevation, tkLe sound should incvease to
the last ; the longeat members of the period, and the
fullest and snost sonorous words should be reserved.
for the conclusion. As aninstauce of this the follow- .
ing sentence of Addison may be given: # It fills the
“ mind with the largest vasiety of idvas ; converses
¢ with its objects at the greatest distance ; and cond-
~ “nues the longest in action without being tired or

« satiated with its proper enjoyments.” Here every
reader must be sensible of beauty in the.just distribu- -
tion of the pauses, and in the menner of rounding the
period,and of bringing it toa fulland harmonious close..
It may be remarked, that little words in the conelu-
. sion of a sentence are as injurious tq,melody, as they
are inconsistent with strength of expression. A mu-
sical close in our language seems in general to require
either the last syllable, or th
syllable. .Words which con
bles. as contrary, particular,
nate a sentence harmoniousl
‘Jong syllables have rendered
- Sentences,ho\vever, whici
- .make the sound always swel
enher on thelast or penylt sy
tone of. declamatum. If mel
is soon cloyed with i ite "Ln{
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same manner, wuh the pa\ases tt ¢qual’ mtefvals, ‘
should nevefsucceed ‘eadh other. ﬁlort sentences .
must be blended with long and-swelling ones, to ren- .

_ der discourse sprightly 88 .well as magpificent. .

We now .procéed to treat of a higher species of
harmony ; the sound adapted to the:sense, = Of this

 'we may remark two degrees. : Firet, . the current of

sound suited to the tenorof a discourse. Next, a pe-
culiar resemblance effected between some object and
the sounds that are #mployed in describing it.
Sounds have in many fespects aw intimate corres-
-pondence with our ideas ;- partly naturaly. partly, pro-
duced by artificial associatious.- Hence any ope mo-
dulation of sound continued, stamps on style a certain
character and ekpression Sentences,” constructed
with Ciceronian fJ]ness, excite an 1dca of whatis im-
portant magm.ﬁcent, and sedate. But the} suit'ne -

violent passiofi, no eager r?somng, no familiar ad- -

‘dress. These Ie(Lmre measures brisker, éasier, and-
often more abrupt. It were asabsurdto write a pan-
cgymck and awk mmeaxvc in a style of the same cad-
~¢nce, as to set the words of a tender lov c-soﬁg to the
tunc of a warlike march. :

Beside the general con-espondence of the current of

~ sound with the current of thouglit, a more pamcular

exprecuon of certain objects by resemblmg sounds -
~ay attempted.  In poetry this resemblande is
c!ueﬂy be sought. It obtains sometimes indeed in
prose co?bposntwn, but fhere inan mfenour degree. s
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*

~The so\nds of words may be-employed for repre- - '

denting cfn y tiifee classes of objects ; first, other”

“sounds; ndly, motions ; and thirdly, the emotions
aim passions o\‘the m F ;
\\
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In most linguages the nantes of many particular .
seands are so formed, as to bear some fesemblance
of the sound which they signify; as with us the

. whistling of winds, tive duzz and um of insects, the
hiss of serpents, and the crashZof falling timber; and
many other instances, where the name is plaialy
adapted te thé soumd it represents. A remarkable
example of this beauty may be tiken 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 ; ih the other, that made by the opening
of thysgates of heaven. ‘The contrast between the -
two exhjbits to great advantage the art of the poet.’
The first is the opening of hell’s gates ; . .

On a sudden open 8y
‘W ith impetuous recoil and jarring sound
Th’ infernal doors ; and on ther hmges graw
Harsh thander. SR ~ad

s Observe ,thc smaoothness qf the q;l;e'r;

’ .—;.Heaven opeﬁfd wide "
Her ever during gates, harmonious sound ¢
On golden hinges turmng—-—-—

_In the second place the aound of wordsis. frequent- .

1y employed to imitate motion ;. as it is swift or -
. slow, violent or gentle, uniform or mtempted, easy L

or accompamed ‘with effort. Between souﬂd and
- motion there is no natural affinity ; yet in the.imﬂg- :
inagion there is a strong one ; as is evident- from the
. connexion between musick and danc.mg . The poet -
can therefore give us a lively idea of the kind of mo-.
- tion he would describe, by the help of sounds which
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“in .our -motion.
. Long sy ‘motion’;
“as in thi '
Olli

A SUCCESSION Of SNOTL SyHaDIES gwes e xmpressmn
af quick motion ; as,

a. N

Sed fugit interea, fugit ir}épara;bilg' temnpus.

“The works of Homer and Virgil abound with in-

" stances of this beauty ; which are so often quoted and

. 5o well. knewn, thatit is unnecessary te: produce them.

o -

The third set of ebjects,which the sound of wordsis

eapable of representing, consists of emotions and pas+

sions of the mind. Bgtween sense and sound there -
_ 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

t’he mind for entering into that affection which “the’

. poet mtends to raise ; such arraigement may with

_propriety be said to rescnlble this sense. . Thus, when
- pleasure, joy, and agreeable objects are desciibed by -

one who feels his.subject, the language naturally
runs in smooth, liquid, and flowing numbus.

-Namgque ipsa dewram

Czsariem nato genetrix, lumenque juventse

Purpureum, et latos oculis afflarat honores. .
L3 -

Brisk and lively sensations exact quicker and more
snimated numbers. '

—-o--l uvenum manus eémicat andenl
Littus in Fresperium.
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Melancholy and glooty subjects are naturalty 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 googd poets, either ancient
.‘or modern. ) '

-

Origin and Nature of Figurative -
Language.

F IGURES may be described to be that langunage

whichis prompted either bythe imagination or passions.
They are commeonly divided by rhetoricians into two
great classes, figures of words, and'figures of thougthit.
The former are commonly called tropes,and consist in
aword’sbeing used to éignify something differentfrom

-jts original meaning. Hence, ifthe word be ¢hanged
‘the figure is-destroyed. 'Thus, for instence, «light
"« ariseth tothe 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 figares of

" thiought, supposes the figure to consistin the senti-
ment only, while the words are used in théir literal
sense ; as in exclamations, interrogations, apostro-
' phes, and comparisons ; where, though the words be
varied, or translated from one language into another,
the same figure is still preserved. This distinction
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hewever is of small importance ; as practice cannpt
be assisted by it ; noris it always very perspicuaus. -
Tropes are detived in partfrom the barrenness of

language ; but principally from the influence, which
the imagination has overalllanguage. Thei xmagmq

. tion never complates any one idea or gbject as sin-
gle and alone, but as accompanied by others which
may be consideredas its accessories. . These accesso-
_ries often gperate more forcibly upon the mind, than
the principal idea itself. They are perhaps in their
nature more agrecable, or more familiar to our eon- "
ceptions ; or remind us of a greater vagiety of iinport-
ant circumstances. Hence thename 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 emplay the prop-

. e1 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 gerrespondent
idea and say, ¢ The Roman Empire flourished most
% under Augustus.” The leaderof a factionis aplain
expression ; but, because the headis the principal part
of the human body, and is suppesed-to direct all the

# animal operations ; resting on this resemblance, we '
say, ¢ Catiline was the head of his party.”
.-We shall now exainine, why tropesand figures con-

" tribute tothe beauty and grace ofstyle. By them jan-
guage is enriched, and made mare copious. Hence
words and phrases are multiplied for expressing all
sorts of ideas ; for describing even the smallest differ-
ences; the nicest shades and colours of thought ;

s
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‘which by propey words alone cannot possibly be ex¢
pressed. They also give dignity to style; whichisde-

~ graded by the familiarity of common words. Figures

have the same eficct on language, thata rich and
splendid apparel has on a person of rank and dignity.
In prose composition assistance of this kind is often
iequi:site‘; to poe(ry it is, essential. To say, ¢ the sum
“rises,” iscommnton and frite ;- butitbecomesa mag-

) mﬁccnt image, as prressed by Thompson :

Bu vonder comes the pow‘x;ful kmg of day
Ih,mcmg in the east.

Figures furnish thepleasure of cnjoying twoobjects

. presented at the same time.to our view, without con-

fusion ; the principal ideg togetbor with its accessory,
which gives itthe figurative appearance. When, for.
example, instead of ¢ youth,” we say, ¢ the morning
“ of life ;” the fancy is instantly entertained with all
the corresponding citcumstances between these two
sbjests. At the same instant we behold a certain pe-
ried of human life, and a certain time of the day so
tennected, that the imaginationplays between them
with delight, and views at once two similar ijecis
mthmxt embarrassment.
- Figures are also attended with the addltnona.l advan- -

tage of givipg us a mere 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
pi¢turesque from ; they render an abstract conception

- . N " .
in some dégree an object of sense ; they surround it

‘with circuinstances,which enable the mind to lay hold

of it steudily, and to centemplate it fully. By a well
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adapted ﬁgui'e, e¥en conviction js assisted, and a truth
is impressed upon the mind with additional livetiness
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-ang .
¢ noxious.” -When. an image presents such a resem-
blance between a moral and sensible xdea,’ﬁ serves like
an argument from analogy, to enforce whit the aw-
thor advances, and to induce belief. . w
All tropes being founded on the relation which one

object bears to another, the name of one may'be
substituted for that of the other; and by this the:
vivacity of the 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
figuraiively put for the effect. Thus Mr. Addison,
writing of Italy, fiys, o o :

Blossoms, and fruits, and ﬁowérs, fogethef rise,

And the whole year in gay confusion lies. N

Here the « whole year” is plainly meant to signify
the productions of the year. The effect is also often
put for the cause; as « gréy hairs” for ¢ old age,”
whicl¥ preduces grey hairs ; and ¢ shade,” for tie
« trees,”” which cause the shade. The relation be- °
tween the container and the thing contained is so in-
timate and apparent, as naturally to nge rise to tropes,

] lle impiger hausit
Spumantem pateram, et pleno ge 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 uséd to sigmfy its inhabit-

m

s
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ants. To pray for the assistance of Heaven is the
same with praying for the assistance of God, whois in
heaven. The relation between a sign and the thing
signified is another source of tropes. Thus,

¥ Cedant arma togz ; concedat jaurea linguz.
»

.Here the™ toga,” -which is the badge of the civil
profsssions, and-the ¢ laurel,” that of military hon-
ours, are each of them put for the civil and military
characters themselves. Tropes, founded on these
several relatigns 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<alled a meta-
lepsis ; as in the Roman phrase, ¢ suit,” or ¢ vixit,”
to signify that one was dead. « Fuit Tlium 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 tue 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 ¢ per-
 son,” the ¢ pole” for the ¢ 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 sibject for its attribute. But
~ the relation by far the most fruitful of tropes, is sim-~
Hlitde, which is the sole foundation of ine'gaphov.
oo .

»

s
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Metaphor.

METAPHOR is founded emnrely 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
« staté, like a pillar, which supports the weight of
« an edifice,” we evidently make a comparison ; but,
when we say of him, heis “the pxllar of the state,” it
becomes a metaphor.

Of all the figures of speech none apptoac‘hcs sonear
to painting, as metaphor. It gives light and strength,
to description ; makes intellgctual 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 of promoting per-
spicuity. Several rules therefore must be given for’
the proper mmagement of metaphors.

The first rule 1espect1ng metaphors is, they must
be smted to the nature of the subject ; neither too nu-

' merous, nor too gay, nor foo elevated for it; we must
neither attempt to force the subject by the use of them
into a degree of elevaﬁ‘on, not congruous to it’; ner-

" 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.

x=
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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 gpens
her stores and allows us to collect them witheut re-
straint. But we must beware of using sueh allusions
as raise in the mind disagreeable, mean, low, or dirty-
ideps. 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 ;
« gome brand or other on this buitvck, or that ear ;
¢ tharit is notorious whq are the owners of the cattle.”
The mest pleasing. megaphors are derived from the
frequent.occurrenees 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 which Otway has put into the mouth of Metel-
1us in hisplay of Caius Marius,where he calls Sulpicius

That mad wild bull, whom Marius lets Ioos-e -
On each occasion, when he’d make Rome feel him,
‘To toss our laws and liberties in the air.

In the third placa a metaphor should be founded on
a resemblance, which is clear and striking, not far
fetched, nordifficult to be discavered. Harsh or forc- ~
ed metaphors arealwaysdispleasing, becanse they per-
plex the reader,and instead of illustrating the thoﬁght, i
render it intricate and canfused. Thus, for instance,
Cawley, speaking of his mistress, expresses himself
in the following forced and obscure verses:

-2
&
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“Woe to her stubborn heart ; if once mine come ’
Into the self-same room,
*T'will tear 2nd blow up all within,
Like a grenado, shot mnto a magazine. )
Then shall love keep the ashes and torn parts .
Of both our broken hearts ; o
Shall out of both one new cne make ;
" .. From her’s the alloy, from mine the metal take;
“For of her heart he from the flames will find
But little left bekind;
Mine only will remain entire;
. No dross was there, to perish in the fire.

Metaphors, borrowed from any of the scicnces,
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; neyver 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 fgrth -
« 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> The meta-
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; butin the end, when we are told
¢ they did not roll in safety, because the spear of the:
« king pursued their flight,” the literal meaningis in-
jidiciously mixed with the metaphor; they are at the

, same moment presented to us as waves that 7o, and
as mien that may be fiursued and wounded by a sficar.



9" WETAPMOR.

In the fifth place, take care not to make twe differ-
ent metaphors meet on the same object. This, which
is called mixed metaphor, is one of the grossest abai-
ses of this figure. Shakespeare’s expression, for ex-’
ample, “to take arms against a scaof 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 propricty 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 pot be crowd-
#d 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 observagion :
Motum ex Metello consule civicum
Bellique causas, et vitia, et modos,
Ludumque fortunz, gravesque
Principum amicitas, et arma
Nondum expiatis uncta creoribus,
Periculosz plenum opus alew,

AR

Tractas, et incedis per ignes
Suppositos cineri dolosos

“This passage, though very poetical, is rendered
harsh and obscure by three distinct metaphors crowd-
T ed tégether. First, % arma uncta crucribus nondisn.
expiatis :* next, €€ ofius plenum gerienloss ;' and then,
“ incedis prer ignes sufifiositos cincri doluso.”

-
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- The last rule concerning metaphors is, they should

not be 00, far pursued. For, whﬂi’th&&semhlamé,
which is the foundation of the figure, islong dwelt.

"upon, and carried into all its minute circumstances,

en atlegory is produced instead of ‘a metaphor ; the
reader iswearied; and the discourse becomes obscure.
This is_termed straining a metaphor. Dr, Young
whose imagination was nort distinguised by strength,
than delicacyis often guilty of runmqg down his met-
aphors. Speaking of old age, he says, it shotld *

“Walk thoughtful on the silent, solemn shore
_ Of that vast-ocean it must sail so soon ;

* - And put good works on board ; and wait the wina
That shortlyv blows us into.worlds unknown.

The two ﬁrst lines are \mcommonly beautnful but
when he continues the mefaphor by « puttmg good

.« works on board, and waiting the wmd, itis stram-

ed, and sinks in dignity.
Having treated of metaphor, wz shall conclude this

ehapter thha few words coneernmg allegory.

"An allcgory is a continued 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 allegorical manner :

Did I but purpose to embark with thee-

On the smooth surface € a summer’s sea,

While gentle zephyrs play with prosperous gales,
Apd fortune’s favaur fills the swelling sails ;

But would forsake. the ship, and make the shore, .
‘When the wmds whnt}e, and the tempests roar?

“The same nrles that werc glven for metaphors,may
be apphcd to alle»ones ‘on account of the aﬂ'mxty be-,
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tween them. The only material difference beside the
one being shoft and the other prolonged is, thata
metaphor always explains itself by the words that ¥re
connected with itin their proper @nd literal meaning ;’
as, when we say, “ Achilles was alion ;” * anable
« minister.is the pillar of the state.” Lion and pillar
are here sufficiently interpreted by the meption 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-
flestion. o - .

Hypeerbole.

HYI"ERBOLE consists in magnifying an ob-

. ject beyond its natural bounds. This figure occurg

very frequently in all languages, evenin 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 Binds; 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-
bolicaly contains nothing but what is naturaland prop~
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It exhibits the mind of satan agxtated by sage

B

Me miserable ! whlch way shall I ﬂy
1Infigite wrath, and igfinite despair ?

Whlch way Iy is hell myself am hell « N
And in the lotvest depth,  lower deep - )
" §till threatning to devour me, opens wide,
To which the hell 1 suffr seems 3 heaven.

o N
w 1A

Insimple dcscription,hypcrboles‘mu st 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 bedr strong hy peﬁmles

wnthout displeasure. But, when only a woman in

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

e

. bedisgusted with such exaggerat:ﬁ, as thu followmg,
in one of our dramatlck poets :

.. W
1 found fer on the foor : ..

" Inall the storm of grief, yet beautiful,

Pouifig forth tears at such alavish rate,
‘That wege the world on fire, they might have Vdrown’d

The wrath of heayen, and quench’d the mighty ruin. ,

‘This is mere bombass. The person hexvéelf whe
laboured under the distracling agitations of gﬁef,
might be permitted to express herselfin strong hyper-
bole; but the spectator, who descnbes her, canhot be
allowed equal liherty. The just boundary of this
figure cannot be ascertained by apy..ﬂrgcl_sc :ulcv ’
.Good sense and an accurate taste must ascertain the
limit, beyond which, if it pass,it becomes extravagant.

T
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.

Persoiification end Apostrofihe. 4 ) ‘

WE proceced now to thoac ﬁgures shich lie
nltogether in the thought, the ‘Words being taken in
their common and literal seise. 'We shall begin with
personification, by which #fe and action are attributed
to inanimate objects. AN poetry, even in its most
humble form, abounds in this figure. From proseit’
is far from being excluded ; nay, even in common

.conversation, frequent approaches are ‘made to it.
W hen we say, the earth thirats for rain, or the fields
smile with plenty ; wheh ambition is said*to be restless,
or a disease to be'deceitful ; such expressions show the
facility with whicly, the mind can accommodate the
properties of living creetures to things mammate, or
abstract concepuons Lo

There are three diffefent degrees of this figure ;
which it is requisite to d\stmgmsh, in order to deter-, -
mine the propriety of its use. The firstis, 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 Speakmg to us, oras hstenmg to what we
say to them. E
The first and lowest degree of this figure, whlch
consists 1n ascribingy to inanimate objects some of the

' .qualities of4iving creatures, raises the style so little,
that the humblest discourse admits it without any
force. Thus © a raging storm, a deceitful disease,
“ cruel. disaster,” are familiar expressions. Thisjn-
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deed is so abscure a degree of personification‘, that it
might perhaps be properly classed with simple mete-
-phors which-almost escape our observation.

The second degree of this figure is, when we rep-
resent inanimate objects acting like these that have &
life. Here we rise a step higher, and the personifick
‘tion becomes semsible. - According to the nature of
the action which we ascribe to those inanimate objects,
and to the particularity with-which we describe ity is
the strength of the figure. When pm'aued 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 : % dliquando
« 2.0bis gladius dd occidendum hominem ab ifisus frorri-
“ gitur legibus.”  Here thcvlaws are beautifully per-
sonified as reaching forth their hand to, give us .a
- sword for putting a man to death. - -

In poetry, persomﬁcano'ms of this kind are extreme-
y frequentsiand 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 persomﬁcathp is more smkmg, orintro-
duced on a more proper occasion, than the fo]lowxng
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 1

Earth felt the wound ; and natare from her seat,

Sighing thro*all her works, gave sxgns of wo,
‘That all was lost.
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The third ahd highest degree of this figure is yet to
be mentioned ; Wwhen inanimate objects are represent- -
ed, not only as fecling and acting, but as speakiog
%0 us or listening, while we address them. This is
the boldest of all rhetorical figures ; It is the style of
%:rong passion only ; and therefore sheuld never be
attempted, except when the mind is considerably heat-
ed and agitated. Milton sffords a very beautiful ex-
ample of this figure in that moving and tender address
which Eve makes to Paragdjse immedi ately hefore she
is compelled o leave it. -
© inexpeeted stroke, worse than of death !

Must I thus leave thee, Paradise ? Thus leave
‘Thee, pative soil ; these happy welks and shades,
Fit haunt of gods ; where I had hope to spend,
£uiiet, though sad, the respite of that day,

‘Which must be mortal to us both ? O flowers!
‘That never will in other climate grow, -
My early visitation, and my last ‘

At even, which I bred up with tender hand

Erom your first opening buds, and gave you naraes :
‘Who aow shall rear you to the sim, or ragk
Your tribes, and water from the ambrosial fount?

‘Fhis is the real lano'uave of pature and of femaie
Passion, :

In the managemengof this sort of personification two
pules are to be observed. First, never attempt it, un-
less prompted by strong pasion, and never continue it
when-the passion begins to subside. The second rule
A8 nevet persomf) an object which has not some dig-

nity in itself; and which i is mcapable of making a pro-
’ per figure in the elu'ltron to which we raise it. To
address the body of a deceased frxeud is natural ; but
to address the clothes which he wgre introduces low
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and degrading ideas. So likewise,addressing the sev-
eral parts of the body,as if they were-animated,.is.no3
agreeable to the dignity of passion.  For this reason
the following passage in Pepe’s Eloisa to Abelard is
*liable to cemsure. . L

<" Dear fatal name ! rest ever unrevcal’d,

Nor pass these lips, in holy silence seal’d.

Hide it, my heart, within that close disguise,

Where, mi%’d with God’s his lov’d idea, lies ;

. O write it not, my hand !—his name appears
Already written—blot itoi}t, my tears.

Here the name of Abelard is first personified ;
- which, as the name of a person often stands for the
.person himself,# exposed to no objection. Next, Eloisa
personifies her own heart ; and, asthe heart is & dig-
nified part of the human ftame, and is often put for
the mind, this also may pass without censure. . But,
when she addresses her hand, and tells it not to write-
his name, this is forced and unnitural. 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 altogethcr unsuitsble te the tendernes
which breathes through the rest of that inimitable
poem. .
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 boldness
a 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 ditect our discourse to them. The poems
of Ossian abound in beautiful instances of this figure.
12
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“ Weep on the rocks of roaving winds, O Maid of.
¢ Inistore. Rend thy-fair head aver the waves, thoa
« faircr than the ghost of the hills, when it movesin a
<« sun-bcam at noon over the silence of Morven. Heis
¢ fallen ! Thy youth is low ; pale beneath the sword”
‘« of Cuchullin®

Conmparison, .lntithccia,f.ﬁ_ucrrog&tiou, Exclamation,
and otlier Figures of Speech.

A COMPARISON orsimile is,when the re-
semblance between two objects is ex?iressed in form,
and usually pursued more fully than the nature of a
metaphor admits. As when we say,“ The actions of
‘¢ peinces are like those great rivers, the couyse of
“ which every one beholds,but their springs have been
“ seen by few.””s This short instance wilt show that a
happy comparison is a sort of sparkling ornament,
which adds lustre and beauty to discourse.

All comparisous may be reduced under two beads,
oxpilaining and embellishing comparisons. For, whena
writer compares an object with any other thing, it al-
ways is, or ought to be, with a view to make us un-
derstand that object more clearly,or to render it more
pleasing. Even abstract reasoning admits explaining

- iparisons. For instance, the distinction between
the powers of sense and imaginationis m Mr. Harris’s
Hermes illustratzd by a simile : ¢ As wax,” says he;
¢ weuld not be adequate to the purpose of signature,
#3f it had not the power to retain as well as to re-’
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 ceive the impression : the same holds of the soul
t_withs respect to sense and imagination. Senseisits
“ receptive power, and imagination its retentive. \Had .
& it sense without imagination, it would not be as ivax,
 but as water ; where, theugh all impressions be in-
« stently made, yet as soon as they are made, they are
« Jost.” In comparisons of this kind, perspicuity and
usefulneéss are chiefly to-be studied. ‘ .

But embellishing comparisons are those whxch
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 raist a train of
conc%rdant ideas in the mind, though they resemble
«ach other, strictly speaking, in nothing. For exam-

-ple, to describe the nature of soft and melancholy mu-

sick, Ossian says, “ The musick of Carryl was, like the
“ memory of joys that are past, pleasant and mourn-
¢ ful to the sonl.”” 'Fhis is happy and delicate ; yet

- nokindof musick bears any rcscmblmee to the mem-
.ary of past joys. v

We shall now consider when compaﬂsons maybe in-
troduced with propriety. Since thiey are the languagé
of irsagination, rathec than of passion, an author can
hatdly commit.a greater fawlt, tham in the midst of
passion to introdace & stmile.  Our writers of trage-

.dies often err in this respect. Thus Addison in his

Cato makes Povtins, just after Lucia had bid kim fare~
well forever,express himself in a studied comparfsom.
Thus o’er the dying lamp: the unsteady flame
Hangs. qujvering on a-point, lezps: off by fits;:
And falls again, as loth. to quit its hold:
Thou must not go ; my soul still hovers. e’er thee,
And can’t get loose.
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As comparison is not the style of strong passion,so

* when designed for embellishment, it is not tige lan-
guage of a mind totally unmoved. DBeing a figure of
dignity, it always requires gome elevation in the sub-
ject, to make it proper. It supposes theimagination
to be enlivened, though the heart is not agitated by
passion. The language of simile lies in the riddle
regionbetween the highly pathetick and the very bum-
ble style. It is however a sparkling ornament, and
must consequently dazale and fatigue, if it retur too
often. . Similies, even in poetry, should be employed
with moderation ; but in prose much mote so; other-
wise the style wiil 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.

Tn the first place, they must not be drawa fran
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 dxf-
ferent species, where we should not at first sxghi ex-
pect a resemblance. :

But, in the second place, as comparisons ought not
%0 be founded on likenesses. too obvious, much less
ought they to be founded on those which are too faiftt
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,
Bor ane of which few people can have a clear idea.

Therefore similes, founded on phxlosophxcal dxscm*-v

-
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eries, of on any thing, with which persons &f a partic-
_ulartrade only, of a particular profession, areacquaint-
¢d, produce Bt their properefect. They should be .

drawn from those ilstrious and notéd objects, which

most readers have eitherseen,of'can stronyly conceive.

In the fourth place, in compositions of -a serious or

elevated] kind, similes shouldnever be drawn from low

or mean objects. These degrade and vilify ; whereas

. similes ave’ generally' intended to'embellish and dig-

nify. Therefote, except in butlesque-writings, or

Wiltre an object is meant to be degraded, wean ideas
g% .. should never be presented.
*  ANTITHESIS is founded on the contrast or oppo-
sition of two objects. By contrast, objects oppesed
“to each other, appear in a stronget light. Beauty, for
N instance never'appears so charnting’as when contrast-
ed with ﬁglihess. Antithesis theréfore may, on many
- occasions, be used advantageously to strengthen the
.impression which we propose that any object should
" meke. - ThusCicere,inr his oratign for Milo, represerit-
ing the improbability of Milo’s designing to take away
. the lifc of Cladius, when every thing wasunfavourable
‘to such desigh, after hs had omitted many opportuni-
-ties of effecting such a-purpose, heightens our convic-
. .tion of this improbability by a skilful use of this fig-
© ure. © Queém igitur cum omnium gratie intevficeré no-
$¢ luit ; kunc voluit cum aliguorum guerela 2 Quem jure, .
% quem leca, guem tempiore, quem imprune, non cst ausus ;
& huncinuriaguiquo loco,alieno tempiore.freviculo capisis,
% non dubitavit occidere?” Here the antithesisis render-
ed complete by the words and members of the sen«
»  tence,expressing the contrasted objects;being similar-
1y coustructed,and made tocorsespond with eachothier.

LI
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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 makstyle unpleas-
ing. A maxim or moral saying very properly receives
this form ; becaunse it is supposed to be the effect of
meditation, and is designed to be engraven on the
memory, which recalls it more easily by tif® aid of
contrasted expressions.  But where several such sen-
.teaces succeed each other; where this is an author's
favourite and prevailing mode of expreaﬁong his style
is exposed to censure. C s L

lNTERRO(;ATIO\’S and Exclamauons arepas-

sionate figures. The literal use of interrogation is to’
ask a question 3 but, when men are prompted by pas-
sion, whatever they would affitim, or deny with great
earnestness, they naturally put in the 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 not do it ?- Hatly he spokci
“jt? And shall he not make it good {” '

. Interrogations may be-employedin the prosceution

of close and earnest.reasoning ; but exclamationsbes '

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 mindy always,
when properly employed,: make us sympathize with
_those who use them, and enter into their feelings.
ANothing, however, has a worse effect, than frequent
and unseasonable use of ex¢lamations, Young, inex-
Pperienced writers suppase; that by pouring them forth

~
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plenteovsly they render their‘cotpositions warm and
animated. ~But the contrary ‘follows ; they render
them “frigid to excess. 'When an author is always
calling upon.us to enter inte transpoits,which he has
said nothing to mspxre, he ekates our dlsgust and in-
dignation.

Anotherfigure of epeech, 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 i his fourth oration against Cataline : « Vide-
s ar enim miki hanc wrbam videre, hucem orbis terrar um
) “‘atque arcem omuium gentzum,mb:to uno incendia conci-
“dentum ; cerno ammo sc/mlta in fratria miseros atque ne
€ sepultos: acervos civium ; versatur mihi anme oculos
¥ aspectus C'ethegz, et furor, in vestra cade bacchantis.”
“This figure has great force when it is well executed,
and when it flowsfrom genuine enthusiasm. Other-
wise, it shares the samé fate with all fecble - attempts
towards possiomate figures ; that-of throwing ridicule
upon the author,and leaving the reader more cool and
uninterested than he was before. B

‘Fhe last figure which we shall mention,and w}uch is
of frequent use 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 Hght. It operates by a gradual rise
of one circumstance above another, till our ideas is
raised to- the highesttpitch. We shall give an instance
ot this figure from a-printed pleading of a ceicbrated
lawyer in a charge to the jury inthe case of a wo-
man, who was accused of murdenng her own child.
# (lentlemenyif one man had any how slain-angther ;
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« if an adversary bawcd his op;ioser ;- Or & Woman-
 occasioned the death of ber enemy ; even thcse crim-
« inals would have bcen capitally p\lmshcd by the
“ Comﬁan law. But, if this gyiltiess infant, who
« ¢ould make no enemy, had been murd.ercd by its
« own nurse, what pynishments would not the mother
% have demanded ? With what cries and exclamations
« would she have stunned your ears? What shall we
¢ say then, when’ a woman, 'gmlty of homncxde HES
“ mother, of the murder of her innocent child, hath
“ compnsed all those mlsdeeds in one smgle cn;ne ;
“ ‘a crime, in its own nature detestable ;- in a woman
¢ prodigious; ina mother incredible; H and pet:petrat,ed ’
¢ against one whose age called for compassion ; whose
“ near relation .claimed affection ;*and whose inno-
% cence deserved the highest favour i Such regular
climaxes, however, thou&h they have great beauty,
yet at the same time have the appearance of art and
study ; and, therefore, though they say be admitted
into formal harangyes, yet they pr,é not the language
of‘passion, which seldom proceeds by stepsso regular. -

=

General Characters of Style....Diffuze, Congise.... -
Feeble, Nervous....Dry, Plainy Neat, -~
LElegant, Flowery,

T HAT different subjects ought to,be tredted
«in different kinds of style,is a position so obvious, that
it. requires no illustration. Every one knows. that
. tremses of philosophy should notbe cemposed in the
sanic_style with oradgns. Itis equally. apparent, that

<



“ :

% | Dirruse anp conets. ).
‘different pa'ty'tsxlof; the same camposition require a va-
ration in the style. Yet amid this variety, we still
e‘xp,ect to find in'the composition ‘of any one man
some degree 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 to do, from the rest of
his history. The same may be observedin those of
Tacitus. Yet in the orations of both these historians,
the distinguished manner of each'may be clearly trac-
ed; the splendid fulness of the ohe, and the senten-

© tiousbrevity of the other. Wherever thisis 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 charscter in the compositions of
an author ; we are apt to conclude,’ and not withsut
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 ilwtights

“more or less. This distinction forms whatare term-
ed the diffuse or concise styles. A concise writer
compresses his ideds into the fewest words ; he em-
ploys none but the most expressive ; hei_'lops off all
"those which are not 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 neyer repeated.  The atmost precision is studied
in his sentences ; and they are generally designed to

_'suggest ‘more to the reader’s imagination than th‘ey‘ :
express. : : ' :



s whcthex( in prose or poetty, depend much more upen :

MEERTE 2N .
RICEN - DIFFUSE A%D £ONCISE. Cod “‘ﬂ )
" N diffose \vmer uﬂfol‘ds his. ldea fum’-. Be plaees ;; .
it in'a variety of lights, and glvesy the rgader every, °
possible assistance 'or'&uderstandmg it cempietely.
I1e is not very anxious to exprest}t at first i its fall - '_
strengthbecause he intends repemngthexmpremow )
and, what he wants.in sﬁ-ength, heendeavours ta sup- -
ply by ooplousness His pemds natufally flow _into
- some lengtb, and, having room for ornament-of evcry
kind, he nges it free admittance. - " e
Each of the styles has its peculiar advantagea 3
and each becomes faulty, when carried to the e g
treme. Of consciseness, carried as faf as-pro riety
will allew, perhaps in some cases farther, Taciés the -«
 histogian and Montesquieu in “]‘Eswlt de Loix*are
remarkable examples, Of a beautiful and magmﬁ-
cent diffaseness, -Cicero is undoubtedly the’ noblest' : )
_instance which can'be given. Addison. alse anHSu'
’W{lham Temple may be rank;d in the same c
In determxnmg whento adopt the concise;’ ‘an )
" the diffuse manmer,we must be gmded by the nature of
- the composition. Discourses that 2 ye to be spoken,
require amore diffuse style than books which are tobe ]
read. In written composmons a proper degree ofcon- o '
ciseticss has great advantages. Itis morelively ; ‘keepd -
up attention ; makes a stronger impression on the
mind’; and gratifies the reader by supplymgmore ex-. K
ercise to his thoughts. Description, When We “wish
" to have it vivid and animated, should be concise.” Apy: . '.
redundant words or circumstances encumbs.r the fﬁmy
and render the object we present to-it, co“nfused and:
indistinct. The strength and vivegity of descﬁptxop,
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L ‘than upen»?tbb,muk@hc&uon of ghema - When we de-

- ”}wuki«be goncisp 3 whentq:pfoﬁm the understimdu ga
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asss,tat?nce of a qmglf;, dtis bettcv#“befty'lv,_
; tnartation ‘miybe beaunlulmt,\yer 1m"a,,
v - . duse n;auma', acco;;,m&xg to the autlxo;: s
3'"»’"v'.Aal"uI Heradotus arc difftise ; Thucymdm und. huz,t
. . are conecise’s wet thgy are all  pfgreeable. S
[ ~ Thenervéus and the fceblﬁ‘ére genex’ally cfmsmei -
‘ed,as characters of style of the same’ impor t with the
. conc:s;m:gihe diffuse. Indeed they fr equently. coir-
udes yett‘lu&do»s nat w}ways bold; since.there are
ibaances af writexs, who,: in the midst of d fu artd

I}J;to; 1eal

.sire to stuls.e the ﬁmcy or to mowa the healt, we ‘

-~ -whichds miere. uehwmte §n’ its mptions,. and wantsthe -

-

..amp}elstﬂq“have mmntamed a consxderable dcv Tee, cf .

iy ﬁgt
“%‘vatton ‘Thefeundation of a‘nervous or weak sty le
e ‘%d in an wﬁ!or s'manner of thmkmg If he coni:
e an'object strorgl), he will express it mlh CR-.
E ex:gy but, if we_have an indistiact view of this sub-
) Jeet, it will clerly. appear in his style. ° Unmeamng
wordsand loo pithets will escape him ; his expres-
- sions*will be vague and general ; h1s armangements
- indistinet ; and our cotiception of his meaning will'be
S f;amt and-confuded. ‘But anervous writer, bé g style
., % concise. ‘or. extended, givesus always a strong idea of
T his meanmg. His mind being full of his subject, his
e 'words are aiwayé expressive; every phrase and every
L '.ﬂ'gure rendef® the Ppigture which he would set before
"' - 7. us, nigre striking and. ‘omplete. -
i o It musty howgwer, be observed, that too great study
7.« - ofstrength is apttobetray writersintoa harsh mannex;
V " Harslmess procgeds&om uncommon words,from for- o
e ced mvefsxons m the cbnstructxon ofa senten'ce, aml

E . .._’f 4 .0

.. “Livy is.un instance.of the truth of this ob-



 TTewT Ry el 0 I v T ST e

112 NERVOUS, FREBLE, DRY-AND PLAIN.

from neglect of smoothness and easg. This s reckr
ened the frult of sonic 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 Cbarles I. These writers had ‘nerves and
strength in a high degree; and are to this day distin-
guished by this quality in style. Butthe language in
their hunds was very different from what it is now,
«nd was in¥eed entircly formed upon the.idiom and
construction of the Latin in the arrangement of sen-
tznces. The present form of our langnage has i
some degree sacrificed the study of strength to that of -
ease and perspicuity.  Our arrangement is less for-
vible, but more plain and natural ; and this is now
considered as the genius of our tongue. .

Hitherto style has been censidercd under those cha-
racters which regard its expressiveness of an author’s
meaning. 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
'ﬁ}& following gradation; a dry, a plain, a neat, an
¢leganyy a flowery manner.

A dry manner excludes every kind of ernament.
Content with being understood, it aims not to ple
cither the fancy or the ear. Thisis tolerable only%?h
pure didactick writing ; and even there, to make us
bear it, ‘great solidity of matter and entire perspicuity

i langnage are rcqmred
A plain style rises oné degree above a dry one. A
_ writer of this character employs very litle ornament
of any kind, and rests almost entirely upon his
sense. But, though he does natengage us by the arts
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of comijos'itiom heavoids disgusting s like a dry and
a harsh writer. - Beside perspicuity, he observes pro-
priety; purity, and précision in his language; which
form no inconsiderable degree of beauty. Livelincss
and force are also compatible with a plain style; and
therefore such an author, if his sentiments be geod,
may be sufficiéntly agreeable. The difference be-
tweena dry-and 4 'plaih writer is this; the former is
incapable of ornament ; the latter goes not in pursuit
of it. - Of those who have employéd the plain stvle,
Dean Swift is an eminent example.

- A neat style is next in order; and herg e are ad-
vanced into the regién of ornament; but not of the
most sparkling kind.” A wiiter of this character shows
" by his attention to the choice df words, and to their
graceful collocationythat-he does not despise the beat:
ty of language. " His séntences are always free from
the incumbrancé of superfliicus words’; of a moderate

" 1éngth ; ‘inclining rather to brevity, than a swelling

steucture ; and-closing with propriety. There s vari-
ety in his cadence ;'but no appe’aran’cé of studied har-
mony. 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
qf genius ate not great, by industry and attention.

is 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 ¥
sermon, or a philosophical treatise in aneat style, is-
read with satisfaction. ™ - N

An elegant style implies a liigher degree of ofnas
iment than a neat one ; possessing all the virtues of or-

.

nament without any of its gxcesses or defects. Com= "

plete eleganceimplies great perspicuity and propriety ;
g 9 .
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purity in the choice of words; and care and skill irx
their arrangement.  Itimplies farther the beauties of
imagmation spread over style as far as the subject per-
mits ; and all the Hlustration which figurative lan-
guage adds, when properly employed. An elegant
writer in short, is one whe delights the funcy and the
, ear, while he informs the understanding ; who clothes
his ideas in all the beauty of expression, but does not
everload them with any ef his misplaced finery.

A florid style implies excess of ornament. Ina
young compo@er it is not only pardonable, but often a
promising symptom. - B:xt, although it may be allow-
ed to youth in their first essays, it must not receive
the same indulgence from writers of more experience.

~ Inthem judgment should chasten imagination, and
reject every ornament which is nnsuitable or redun-
dant. That tinsel splendour of language which some
writers perpetually J‘aﬂ'et:,t, is truly contemptible,
With such it is a luxurjance 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. o

Scyle. Bimple, Affected, Velxleme_nt. ~Directions fa!‘
Jorming a piroper Style.

SIMPLICITY,«applied to writing, is a term
very commonly used ; but, Jike many other critical
terms, -often used without precision. The different
meanings of the word simplicity are the chief cause
- 4! this inaccuracy. It is therefore necessary to show;

N
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in what ;_gﬁse simplicity is-a proper attribute of style,
There are four different acceptations, in which this.

term is taken.

The first is simplicity of composiuon, 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 semnse
is the same with unity.

The second sense is sunplxcxty of thou@t in oppos

sition to refinement. Sxmple theughts 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, apgroaches to intricacy,
and displeases .us- by the appearance of being far
sought. Thus Parnell is a poet of nuch greater sim-
plicity in his turn of thought than Cowley. 1In 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 simpligity also respects style;
butit regards not somuch the degree of ornament em-
ployed; as the-easy and natural mavaer, in ‘Which our
language expresges our thoughts. Imthis sense-£im-
plicity is compatible, with the. Hgtrest .ornament.

‘Homer, for example, possesses this an;phmty in the

s
x
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greagest perfection ; and yet no writer has more or-
nament and beauty. This simplicity is opposed not
to ornament, but to affectation ef ornament ; and js
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 labeur, but the man in his own

natural character. He may be vich in expression ; he

may be full of figures and of fancy ; but these flow
from him without effort; and he seems to write in this
manner, not hecause he had studied it, but because it
is the modg of expnessxon most natural to him. With
this character of style a certain degtee of negligenee
is not inconsistent; for too accurate am attention to
words is foreign to it. Simplicity of style, ¥ke sim-
plicity of manners, shows a man’s sentiménts and: turn
of mind without disgpise. 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 courty where splendour of dress and-the
ceremonial of bebaviour conceal those peculiarities
which distnguish 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 mannérs and his real character.

With fegard to sxmphcxty in general, we may ob-
serve, that flie ancient original writers are always
most eminent for it. This proceeds from a very ok-

vious eause ;. they wrote from the dictates of genius,

and. were not formed upon ‘the labours. and wiitings
of others. . - )
‘Ofaffectation,which- 1sopposed tosimplicity of style,

we have a femeskable example in Lord Shaftesbury-

B3
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‘Though an author of considerable merit, bee‘xpressés '
-nothing with simplicity. He seems to have thought -
it vﬁlgar 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 of that ease which expressesa sentiment com-
“ing patural and warm from the heart. He abounds
with figures and ornament of every kind ; is some-
times happy inthem ; but his fondness for them is too
visible ; and, having once scized some metaphor or
allusion, that pleased him, he knows not how to part
‘with it. He possessed delicacy and refinement -of
taste in adegree that may be called excessive and
sickly ; but he had little warmth of passion; ard the
coldness of his character suggested-that artificial and |
stately manner which appears i his writings. Noau-
thor is more dangerous to the {gibe of imitators than
Shaftesbury; who amid several very considerable
blemishes, has many dazzling and impesing -beau-
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 constifute beauty of style,
weak and ddll writers might often- lay claim to it.
" A distinction therefore must be ‘'made between that

k4 .
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simplicity which accompanies true genius and is en-

tirely compatible with every proper ornament of style ;

and that, which is the effect of carelessness.

Another charaeter of style, different from those al-
veady mentioned is vehemence. This always implies
strength ; and is not 1n an§ respect incompatible with
simplicity. It is distinguished by a peculiar ardours
it 18 the Janguage of a man whose imagination and
passions are glowing and impetueus; who, neglecting
inferior graces, peurs himself forth with the rapidity
and fulness of a torrent. ‘T'his belongs to the higher
kinds of oratory ; and is rather expected froma mun
who is speaking, tLan 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 omr observations with a few direc-
tions for attaining a good stylein general.

The first direction is, study clear ideas of the sub-

on which you are to write or spezk. What we

" conceive clearly and feel strongly, we naturally ex-
press with cleamess and strength. . We should there- -

fore toink closely on the subject, till we have attaimed
a full and distinct view of the matter which we are to
clothe-in words; till we become warm and interested
init; then, and then only, shall we find expression
begin to flow.

Secondly, to the acquisition o ofa good style, frequen-
sy of composing isindispensably necessary. Butitis
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

e
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the rudim ents of cc;mpositio n. Inthe 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 ofthought,
nor cool the ardour of imagimation, by pausingtoolong
on every word. - On certain 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 theardour of composition be
past ; till partiality for our expressions be weakened,
and the’cxpressions 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 am-
thors is peculiarly requisite. Hence a just taste will
be formed, and a copious fund of words supplied on
gverysubject. No excercise perhaps will be found more
useful for acquiring a proper style, than “translatigg:
some passage from an eminent authorinto 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 of the thoughts-
it contains ; then to lay aside the book ; to:endeavour
to write otit 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 wilk
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 beau«
tiful. :

—r— At A e &
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Fourthly, caution must be used against servile imi-
tation of any author whatever. DPesire of imitating
hampers genius, and generally produced stiffness of
expression. They who follow an author closely,com- .
monly copy his faults as well as hisbeauties. No one
will ever become a good writer or spapker, who has
not some confidence in his own genius. We ought
carefully to avoid using any author’s peculiar phrases,
and of transcribing passages from him. Such-a habls
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, if you are to
$peak in publick. To attempt a poetical style,when it -
.should be our business only to reason,is in the highest
degree awkward and absurd. To speak with elaborate -
porap of works before those who cannot comprehend
them, is equally ridiculous. When we are to write
orspeak,we should previously fix in our minds a clear
idea of the end aimed at ; keep this steadnly in view,
snd adapt our style to it.

.Lastly, let no attention to style engrossus 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 thanto
thought. kt is much more easy to dress up trifling
and common thoughts with some beauty of expression
than to afford a fund of vigorous, ingenious, and use-
ful sentiments. The latter requires genius : the for-
mrer may be attained by industry. Hence the crowd
of writers who arerich in style,but poor in sentiment.

'3 -
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“Custom obliges us tobe attentive to the ornaments of
style, if we wish:our labours to be read and admired.
But he is a contemptible writer, ¥ho looks not beyond

~the dress of lagg,page who lays not the chief stress
upon his matter, and employs not such ornaments of
style to recomniend it, as are manly, not foppish.

\ll

L
R Crmcal Examination qf Mr. Addison’s Style in

MNo. 411 oft/ze S/zcctator
H AVING fully insisted on the subject of lan- .
guage, we shall now commence a critical analysns of
the style of some good author. This will suggest ob-
servations, which we have not hitherto bad occasion
to make, and will show ina practical light the use of
those which have been made. )

Mr. Addison; though one of the most beaunful
writers in our language, is not the most correct ;
circumstance which makes his composition a proper
subject of criticism. We proceed therefore to exa~.
V'mine No. 411, the first of his celebrated esSays on the «
pleasures of the imagination, in the sixth volume of
the Spectator.- It begins thus: .

Our sight is the most pe/;fect, and most delzgll!ful of all -
our senises.

This sentence is clear, precxse and sxmple. The

- author ina few’ p}am words lays down the proposition,
which’ he is going to illustrate. A first sentence
should seldom be long, and never ingricate. ’

He might have said, our ezglzt is the mos;jm;ﬁct and
_the most delightful. Butin omitting to repeat the par-

- L

.
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ticle tke, he has been more judj‘cious ; for, asbetween
srerfect and deligh!ful there is no contrast such a repe-
tition is unnecessawy. He proceeds :

1t fills the mind with the largest oaricty of ideas, con-
verses wilkh its objects al the greatest distance, and contin-
ues the longest in action, withou! lelpg tired or satiated
with its proper enjoyment.

“This sentence is remarkably harmonious, and well
constructed. Itis entirely perspicuous. Itisloaded,'
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 ¢onducted to one
of the most harmohious closes which our language
admits. It is moreover figurative without being too
much so for the subject. There is no faultin it what- -
ever, cxcept this, the epithet Iarge; which he applies
to variety, is moré commonly applied to extent than
to number. It is plain, however, that he employed it

tp avoid the repetition of the word great, which oc-

curs immediately afterward. L
 The sense of, ﬁc ding can, indecd, give us a notion of er-
Lension, shape, and all otker ideas that enter at the'eye, ex-

_cept colours ; dul, ‘at the same time, it is tery mych strait-

ened and confined in its operations, to the number, Eulk,
-and distance of its particular objects.  But is not every

* sense comfined-as much as the sense of feeling, to the

number, bulk, and distance of its own objects ? The

“turn of expression is also very inaccurate, requmng

the two words, with regard, to be inserted after the
word o/zcranon.e, in order to make the sense clear and

: mtelhglble The eplthet tfaricular seems to be used
. mstead of ﬁccuhm 5 but thcse words, thoug‘m often
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“confounded, are of a very different import. - Particu-

far is opposed to general ; fieculiay stands opposed to
what is possessed in common with others:

Our sight scems designed Lo supply all these dcfects, and

may e considered as a more dclicate and diffusive kind of

taugﬁ that spreads ztse.f Joer an infinite mullitude of bod -
es, conprehends the largest fizures, 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 conslruction 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 mterpomtxon of a period
prevents this effect.

1t is this sense which furnishes the imagination with its

ideas ; so that, &y the pleasures of the imagination or Sancy.

(whick I sha 1 use promiscuously) I here mean suc/z as
arise from visidle objects, either when we have them acl ual-
Iy in our view, or when we call up their ideas into our
minds by paintings, stalues, descriptions, or-any the like
occasion. C

The parenthesls in the mxddle of the sentence is
pot clear. It should have been, terms w/zwlx I slzall
use firomiscuously ; since the verb use does not relate
to the pleasures of the irhag'mation, but to the terms,
Jancy and imagination, which were meant to be synén-
imous. To call a painting or a statue an occasion is
not accurate ; nor is it very proper to speak of calfing
uf ideas by occasions. The common phrase any such
means, would have been more natural. '

We cannot indeed ﬁate a single image in Me fd‘ﬂ“y, that

did not make its ﬁrsl é‘nfrauce through the sight; but we
have the p¢ ver of retamwg ,altermg,and campoundm g those

o
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vmages which we have once received, into all‘ the varieties
of picture and vision, that are most agreeable to the ima= .
gination ; fory by this faculty, a man in a dungeon is ca=
pable of entertaining Aimself with scenes and landscapes
more Leautiful than any that can be ﬂund in the whole
~ampass of natwure.

In one member of this sentence there is an inaccu-
racy in syntax. Itis proper to say, altering and com-
pounding those images which we have once received, into
all the varieties of fiicture and vision. But we cannot
with propricty say, retaining them into all the vari-
eties; yet the arfangement 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
“ cucs received ; and of altering and compounding
+ thém into ail the vaiieties of picture and vision.”
‘Ihe latter part of the sentence is clear and clegant.

There are few words in the English language, which
are urploz/ed in @ more loose and uncircumscribed sense tlmn

thase of the fancy and the imagmation.

Except when some assertion of consequence is ad-
vanced, these little words, 2t is and ¢Aere are, ought to
be avoided, as redundant and enfecbling. The two
first words of this sentence therefore should have been
omitted. The article prefixed to fancy and imagina-
tion ought'also to have been omitted, since he does not

" mean the powers of tke 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 sehse th‘m

Ed

) “« fancy and xmagmauon. k &
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I tl:erqfore thought it neccc:ar y to fir and determine the
notion of the two words, as I intend to make use of them
n the thread of my ﬁ;llowmg speculations, that the reader
may conccive rightly what is the subjsct which I procecd
upon.

The wordsﬁx and detcrmme, though they may ap-
pear so, are not synonimous. We fix whatis loose;
we determine what is uncircumscribed. ‘They may be

. vnewed therefore, as applicd here thh peculiav del-.
_icacy. . :

The. notion of these words is rather harsh, and is not

" so eommeonly used, as the meaning af- {I;e‘se words..
As Iintend to make use of them :in the thread of wny
spreculations is evidently faulty. A sort of metaphor,
improperly mixed with words in their literal sense.
The subject which I fzraceed upon 15 an ungracefub
close of a sentence ; H ‘it should have been, the subject.
ufion whichl pireceed.

1 must therefore dcsire kim to remember, that by the
pleasures of imaginatien, I mean only such jaltamre.s as
arise originally from sight, and that I divide these plea-
sures into two kinds. .

This sentence begins in a manner too similar to the .
-preceding. Imean only such fileasures—the adverb only
~ is not in ijs proper place. It is not intended here to
‘ qualify the verb measn, but such pleasures ; and ought

therefore to be placed immediately after the latter.
My design being, first of ally to discourse of those primary
pleasures of. the imagination, which entirely proceed from
~ such dqucﬁt: as are before our eyes; andy in the next place;
tospeak of those sccondary pleasures of the imagination swhick
Aow from the ideag.of visible “/?l;‘;"‘" when the objects are
not actually before the eye, Lut are called up inte our mem~.
»2
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ories, or formed into agreeable visions of things, that are
etther absent or fictitious. .

Neatness and brevity are peculiarly requisxte inthe
division of a subject. This sentence is somewhat
clogged by a tedious phraseology. My design being,
Jfirst of all to dizcourse—in the next place to sheak of—
cuch objecte as are before our eyes—things that areeither
‘abaenl or fictitious. - Several words might have been
omitted, and the style made more neat and compact.

The pleasures of the imayination, taken in their full co-
tent, are not so gross as those of sease, nor so refined as
those of the undérstanding. ’

‘I'his sentence is tlcar and elegant:

The last are indeed more preferable, decanse they are
Sounded on seme new knowledyze or improvement of the mind
of man; wet it must be confessed, that those of the imagi-
nateon are as great and as transporting as the other.

The phrase, more preferable, is so palpable an inac-
curacy, that wé wonder how it could escape the obser-
vation of Mr. Addison. The proposition, contained
in the last member of tliis sentence, is neither clearly
nor elegantly expressed. It must ‘be confessed, that
thuse of the imagingtion are as great and as transhorting
as the other. In the beginning of this sentence he had
called the pleasures of the understanding e last ; and
he concludes with observing, that those of the imagi-
natien. are as great and transporting as tAe other.
Besides that ¢the other makes not a proper contrast '
with the last, it is doubtful whether Ly the ozker are
meant the pleasures of the understanding, of the
pleasures of sense ; though without doub it was in-
tended to refer to tbe pleasures of ‘Lge understandmg
enly. L .

e -
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. A beantiful frospect delights the soul as much as a de=
monstration ; ‘and a deseviption in Homer has charmed more
readers than a chapter i Aristotie:

‘This is a good illustration of what he had been a8~
serting, and is expressed with that ¢legance, by which
Mr. ‘Addison is distinguished. *

" Besides, the pleasures of the imigination have i/m ad-
vantage over those ofthe understanding; that they J are more
oboious, and more easy to be acquired> i -

This sentenee is unexceptionable.
< It is but opening the eye, aud the scene enters.

Though this is lively and picturesque, yet we must
remark a smallinaccuracy. Agscexe cannot be said
to enter; an actor enters, but a scene a/z/ware or ﬂrc-,
sents itself. : :

The colowss paint themselves on the fancy, with very bittle
attention of thought or application of mind in theé beholder.

This i#beautiful and elegant, and well suited to

- those pleasures of the imagination of whxch the au-

thor is treating. : -

‘We are strucky we know not how, with the symmetry of
any thing we see 3 and- immediately assent €o the beauty of
an-object, withoud.-ingxiring into-the ym‘tztnlar Causes and
occasions of it. -

*We assent to the trutlr of 'apropositioh H but'cahnog
with propriety be said to assent to the Seauty of an ob-
ject. -In the conclusion, particularand occasions are
superfluous words ; and the pronoun i isimsome
measure ambjguous. S -

" A man of a polile dnagination i3 lét into a great many
pleasures that the vulgar are not capable of teceiving.

"The term froljze is oftener applied to manners, than
to the imagination. The use of ¢Aat instead of whick
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is teo common with-Mr. Addison. Except in cases
where it is necessary to avoid repetition wkich is pre-
ferable to zhas, and is mdoubtodiy %0 in the présent
instance. _

He can cmcmwwﬁ-pm’m, MM an -qgw«dle
companion in a sbatuc. He mests with a sacret refreshment
in a description; and oflen feels a.gregter satisfachron in

-the prospect of fiekds and meadows, than anether does in the

possession. It gives him, indeod, a kind of property ia
every thing he sees ; and makes dhe most rude uncultivated
parts of nature administer to ks pleasure : so that ke looks
upon the werld, as is were, iR another light, and discovers
in it a multitude of charms that conceal themselses from
the generality of manhud.

This sentence is easy, flawing, and harmonmus.
We must, however, obserye a slight inaccuracy, It
gives him a kind of firopierty—to this é¢ there.is no an-
tecedent in the whole paragraph. Te dlover its
connexion, we must laok back to the third sentence
preceding, which begins with a man of @ polite imagin-
ation. Thisphrase, fiolite imagination, is the only an-
tecedent to which iz can refer; apd cven this isnot a
proper antecedent, singe it stands in the genitive case
as the qualification only of @ man. i

There are, inded, dut very few whe &now lum to de
idle and innocent, er have a relish of any pleasures that
are rol criminal; every diversion they iake, is at the ex-
pense qf some one irtue or another,, and their very first
step ome qf business 18 nto vice or folly.

This sentence is truly elegant, music4l and correct.

A man showld endeavour, thercfore, to make the sphere
of kis innocent pleasures as wide as possible, that he may
retire into them with safety, apd find in them such a satys=

Jaction as & wise man would net Slush to take. V
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-.This also. is. 2 good septence and exposed . to .np
objection.

Qf'this nature ave Muogﬁtéc wwﬂu{u}, whzeb donot
requize such a Sent of thought as is necessary to otur more se-
rious employments ; nors at bhe sagme Lime, suffer the mind
to sink into that indolence and-remisinesgawhich are apt to
dccompany our more sensual delights ;. but Jike -6 gentla e1-
ercise to the faculties,qwaken them from sloth and idieness
without frutting them.ufion any labosr or.difficuly.

“The begining of this sentenceis incorrect. Qftfis
nature, says he, are those.of the ihzagination. . It might
be asked, of what nature ? For the preceding sentence
had not descrilyed the nature of apy class of pleasures.
He had said thatit was every man’s duty, to make the
sphere of his innocent pleasyres as extensive, as possx-

" ble, that. within this sphere he might find a safe

retreat and laudable satisfaction. The trangition there-

" fore is loBsely made. It would.bave 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 sentengce is correct. .

Wemight here add, that, the pleasures of the fancy are
more conducive to health.than thase of the uyderstanding,
which arc werked out by dint of thinking,:.and -atlended
with too violent a labour of the brain.’ )

Warked out by ding of thinking is a phrase wlnch bor-
ders too nearly on the style of common conversation
to be admitted into polished composition.

: Delight f’z‘téuene.f,wﬁetlier in nattire,painting, or froetry
have a kindly iufluence on the body, as. well as the mind,
-and not only serve to clear and brighten the imagination,
but are able *n ﬁifnerse grief and melanckaly, ~and-to sef the
animal spirits in pleasing and-agreeable.mations. . For this .
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reasony Sir Francis Bacen, in his cesay upon kealth, Fas
nol theught it improper to prrescribe to his reader a poem or

aprosfiect, where he pavdiculariy disvnadés hivifrom knotty’

and substile disqaisitions and adfvims him to pursue studies
12at fill the mind with tplndﬂl and Hlhistrious objects, as
historiesy fubles,and cvnfvmpfnh'inn of nefure.

In the latter of these two periods a member is out

of its place. Waere he partroalarly dissuades kim from’

“knotty and substile disqusitions ought t6 precede Aas not
thought i improfier to firescribe, &'c.,

"I have in this pafier by way of introdu ction,scttlcd the
notion of {hose plensares of the imagination, uwhich are the
subject of my frresent undersaking ,and endeavored by sev-
eral considerations to recommend to m, iy réaders (he fiursuit
of those pleasures ; I shall in my mext pafier eramine the
scvera¥ sources from whence these fleasures are derived.

These two eoncluding sentences furnhish examples.
of proper ¢ollocation of circumstances, - WeYormer-
ly showed that it is difficult soto dispose them as not
to embarrass the principal subject. Had the follow-

ing incidental circumstances, by way ‘of introduction—
3y several considerations—in this fafrer—in the nest pa-

frer, been placed in my other situation, the sentence
would have-been neither so neat, ot so clear, as itis
on the preseut constructmn ‘

! #_.

b(oguence. Orzgm o/ Elaquence. Grctm I&loqucncc.
Dc‘mnstlﬁmes. ) ! L

E LOQUENCE is theart of pcrsuas:inn. Itsmosf
essertink requisitts are solid argament, cleat methad,

o = e
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and an appearance, of ;sincerity. il the speaker, with
~such gx‘ac§§ of style and utterance, as command at-
.tention. . Good sens¢ must be its foundation. With-
out this, np man can.be_ nuly ¢logquent ; since foals
_ can persuade ppne.buy fools, Betore we.can persuade
~a man of sense,, we must convince him, Convincing
.and persuading, though.sometimes confounded, are
_of very different jmport, -Congxjction. affects the un-
derstanding only ;. persuasion the. will and the prac-
tice. It is the business, of a philosopher to convince
us of tr uth ;- it is that of an orntor to persuade us-to
act conformably to it by engaging, our affections in its
favour. _Copviction is, hewever, - ong avenue to the
Jeart and it is that which an orator mygt first attempt
1o gain; for no persuasion can be stable, which is
-not founded on convicsign. .- But the orator must not
be satisfied with convinging ; -he wsust address him-
self to the passions ; be must paint te the fancy, and
touch the heart. Hence, beside solid argument and
clear method, all the congciliating and interesting arts
-of composition dnd pronunciation enter.into the idea
of cloquence. .. .

Eloquence may be qonsldeled@s qonpssmg of three
kinds or degrees. _The first and lowest is that which
aims only to please the hearers.. . Such in gengral is
the eloquence of panegyricks, ipaugural orations, ad-
dresses to great.inen, - and other. harrangues of this
kind. - This,ornamental sort. of composition may, in-

‘noeently amuse and entertain the mind : and may be
mixed at the same time with very useful scntiments.
But it must be acknowledged, that, where the speaker
aims only to shige and to please, thereis great danger,
of art being strained into ostentation,.and efthecom-
position hecoming tiresome and insipid.
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The second degree of eloquence is, when the speak-
er aims, not merely to pitase, but-alse 16 inferm, to
instruct, to convince; when his art is employed in
removing prejudices against hitnself 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 diepesing us to pass that judg-
ment, or favour that side of- the eause; to which he
secks to bring us. Within this degree- clﬁcﬂy is em-
ployed the eloqaence of the bar.

The third and highest degree of eloquence is that -
‘by which we are not only convinced,’ but interested,’
‘agitated, ahd®éirried along with the speaker; our pas-
sions rise with his; we share alt:his emotions; we
love, we hate, we Tesent, 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 spccies of éloquence apd
the pulpit also admits it.

‘This high speties of eloquence is always the off-
spring of passion. - By passion we mean that state of
mind in which it 18 agitated ‘and fired by some object
in view. ‘H-nce the universally acknowledged power
of enthusiasm in publick speakers for affecting their
audience. Hénce all studied exclamation and labour-

- ed ornaments of ‘style, which show the mind to'be
cool and umoved, are inconsistent with persuasive
) élaquence, ~ Hence every kind of affectation in ges-
ture and ;ronunciation detracts so much from the
" weight of 2 = zaker. Hence the necessity of bemg, )
- and of being '.: jieved to be, dnsmteresteﬂ and in ear-
‘nest in ordey to- pe@suade Lo .
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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 ov
Egyptian antiquity. In thoseages, itis true, therg
was a certain kind of eloquence ; but it.was ‘more
- pearly allied to poetry, than to what we properly call
oratory. W hile 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, . cauld be little
known. The first empires were of the despotick kind.
‘A single person, orat most, a few, held the reins of

_ government. The muititude were éccqsfomed toblind

. obedience ; they were- driven, not persuaded. Con-
sequently none of those refinement of sociéty, which
‘make publick speakmg an objeet of impoitance, 'were
introduced, . . - .

Before the rise_of the Grecian Republlcks, we per-
celve no remarkable appearances ofeloquence,as the
avt of persuasxon and these gave it such a field, as it
never had.before, and perhaps has never had again
‘since that time. Greece was divided into many little

states. - These were governed at first by kings ; who _

being for their tyrannysuccessivelyexpelled frtom their
dominions, there,sprung up a multitude of democrat-

ical goverments, founded nearly upon tlie same plan, .
animatedby tiie same high spirit of freedom,mutually

jealous,and rivals of cach other. Among these »Athens
‘was mast noted for arts of e verykindy but especially
for cloquence. -We shall pass over the oiators; who

flourished in the eariyperiod of this republick.a:d take -

a view of'the great Demosthenes, in whom eioquence

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 upin a eave that he might study with
less distraction. He declaimed by the sea shors,
that he might be used to the noise of a tumultuous
- assembly ; and with -pebbles in his mouth, that hg
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 {ar art and
application availed for acquiring an excellence, which
nature appeared willing to deny. . ®
No orator had ever a finer field than Demosthcnes
in his Qlynthiacks 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 ptblick enemy of the
liberties of Greece ; and to guard them against the ins
" sidious measures, by which that crafty ptince endeav--
oured to lay them 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 became corrupt and degene-
rate. Heboldly accuses themof v enality ,mdolence,and
indiffefence to the publick cause; while at the same
time he rentindsthem of the glory of their ancestors, &
of their present resources. His contemporary orators,
who were bribed by Ph‘lllp, and persuaded the people
topeace, he openly reproaches,astraitors to their couns

-
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try. He not enly prompts to vigorous measures, but
. lays down the plan of execution. His orations are
strongly animated, and full of the impetuosity and fire
-of publick spirit. His composition is not distinguished
by ornament and splendour. Itis energy of thought,
vpecuharly bis own, which forms his character, and
sets him above all others. He scems not to attend to
words, but to things. We {orget the orator, and think
of the subject. He has no parade ; no studied intro-
ductions ; but is like a man full of his subject, whe,
after preparing his sudience by a sentence or two for
‘hearing plain truths, enters directly onbusiness. .
The siyle of Demosthencs is strong and concise,
though sometimes harsh and abrupt. His words are
very expressive,2nd his arrangements firm and mahly
Negligent of litlle graces, he aims at that-sublime
whichliesin sentiment, Hisaction and pronunciation
were uncommenly vehement and ald_em_. His cha- -
‘racter is of the austere, rather than of the gentle
kind. Heisalways grave, serious, passionate ; never
degrading himself; nor attempting any thing like plea-
santry. If his admirable eloquence be in any respect
faulty, it isin 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 m the present day be read with-
out emotion.
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156 ROMAN ELOQUENCE.
Koman Eiquence....Cicero...Mzdern Eloguence.

H AVING treated of eloquence among the s
Greeks, we now proceed to consider its progress
among the Romans ; where we shall find one model
at least of eloquence inits 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
ncither their vivacity, nor sensibility ; their passions
were not so casily moved, nor their conceptions so
lively ; in comparison with them they werc a phleg-
snatick people. Their language resembled their cha-
yacter; it was regular, firm and stately ; but wanted
that expressive simplicity, that flexibility to suit every
different species of compo»mon, by which the Greek '
tongue is peculfarly distinguished. Hence we always
find in Greek productions more native gevius ; 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, thejr speak-
ing hardly deserved the name of eloquence. It was
but a short time before the age of (}ice{'o, that the
Roman orators rose into any reputation. Crassus
and Antonius seem to have been the most eminent;
but, as none of their works are extant, nor any of Hor-
tensius’s, who was Cicero’s rival at the bar, it is not
necessary to transcribe what' Cl(.ero said of them and
of the character of their cloguence, -«
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The object most worthy of our attentlon is Cxccro
himself ; whose name alone suggests every thing
splendid in oratory. With his life anid 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

'exordmm, 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 of method he has advantage
over Demosthenes. Every thing is in its proper
place.: he never attempts to move before he has en-
deavoured fo convince ; and in moving,. particularly
the softer passions, he is very successful. No one
ever knew the force of words Letter 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. Heis always full'and ﬂéwing; never
abrupt. He amplifies every thing}" yet, theugh 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 considerably from that loose and de-

clamatory manner, to which he at other times is éd-,

dicted, and becomes very forcible and vehement.

This great orator, however, is not without defects..
" In most of his orations Were is too much mt. 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
: M2
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and sonorous ; they cannot be accused of monotony,
for they possess vuricty of cadence; but, from tco
great fondness for magnificence, he is sometimes de-
ficient 0 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 vanity.

Whether Demosthenes or Cicero were the most
perfect orator is a question, on which criticKs are not
agreed. Fenclon, the celebrated Archbishop of Cam-
bray,and author of Teclemachus, seems to have stated
their merits with great justice and perspicuity. His
judgment is given in his reflcctions on rhetorick and
poetry. We shall translate the passage, though not,
it is fearcd, without losing much of the spirit of the
original. «Ido not hesitate to declare,” says he, « that
+ T think Demosthenes superior to Cicero. 1 am per-
¢ 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
é« character. Whenever he pleases, heis even con-
« cise and vehement ; for instance, against Catiline,
 against Verres, against Anthony. DButornamentis
% too visible in his writings. His art is wonderful, but
@ it is perceived. When_the orator is providing for
« the safety of the repubﬁk, he forgets not himself,
“ hor permits others to forget him. Demosthenes
“ secms to escape from himself,and to see nothing but
* bis country. - He seeks not elegance of expression ;
% .unsought,he possessesit. Heis superiour te admira-

Aoy s,
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« 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 befpre it. We cannot criticise, ‘becaus¢ we

¢ are not ourselves. His subject enchains ouratten-

% tion, and makes us forget his language. We losc

« him from our sight ; Philip alone occupies oyr-
« minds. I am delighted with both these orators ;

« but I confess that I ani less affected by the infinite
¢ art and magnificent eloquence of Cicero, than Ly

¢ the rapid simplicity of Demosthenes.”

The reign- of eloquence amohg 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 drsgrae-
ed and scourged the human race. s

- In the decline of the Roman empire the mtroduc-
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 then afforded very
just models of eloquence. Their language, -as soon
as we descend'to 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 passnow to thestate of eloquence inmodern times.
Here it ntust be confessed, that 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 countrigs,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 thé liberal arts, and of the encouragement
which more thanacentury pastthesearts havereccived
from the publick ; Great Britain, on account of its free
government, and the liberal spirit-and genius of its
people. Yetin neither of these eountries has oratory
risen nearly to the degree of its ancient splendour.
Several reasons may be given,why moderneloquence
has been so confined and humble in its cfforts. 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 modern times. Our -

publick speakers are obliged to be more reserved than
the ancients, in their attempts to clevate the imagina-
tion, and warm the passions ; and by the influence of
prevailingtaste, their own geniusis chastened perhaps
in too great a degree. Itis probable also, that ‘we as-
cribe to our correctness and good sense, what is chief-
ly owing to the phiegm 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 te 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 toa publick
speaker, yet eloquencehas ever been there amore fee-
bleinstrument than in the popular assemblies of Greece
and Rome. . Under some foreign reigns the iron hand
of arbitrary power checked its gfforts ;- 4nd in later

times ministerial influence has generally rendered it -

of small importance. At the bar our disadvantage in
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comparigpn with the-ancientsis great.. Among them
the judges were commenly numerous; the laws were

ew and sxmple ; the decision of causes was leftin a
great measure fo 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 accomphshment, for which
he has little leisure. . Co

" With respect to 'the pulpit it has been a.great dl&-
advantage, that the practice of reading sermons in-

_.-stcad of repeating them has prevailed so universally
- in England. This indeed may have introduced ac-
curacy ; but cloquence has been much enfeebled.
Aqot_hgi' 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 distin guish
themselves by similar ardour. Hatred of thtse sécts
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 reasomng and :

matx uction,

.

¢ . H" e

‘ Eloqu'chce of Po[zular 'dss_émﬁlieg, ¢
. I } glv{E,foundation of every species of ¢loquence

is good sense and solid thought. It should be the first
study of him, who means to address a popular assem-

-
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bly, to be previously master of the businesson 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 power{ul instrument of per-
suasion. Ornament, if he have genius for it, will
succeed of coursc; 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 sorhetimes be introduced with pro-

: "Lp%'iety ; 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 e visibfli; and, consequently, though

-admired as ‘¢legant, they are seldom.so persuasive as
more free and uncongtrained discourses, - .
THhis, however, does not forbid prcmedntahon, on
what we intend to speak. With respect to the matter
‘We camnot be too accurate in our preparation ; but

with regardto words and expressions itis very possible”

b G eeen se .o
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so far to overdo, as do render our speech stiff and pre-

_ cise. SHort notes of the substance of the discourse

are not only allowable, but of considerable service, to
those especially, who are beginning to speak in pub-
lick. They will téach them a degree of accuracy,
which, if they speak frequently, they are in danger of
losmg They will accustom them to distinct arrange-
ment, without which, eloquence, hpwevel‘ great, can-
not produce entire conviction.
" Popular assemblies give scope for the most»ammat-
ed manner of public speaking. Passion is easily ex-
cited in a great assembly, where the moveients 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 some- great and

publick object, form the peculiar-character of popular -
cloquence 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 calmnéss. - We must also be careful
not to counterfeit warmth without feeling it. . The,
best rule is, to follow nature ; and never to. attcmpt a
strajn of eloquence which-is not prompted by.our awn
genius. ™A speaker may acquire reputation and influ-,
ence by a calm, argumentgéive manner. To regtﬁh
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 promnpted by genius; when warmth is felt, not

)
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feigned ; we must be cautious, lest impetuosity trans-
port us too far. If the speaker lose command of
himself, he will soon lose command of his audience.

-t
grp—

He must begm with moderation, and stu,dy 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 toargument, 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 cooiness of medern

taste would be displeased. It is also necessary to at- -
{cnd with care to the decorums of time, place and

charactex No ardour of eloquence . can atote for
neglect of these.  No one should attempt to, o spetkin
publick without formm% to himself a just aid strict
dea of what is sujtable tdLis age and character ; what
is suitable to the “subject, the hearers, the place, and
the occasion. On thisidea he should adjust the whole
u'am and manner of his speaking. -

What degree of conciseness or d:ﬁ'useness is suited

to popular eloquence, is not easy to determine with
- . . " . N
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precision. A diffuse - manner ts generally considered
a8 most proper. There is danger, however, of erring
i thig respect ; by too diffuse a style publick speakers -
often lose more ip point of stréngth, tham 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, howéver 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 too much ; to place our thought
in one strong point of view, and rest it there, than by
showing it in everyMight, and pouring forth a profu-
sion, of words upon it, to exhaust the attention of our
“hearers, and leave them Janguid and fadgued.
e

Eloguerce 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. d"etbrminiz '
his hedrers to some choice or conduct, as good, ﬁ(,

or uscful. He, therefore, applies himself to every o

princple of actjon in our nature ; to the passiont and
to tiic Licarty as well as to-the undersfinding. Bt at
the bar conviction is the principzl object. * There the
speaker’s duty is not to persuade-thejudges to what'
is good of uscful; but to cxhibit what s just and true’
and consequently his cloquence is chu.ﬁy addressed s
the understangling. )
At the bar'spcakers address themselves to one, of -
to a few judges, who are generally persens of age,
] L
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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 ¢n-
joycd. Passion docs not rise so easily. The speaker
»5 heard with more coolness; heis watshed with more
severity ; and would expase hi:aself to ridicile by at-
tempting that high and vehiemest tone, which is suit-
edonly to amulitude. Deside, atthe bar, the field
of speaking is confined within law and stawate. Im-
aginuton is fettered. The advocate has always before
him, the line, the square, and the compass. These |
it is his chiefl business to be constantly applying to
the subjects under debute.

Ilence the eloquence of the b# is of a much more
limiicd, more sober and chastised kind, thiao that of
popuiar assembles; and consequently the jud;lcial v
orations of the ancients must not be considercd as
exact models of that kind of speaking which is adapt- ., -
ed to the present state of the bar. With them strict f-
law was much less an object of attention, than it rs??!
with us. Inthe days of Demosthenes and Cicero the
municipal statutes were few, simple and general ;
and the decision of causes was left in a great measure

%46 the equity and common sense of the judges. Elo-
quence, rather than jurisprudence,” was the study of
pleaders. Cicero says that three months’ study“%ould
make a complete eivilian ; nay, it wgé thought that a
man might be a good pleadgr without any previous
study. Amonf the Romans there was a sgt of men,
called Pragmatici, whose office it was tg sapply the
orator with all the law knowledgqhit ca{ise fequired;
Which he disposed in that popular form, and decorat-

~-£d with those colours of eloquence which were most
fitted f}f influencing the judges. o

—
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It may also be observed, that the civil and crimi nal
judgesin Greece and Rome were nibre -numerous
than with us, and formed a kind of popular assembly-
The celebrated tribumal of the Areopagus at Athems
eonsisted of fifty judges at least. In Rome the Judices
Selecti were zlways nunmerous; and had the offies and
power of judge and jury. In the ‘famous cause of
‘Milo, Cicero spoke to fifty-one Judices-Selecti, ang
thus had the advantage of addressing his whole plead-
ing, not to one or a fewlearncd judges of the point ’

. of law, as is the case with'us, but:to an assembly of

Roman citizens. Hence those arts of popular ele-

‘quence, which he employed with such svecess.

‘Hence certain practices, which would be reckoned
theatrical by us, were common to the Romean bar;
such as introducing not oly the accused'person dress+
ed in deep mourning, but presenting to the ju’dges his-
family and young children, endeavouring’ to excite
pity by, their cries and tears.
The foundation of a lawyer’s reputation and succéss '

" must be laid in a profound knowledge of' his profes-

sion. If his abilities, as a speaker, be ever so emi:
nent ; ycét if his knowledge of the law be superficial,

~ féw will choose to engage him in their defence.  Be-

side_pr evious study and an ample stock of acquired
knowledge, another thing inseparable from the suc-
cess of every pleader, isa diligent and painful atten-
tion to every cause with which he is ehtrusted ; 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 ; artd, being préviously
acquainted with the weak parfs’of his own cause, he
will be able to fortify them in the best mauﬂel‘ agamss
the attack of’ his adversary. e

o,
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Though the ancient popular and vehement masaner
of pleading is.yow 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
cloguence is more requisite. The dryness and sub-
tilty of subjects usually agitated at the bar, require,
more than any otfier, a certain kind of cloguence, in
order to command attention ; to give weight to-the
arguments employed, and to prevent what the plead-

er 2dvances from passing unregarded. The.effect of -,
good «peaking is .always great. There is as much

diffcrence in theimpression made by a cold, dry and
coniused speaker, and that made by one who pleads
the same cause with clegance, order and strength,
as there is between our concepiion of ag,object; whea
presented in twilighty and when viewed in the efful-
gence of noon.

Purity and neatness of expressxon is in this specles ]
of ¢loquence chiefly to be studied ; a style perspicuous .
and proper, not peedlessly overeherged with the-ped-
antry of law terms,- nor affectediy avoiding these, '

when suitable and requisite.” Verbosity is a fanlt of
w\hxcb men of this profession arc frequéntiv accused;
nito which the habit of speaking and wr iting hastily,
and with little preparation, almost unaveidably beftays
them. It cappot therefore be tco carnest!y recom-
mended to those, who are beginning ta-practicc at the

bar, that they early g guard against this, while they bave

leisnre for preparation.. Letthem form themselves to

the habit of -a strgng ancl correct style, ;. whzch will |

‘become natyral te them afterward, when vcompdl:d

by multiplicity of busiuess te compose with precipita-

. 5
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tion: * Whereas, if a loose and negligent style have
been suffered to become familiar, tl?ey will nét be
able, even upon occasions when they wish to make'an
unusual effort; to express thcmsclves with for(:e and‘
ekeganee. : .
- Distinctness in speakma at the barisa capltal pt‘on-
_erty.: Itshould be shewnfirst in stating the question§
in exhibiting clearly the point in débate ; what we ad:
thit; what we deny; and where the line’of division’
begins between us and the adverse party.  Néxy, it
- should appear in the order and arrangement of alf

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 15
infinitely essential. o

" Narration.&f ‘facts should alw\ ays be as concise g5'
the nature of them will admit:* They ate always %w
necessary tobe remembered; consequently u’nm:::essa—i

__ ry minutenessinrelating thém overloads the memory.

Whereas; if a-pleader omit all superfluous circum=’
stances in’his recital, he adds strengt¥to the material”

ofacts ; gives a clearer view of what he relates, and™

makes the impression of it more lasu‘ng In arvu-
mentation, however, a more dnﬁ'use manner setms

!’eqmsxte at. tﬁe bar than on some other occasions. -

Forin popular assemblies, where the s\lbj ectof debate’
‘is dften a plain question; argumerits gain strength by
conciseness. But the intricacy of law points frequent-

1y requires the argumints to be expanded aiid placed” ‘

in different lights, in order.to {e fully apprehended.
-“Candeur in stating the erguments of his adversary

; cannot be too much recomrgended to every pleader.
If he disguise them, or place the‘ih ina false hght, ﬁhe )

- . . N2 T
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artifice will soon be discovered; and the judge and
the hearers willl conclude, that he either wants dis-
cernment to perceive,or fairness to admit the styength
of his opponent’s reasoning. But if he state with ac-
curacy and candour the argumentsused against him,
before he endeavour to combat them, a strobg preju-
dice is created in-his favour: He will appear to have
entire confidence - inr his cause, since he doe¢s not at-
tempt to support it by artifice or concealment. The
judge will therefore be inclined to receive more readi-

ly the impressions made upen him by a speaker.whe

appears both fair and penetrating. - ,

- ‘Wit may sometimes be serviceable at the bm', paul'5
ticularly in a lively reply, by which ridicule is thrown
on what an adversary has advanced. But a young
pleader shonld never rest his strengthson. this daz
zlimgtalent.  His office is ot to excite laughter, but
to ;n'oduce cenviction ; nor perhaps did any ene ever

rise 10 an eminence in his profession by being a mtty.’"

lawyev - .

- Since an advocate personates his c.lnem, he must
p]ead bis cause witlsa proper degree.of warmth. He
must be cautious however of prostiteting hl.sewqt

_ness and sensibility by an-equal degree of ardeur.en
" every subject. Thereisa dignity of elimracter, which,

it.is highly important for every one of this peofeSsion

to support. An opinion of probity and honowr in a.
pleader ighismost powerful instrument of persuRsicis
" He should always, therefore, declipe embarkingde
sauses-which. are odiousand manifestly unjust 5 apdy
when he suppostsia: donbtful cause, he should day the

chielstress uponthomxguments whiclappear.toLise.

»20be most forgible reserving his zcal and indigna-

s

Y
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ELOQUENCE OF THE. PVERIT. B3l
o Eloquence of the Pullne
HAVING mated of the eloqnencaxd péwﬂ
lar assemblies, and that of the: bar, we shau “how
consider the strain-and spirt of that ehqucnce whith
is suited.to the pulpit. This field of publick speaking
has several advantages peculiar to itself. The d:gmty
ﬁ%p@ﬁet ofiita’subjects rhust be aliowgh:tol
supenou‘F to any other. They admitthe highest:é
ishment in description, and the greatest warmth
hemenc@Glexpression. Intreating his subj%t
dher has also peculiar adv'antages. He: sﬂaie
‘or a few-judes, but to'a large sssembly.
Hz is not afraidof interruption: He chooses his sub-
j€6t at leisume :. and has all the assistanee of the most
agcurate premeditation. T he disadvantagesjhoweévery
which atténd-the eloguence of the pulpit, are not in-

< gonsiderable. “The preacher, it is true, hasno conten-

tion with an adversary ; but debate awakens genius,
“and excites attention. His subjects; though noble,
are trite and common. 'FThey are become:so familiar
40 ‘the publitk ear, that it requires no ei'dinaxvy' genivs
in- the preacher to fix attention. Nothing is more’

“difficult than to bestow on what is common the graee

‘of hovelty.  Besides, the subject of the preacher usus

ally confines him to abstract qualities, fo virtuesand ~

“vices; -Whereas; that of other popular speakers lealls
‘Hiem to treat of persons; which is generally more in-
*teresting to the hearers, and oceupies ntoré powerfub’
ty thefxmagmanon. We are taught by the preacher

" to detest only the crime ; by the pleadeér to detest the

criminal; - Heﬂce xt”happens gl;at, though&henumbér

¥
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of moderately good preachers is great, so few hate
arrived at eminence. Perfection is.very distari from
modern preaching. The-object, ‘however, is truly,
noble and worthy of being pursued with zeal.

To excel in preaching, it is necesgary 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 persu'asive oration. It is'net to diss
cuss some abstruse point, that the preacher ascend$
the puipit. It Is not to teach his hearers something
new, but to make them better; to give them at gfice
clear views and persuasive impressions of ‘relig'%'ua:.
truths.

The principal characteristicks of pulpit e’dquence,
as distinguished from the other kinds of publick speak-’
ing, appear to be these two, gravity and warmth.  T¢
is neither easy nor commen to unite these tharacters"
of eloquence. The grave, when it is predéminant,
becomes a dull,uniform sclemnity. Tlve warm, when ”
it wants gravity, borders on the light and theatrical.-
A proper urnion of the two, forms that charadter of-
preaching,. ‘which the French call Onction ; ‘that af-:
fecting, penetrating, and interestihg mammer, whi¢h-
flows from a strong sense in the pteacher of the ish-

" portance of the truths he delivers, and an earnest de:’
$ire that lhey may make a full lmpressxon on’ the
hearts of his hearers. : : :

A serm‘n, as a part.leular species-of compo%mdn,
requires the strictest attention te unity. By this we-
mean that there should te some tmain point-to-which*
the whole tenor-of the sermon shall réfer. - Tt-funust’ -
not be a-pile of . different Subjects heaped upon-each -
°ﬁl€r ‘but one object fhust pﬁtdommate thmgh the -

s R
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154 ELOQUENCE OF THE PULPIT.

or certain signations ia life, the subject becomes still
tore intéresting. The execution is more difficult,
but the merit and the effcct are higher.

A preacher should be.cauiious not-to exhaust his
'sﬁbj:ct; since nothingis more opposite to persuasiot,
than upnecessary and tedious, fulness. There are al-
ways some things which he may suppose 10 be knowm
and some which require only brief attention. 1f he
endeavour to orit nothing which his subject suggests;
be must unavoidably ¢ncumber it and diminish its
force.

To render his instructions intcresting to his hearexs

" should be the grand object of every preacher. He
should bring home to their heaits the truths%hkh he’
inculcates, and make cach suppose himself particular-
ly addresscd. Heshouldavoid all intricate reasonings; -
avoid expressing himself in general, speculative prop-
ositions; or layigg down practical truths in an-abstract,
métaphysical,mauner. 4 discourse-ought to be car- P
ried on in the strain of direct address to the audience ;

" mot in the strain of one writing an essay, byt one
speaking to a multitude, and studying to connect
what is called applicatian, or what immediately refers

-%0 practice, with the doctrinal parts of.the sermen.

It is always Lighly advantageous to kéep in view
the different ages, characters, and conditions of men,
and to accommpodate directions and exhortations  to
each ofthese different classes. W’henever you advance

“what tggches -a man’s cheracter, or is apphicablé to his
circun\stances,)’ou are sure of higattention. No study
is more necessary for a preacher, than the study of

.@uman life, and of the human heart. ‘To dxscaggzr a;

4man to bimself in a l;ggmt, in which be never saw his

~ % EA
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ehmﬁcter before, produces a wonderful effect. Those’
SErnIons, thou;rh the nost. difficult in com@posmon, .
are not only the most beautiful, but dise the ‘most,
useful, which are founded-on the illustration of somé
peculiar character, or.remarkable piece of history 15'
the sacred writings; by pursuing which we may trace, .
and lay open, some of the most secret windings of the i ’-
- human heart.  Other topicks of preaching are become
trite ; but this is un extensive field which hitherto has’
been little explored, and possesses all the advantages K
of being curious, new, and highly useful. Bishop~
‘putlusscrmons on the- character- of Balaam ns an 2
e}.ample of this kind of preaching: - :
Fashion, which operates so extensively on human  /
manners has given to preaching at different times a
change of character. T'his howeveris a torrent \vlneh
‘swells to-day and subsides: to-morrow. bpmeumes N
poetical preaching is fushionable ; sometimes phifo-
4fsophical. At one time it must be all pathetick ; at
anotherall argumentative ; as some celebrated preach-
er has sct the example. Each of these modes is very
dcfective ; and who conforms himself to it, will both
confine and.-corrupt his genius. Truthand good
sense are the sole. basis, on which he can build with
safety. Mode and humour are feeble apd unstcady.
No example should be servilely imitated. Trom va-
rious cxamples the preacher may eollect materials
for improvement; but servility of imitation_cxtin- -
guis;hcs all genius, or rather proves entire want of it ‘

%
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Condusi of a:Discourse in dll its paris....Introduction,
_ Division, Narrationg' and Exflication.
.
L 4 - ) o

e

HAVING already considered what is pecu-

to euch of the three great fields of publick speak-
ing, popular dssembhes, the bar, and the pulpit, we
shall now treat of whatis common to them all, and
explain the conduct of a discourse or oration m
gencral.

The parts which compose a regular oration are.
these six ; the exordium or introduction ; the stateor
the division of the subject; ngration or exﬁc%ou ;
the reasoning or arguments ; the pathetick part; anad
the conclusion. Itis not necessary that each of thede

enter into every publick discourse, nor that they al-

ways enter into this order. There aré many excellent
discourses it which some of these parts are omittéd.
Bat, as they arc the constituentparts of a regular
oration, and as in every discourse some of thew must
occur, it is agieeable to our présent purpaee to ex:
amiag 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 open to persnasion. When &
speaker is previously sccure of the good will, atten-

- tion, and docility of the auddience ; & formal introduc:

tion may ‘be omitted. Réspect for his hearers wm in

* that case require only a short exordium, to prepare

~ then for the other-patts of his discourse.

. The introduction i§ a pf_&rt of a discourse, whic
quires nogsmall care. It is dlivays impdrtant to beg

_in
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Lim witha very suspicliodsie_ve through the rest of his
discoursc. His modesty should appear not only in his
cxpression, pt in his-whole manmer; in his Jooks, in
his gestures, and in the tori¢ of his voice. Every au-

- dience is pleased with those marks of respect and awe

which-are paid by the speaker. The modesty how-
ever of an intrgduction sheuld betray niothing mean
“orabsurd.’ Together with modesty and deference to
Lis hearcrs, thesorator should show a certain sense of
dignity, asising from persyasion of the justice or m-
portance of kis subject. B o
~ Particular cases excepted, the orator should not put
forth all his strength at the beginifing ; but it should
rise and grow upon his hedrers, #s his discoume ad-
vances. The introdagtigp is seldem Yhe place for ve-
hemence and passion. ’1% audiencemustbe gradual-

. Iy prepared,before the speaker ventute on strong é#nd

" passionate sentiments. Yet, when the subject is Such
" thet the very mention of it naturally awakens sotne.
~ passionate emotion ; or whet the unexpected presence

of some person or objectin a popularasserubly inflames
the speaker ; either of these will justify ap abrupt and
vehement exordium. Thusthe appearance of Catiline
‘in the senate renders the viglent openitsg-of Cicero's
first oration against him very natural and ‘proper.

& Quousque tendem, " Cataling, “abutére: patentid nos-

«tra ? Bishop Atterbury, preaching from this text,
" & Blessedis he,whosoever shall not be offendedin’mie,”

_ ventures on this bold exordium: & And-<an any man

« then be offended in thee, blessed Jesus I” Which
‘address to our Saviour he continues, tilk he"entcrs;pn
" the division of the subject. But such introductions
should be attempted by very few, sinte they promiise

~
. -




DIVISION. - 159
s much vehemence and ardour thxough the rest of
“the distourse, that it is'extremely difficult to satisf ¥
the expectation of the hearers. - . :
An introduction should not anticipate any matcn.l .
“part of the subject. 1Vhen topicks or r ;,\.yrmc.,}s
which are afterward to;be enlarged upon,are hinted at,
‘and in part exhibited in the introduction ;, they lose,
upon their second appearance, the grace of noveh) '
'‘[he i lmpx'egsxon, mtendc.d to be madc by 'my cq Ral
thought, is always made with greatest advantage,
_when it is made entire, and in its proper place. -
An intr oductlon should be . pr oportioned in lenguh
nnd kind to the dxgcourse whiéh follows it In Jength, .
" as nothmg can he more absurd than to eicct a lmg :
poruco before a small buitding ; and i in Lmd, as it is
“no.less absurd to load. with superb ornaments z#*» ‘
portico of a plain dwelling-house ; or. to make thc“
- proach to a monument as gay as that to an abouts.
After the introduction, the pr cpesition or enuncis- -
_(mn of the subject, commonly succeeds concemmrr
‘which, we shall oxly observe, that it should be ckar
v and dnstmct, apd expresscd wn.hout aﬂ‘ect&nqn, in the
~most concise and simple manner. Toﬁnsgeneml}y :
succeeds the division, er laying down the method'cf
the discourse ; in the management of which the fol-
. lowing rules should be carefully observcd '
First, The parts, into which, the subgect is dmtled
.must be really distinct from each.other, [t were an
* “absurd division,*for example, if a spcaker‘sliould pi‘o-
pose to explain first the advantages of virtug, and nex:
-those of justice or temperauce becaus\. the first hcﬂ d
piamly comp;ehends the second, as a genus does the .
-species. Such a method of proceeding involves the
subject in confusidn. .
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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
"7 those which are built upon the former, and suppose
thewy to'be known.  The subject must be divided in-
1o those pnrts jnto which it is most easy and natural-
Yy resolved. )

Tiirdly, The members of a division ought to gx-
raust the subject ; otherwise the division is incom-
flete s the subject is exhibiped by pieces only, with-
out displaying the whole. .

Fourthly, Let conciseness and precision be pecw

" iiarly studied. - A division always appears to most ad-

vantage, when the several heads are expressed in the
fcarest, most forcible, and fewest words possible.

_'This never fails to strike the hearers agreeably ;-and

" gontributes also to make the division more casily re- )

“membered. :

Fifthdy, Unnecessary mulnphcanon ofheds should
be cautiously avoided. -To divide a subject intp many
minute parts," by endless divisions and subdivisions,
;noduccu a bad ¢ffectin speaking. Ina loglca! treatise

~his may be proper’ but it renders an oration hard and
“{iry; and ubnecessarily fatigues the memory: - A ser-

mcn may. admit from three to five or.six Leads, in-

cluding sybdivisions ; seldom’. arc more allowable.

The next constituent part of a discourse is parra-
tion or explication.  These two are joined togethef,
© because they fall nearly under the same rules, and be-

. €ause nhe) gencrally answer the.same purpose ; serv-
- ing toillustrate the cause, or the subject, of w hich one
treats, pefore procecding to argue on one side or the /

R RS
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other ; ot attempting to interest the passionsvof the:
hearerss )

To be clear and distinct; to he probable, and to be
concise, are the qualities which criticks chiefly requite .
in narration. Distinctness is requisite to the whole of
the discourse,but belongs especialiy tonarration,which

~ought to throw light on ull that follows.. At the bav :

a fact, or a single cucumstance, left in obscurity, or

mxsunderstood by the judge, m'\y destroy the effect of

all the argument and reasoning which the pleader ems
ploys. 1f his narration be improbable, it will be dis- .

' regarded ; if it be tedxous and dxﬁ'use, it will fatlgue

and be forgotten. To render narr ation distinct, par- -
ticular attention is requisite in asccrtmmng clearly the .

; names, dates, places, and every other in1portaint ¢ir- o

cumstance of the facts recounted. Inm order to be i

probable in parration, it is necessary to exhibit tl.;. L

characters of the persons of whom we speaL, and to.
show that their actions proceeded from such motives
as are natural, and likely to gain-belief. - To be a§
eonrxse as the subject will admit, all superﬂueus eir- -
camstances must be rejected ; by which the narrauaa
\nﬂ be rendered mote forcible and more clear. ..
In sermons, explication of the subject-to be di*g‘l‘g, .
coursed on occupies the plite of narration atthe bary
and is to be conducted in a similar manner., It must
be concise, clear, and distinct; in 4 style correct and.

- elegant, rather than richly adorned. To explain the -

@ ctrine of the text with propriety ; to give afulland
elear . account of the natare of that virtue or duty

" which fortns the subject of discourse, is properly the

didactick part of preaching ; on the right execution ef
which much depends.  in otder to succeed, the
w . 02 .
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preacher must meditate p’rofoundly on the subject; s
as to place it in a clear and striking point of view.
He must consider what light it may derive from other
passages of scripture ; whether it be a subject nearly
allicd to some other, from which it cught to he dis-
tinguished ; whether it can be advantageously illus-
tratedd by comparing of opposing it to some other
shing ; by searching into causes, or tracing effects ; by
pointing out examples, orappealing to the hearts of the
hearcrs ; that thus a precise and circuristantial view
may be aorded of the doctrines inculcated. By dis-
unct and apt iilustrations of the known truths of re-

ligion, a preacher may both display great merit, as a~

compaser, and, what is infinitely more valuable, ren-

" der Lis discousses weighty, instryetive, and useful.

The Jrgumentative Part of a Discourse, the ]-’atheﬁqk
. Part, and the Pcroration..

AS the great.end for which men_ speak on

- wny Scrious occasion, is t¢ convince their hearers that

some*hmg is true, or right, or good, and thus tq in-
ﬂuence their practice ; reazen and argument must

constitute the foundatien of all manlv and persnauv: ’

ﬂoque nce. - : S
With regard to arguments, three thmgs are requi-
site. First,invention of thein; secnndly.,pmper dispy
sition and arrangement of them ;'and thirdly, express-
ing them in the most forcible manner. Invention is un-

7

doubtedly the most material, and the tasis of the rest:

Bm in thns, art c'm aﬁ’cn'd ~only small asststahce It

¥, ,



_ - QF A DISCOURSE. - 163
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-
pature. All arguments whatever are. intended to
prove one of these three things ; that somethmg 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 cmployed upen either of them are generally
distinct ; and he who blends them* all under one top-
ick whxch he calls his argument, as in sermons is toQ
frequently done, will render hxs reacomng mdxsunct .
and inelegant. ' o

With respect to the dlﬁ'erent degrees of strcngth
in arguments, the common rule is, fo advance in the

" way of climax from the weakest to the most forcible.

B

This method is recommended when the speaker is
convmced that his-cause is clear, and easy te be prov-
_Bat this rule must not be umversally observed:
If ,h&dlstrust his cause and have but one material ar~ -
gument, it is often propet to place this argument
the frout ; to prejudice his hearers early in his favdﬁr,

.and thus dispose them to pay attention to the weaker

reasons which he may afterward “introduce. When

~amid a variety of arguments there is bne or two more

feeble than the rest, though proper to be used, Cicero

.- advises to place themin the middle,as a situation less .

<onspicuous, than ecither the begmmng or cnd o£the
train of reasoning. .

‘When. arguments are strong and sausfactory,
the more they are separated the better. ' Each cim
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then bear to be introduced alone, placed in its full
light, amplificd and contemplated. But, when they
are of a doubtful or presumptive nature, it is sefer ta
crowd them together, to form them into a phaianx,
that, though individually weak, they may mutml}v
suppert each other.

Arguments should never be extendu! tco far, qor
multiplied too much. This serves rather to render «
cause suspicious, than ta.incresse its strength.v A
needless multiplicity of arguments burdens the e
mory, and diminishes the weight of that canviction
which a few well chosen mguments produce. To
expand them also beyond the bounds of reasomable
illustration is always enfeebling. When a speaker
endeavours to expose a favourable argiment in every
light possible, fatigued by the eftort, he loses the spi-
tit, with which he set out ; and ends with fecbleness,
what he began with force. )

Having attended thus far te the preper arrange-

ment of arguiments, we procced te another essential
part of a discourse, the pathetick'; in which if any
w)}ej'e, cloquence reigus and excrts its power. Cn
this head the following directions appear useful.
Consider carefully whether the subject admit the
patheuck and render it proper ; and, if it do, what pazt
of the discourse is most fit forit. To deter ‘mine these
pomts belong to good sense. Many subjects admit
fot the pathetick | and even in those that ave suscep-

nble ofit, 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 favout the undu‘sta.ndmg and_judgment

o .
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The hearers must be satisfied that there are suﬁ'xcxent
grounds for their engaging in the cause with zealand
ardour. \Whgn argument and reasoning have pro-
duced their full effect, the pathetick is admitted with
the greatest force and propriety.

A speaker shquld cautiously aveid 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 correspanding objects ; and without sctting
- 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 when a speaker -
shews us that thesc are noble dispositions, and that it
is our duty tofeel them; nor when he excl.umsagamst

-us for ourindifference and coldness. Hitherto he has

addressed only our reason or conscience. He must
describe the kindness and tenderness of our fmend
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 gratxtude or

compassion begins to flow, The basis, therefore, of

* all successful execution - m pathetick oratory, is te

paint the object of that passion which we desire to
raise, in the most natural and striking manner ; to
describe 1t with such cucumstances as are hkely to

’ awaken it in the minds of others.

To succeed in the patheuck, it is necessary to at:
tend to the proper’ language of the passions. This, if

" we consult nature, we shall gver fnd is unaffected and

simple. It may be avimated by bold and strong fig-

~ 1
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ures, but it will have no ornament, er 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 ceolness; the other must ahways be

_ rapid and ardent. Inthe formes, art and labowr may -
be suffered to appear ; in the latter no proper effect
can be produced, wnless it be the work of nature only. -

Hence all digressions should be avoided which may
interrupt or turn aside the swell of passion. Hence
compasisons are always dangerous, and cemmonly
. quite improper in the midst of the pathetick. Itis
also to be ebserved, that violent emotionis canvot be

lasting. The pathetick therefore shoald not be pro-
longed too much. Due regard sbonld always be pre-

-served: to wigst the hearers will bear; for he who at- -
lem{yts to earry them farther in passicn than they
will follow him, ftustrates his purpose. By endeav-
ouring to warm them foo much, he takes the sorest
‘methed of freczing them completely.

~ Coucerning the peroration or conclusion of a-dis-
course, a few words will be sufficient. Sometimies the

whiole pathetick part comes in most properly at the

sonclusion, Sometimes when the discourse has been

_ altogether argumentative, it is proper to conclude -

with summiog up the arguments, placing them in
ene view, and leaving the impression of them full

and strong. on.the minds of the hearers. For the

gréat rule' of a conclusion, and what nature obviously

suggests, 1c, place that last on which you cho@sa to -

xrest the strength of your cause.

ln every kind of pubhck speaking 1t is xmpot et
to hlt the precxse time of concluding; to bring the
dlsmurse ,ust toa poun:, neither ending abruptly and

A e Al
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: ﬁnetpec&cd!'y, nor disappointing thg%miudati@n'a‘ﬁ "

*

" the hearers,when they look for the end of the discourse.

“Ths speaker should always close with-dignity and

- spirit, that the inipds of the hearers wray-be left warm,

and that they miay depart with a- :l?awom-abl-e nnpresslon
of chc subject and ‘of hrmsel«f ‘

<

| e

-Prorunciation or J)elz‘vhy. S
T ux great 'objects to which every publick °
speuketrshoyid Trect his dttention in forning hisdeliv-
ery, are; fir:t, taspeuk 50 asto be fully andcasily under-
stdod by his hcarers ; and next, to expresshimiself with |
suth grace and energy &s to please and tomove them.
“To be filly ahd easily understood, the hief requi-
sites are; a die degrie of loudness of voice, d:stmct- .

. ness,'slowness, dhd proprivty of pronunciation.

To be heard is undoubtedty the first requisite. The
sptaker thustendesvour tofill with his voice the space

- octupied by the assenibly. Thodgh this powerof voicg

isin-a great measure. o natutal talent, it may receive
considerible assistance from art.' Much depends on'the

- proper pitch and nranagemrent of the voice. “Everyman

hasithiree pit¢hes in his voiee ; ‘the ‘high, thewlmd’dle,

wad:the tow. ‘The high is used in-calling dloud to

‘spne one at a diétance; the lb-dmppmaches to a whis-

“per; the middle is that which is employed in common
‘convérsation, and “vhich ‘shoufld generally be'used in_

publick 'speaking. ‘For itis a great error to suppose .

‘that'the highest pitch of voiee is Yequisite torbe wéll
‘heard by a'great assembly, Tﬁ!ﬁ'lﬁ coﬁfoug&nggw?
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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 rendercd louder witbout aitering the
key ; and the speaker will always be able to give most
body, most persevering force of soynd, to that pitch
of veice 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 utiercd 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 heBe within the reach of our voice. ..

This is the casein pubhck speaking, as wellas in com-
mon cotversation. - But it must be remembered, that
speaking too loudly is peculiarly offensive. The caris
wounded when the voice comes upon it in rumbling,
indistinct masses; beside, it appears asif aséent were
dernanded by mere vehemence and force of sound.
Tobeing well heardand clearly understood, distinct-
ness of articulation is more conducive, perhaps, than
" mere loudness of sound. The quantity of sound requi-
_site to fill evena large space, is lessthan is commohlf
supposed ; with distinct articulation a man of a weak
voice will make it extend farther than the strongest
_veice can feath withoat it. . This therefore demands

)
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’ peculn attention. The speaker mustgive every sound
its due proportion, and make every syllable, and even

. every letter, be heard distinctly. Fo succeectin 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 ; H and it enables the
speaker to swell all Lis sounds with more energy an
more musick. It assists him also in preserving a duc.
command of himself; whereas a rapid and hurrxed .
manner excites that flutter of spirits whxch is the
greatest enemy to all right execution in oratoty. _

To propriety of pronunciation nething 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-
ciatien. 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 syllabje bya stronger percussion,and to pass more

- slightly over the rest. The same aceent should be given
to every word in: public speakmg and in common dis-
course. Many persons érrin this respect. When they
speakin publick and with solem#iity,they pronounce dif-
ferently from what they do at other times. They dwell
upon syllables, and protract | them ; ; they mnluply ac-
cents on the same word, from a false 1dea thatit gwe. i

. .
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gravity and force to their discourse, and increases the
pomsp of publick declamation. But thisis one of the
greatest faults which can be committed in pronuncia-

Alon; it constitutes what is termed a theatrical or
mouthing manner, and gives an artificial, affected air
to speech, which detracts greatly from its agreeable-
ness and its impression.

e shall now treat of those hlghcr parts of dehvery,
hy studying which a speaker endeavours not merely to
vender bimselfintelligible, but to give grace and force
to what he utters. These may be comprehended under
four hepds, 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. Toacquire the proper meanagement of empha-
. sis, the oply rule is, study toacquire a just conception
of the force and apirit 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
properemphasis,before they were pronounced is pub-
lick ; marking at the same time the emphatical words
ip every sentence, or at least in the most important
“parss of the discourse,and fixing them wellin memory.
A caution,however, myst be given against multiplying
emphatical words too much. They becomie striking,
, only when used with prudent peserve. 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 soou fail to excite

“the attention of his hearers.

. . ) c . .
‘ B : z
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Next to emphasis, pausg demands anentxon 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 by.a pause of this nature. Such
pauses have the same effect with strong emphases,
and are subject to the same rules; especially to the
cavtion just now given, of not repeating them too
frequently.  For, as they excite uncommon attention

- and consequently raise expdctation, if this be net fully -
answered, they occasion disappointment and disgust. -

But the most frequent and the principal use of pauses
is, to mark the divisions of the s¢nse, and at the same
time to permit the spﬂ'\kei' to draw his breath; and
the proper management of such pauses is one of the‘
1cost niee and difficult articles in delivery. A proper
command of the breath is peculiarly requisite. To
obtain thisy every speaker should be very careful to .

~ provide a full supply of breath for what he is toutter. .
- 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.

* Pausesin pui)lick 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; fxp:n perusing ‘books according to
com mon punctuation. Punctuatxon in general is very

ya
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arbitrary ; often capricious and 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 net only be
made in the right places, but also be accompanied by
nropér 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
enly a slight and simple suspension of the voice is pro-
per; sometimes a degree of cadence isrequisite ; and

" sometimes that peculiar tone and cadence which mark
the conclusien of a period. In all these cases a speaker
is to regulate himself by the manner in whick he
speaks,when engagedin earnest discourse with otheYs.
In reading or reciting verse, there isa pecuiiar diffi-
cuity in making the pauses with propiiety. There
are two kinds of pauses,which belong to the musick of

- verse ;. one at the end of a line, and the other in the
_middle of it. . Riryme sdtvays rendzrs the former sen-
sibie, und compels observance of it in pronunciation.

- lu Llank 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 sensc'st'mu}d 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 (one must be cau-
tiously avoided. The close of a line, where there is.
" » Mause in the meaning, should be marked only by
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so slight a suspensipn of sound, as may distinguish the
passage froam one line to another, without} mjurmg the
sense.

- The pause in the middle of the line ﬂlls 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 Solymé{ begin the song, |
To heavenly themes sublimer strains helong.

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 c&sural pause ; we then
perceive a conflict between the sense end sound,
which renders it difficult to read such lines. gra«.efu'lly,_' '
In such cases 1t is best to sacrifice sound‘ to sense.
For i instance, in the following lines to Milton :

- What in me is dark,
mumme. what is low, raise and support.. . -

The sense clearly d;ctates the pause after ¢« ﬁiu-
mine,” which ought to be observed ; though, if mel-_
ody only were to be 1egarded, « illumine” should be

* connected with what follows, and no pause made be- .

fore the 4th or 6th syllable.. So also in the follpwing
line of Pope’s Epistle to Arbuthnot :

X sit; . with sad- civility I read.

The ear points out the pause as &xllmg after ¢ sad,”
the fourth syllable. But to separate sad” and
“ civility” 'would be very bad reading. The sense
aﬂows no other pause than after the second sy llable, '

« mt 3” which therefore is the only one to be observed.
. ‘ ﬁ LI
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We proceed to treat of tones in pronunciation
which are diffcrent 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 hm nearly, has an eloquent or per-
suasive tome and manner. But, when a speaker de-
parts from his natural toue of expression, 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 isinstantly to
lay aside the veice with which he expresses himselfin
private,and to assumea niew,studied tone,and a cadence
altogether diffcrent from his natural manner. This
bas vitiated all delivery, and has given rise to cantand
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 take 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 upon the minds of his hearers.

- Tt now remains te treat of gesture, or what is cal}-
«d action in publick discourse. . The best rule is, ate.
tend to the looks and gesture in which earnestness,
indignation, compassion, or any other emotion, discov*’
‘ers itself to mostadvantagein the comimon intercourse
of men ; and let these be your model. A publick
" speaker must, however, adopt that manner which is
- Mmoet natural fo Wimself. His motions and gestures’

-
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- oug'ht all to exhibit that kind of expression which na~

ture has dictated to dupt*gnd, unless thls be the
case, no study can pl’iﬁﬁtk eir appearing stiff and
forced. But, though natugf is the basis on which
'eg.e,ny grace of gesture muj f be founded, yet there is -
“room for some improvemygits of art. The study of
action consists chiefly inf fuarding against awkward
and disagreeable motions, and in learning to’ perfox m
such as are natural to the speaker, in the most grace-:
ful manner. Numerous are the rules which writers-
havé laid down for the attainment of a proper gcsticu-
lation. Bat written instructions on this subject can be
of little service, - To become useful, they must be ex-
emphﬁed A few of the simplest precepts, howevery
may be observed. with advantage. Every speaken’
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 1 nearcrs, which is a natural expression
of eamestness The countenance should correspond
with the nature of the discourse; and, when no par~
ticular emotion is expressed, a serious and manly look"
isalwaystobe preferred. The eyesshould never be fix~
ed entirely on any one object,but move easily roundthe
audience. In motion, made with the hands, consists -
the principal part of gesture in speaking. Itis natus
tal for the right hand to be employed more frequently
than the left. Warm emotions requiré the exercise”
_ eof them both together. Butsiwhether a speaker gestics

" . ulate with one, or with both his hands, it is important

that all his motions be easy and unrestrained, Naee

oo
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row and confined movements are usually ungraceful .
and conscquently motions made with the hands,
should proceed from the shoulder, rather than frosn
the elbow. Perpendicular movements are to be avoid-
ed. Oblique motions are most pleasing and grace-
ful. Sudden and rapid motions are scléom good.
Earnestness can be fully expressed without their as-
sistance. .
We cannot conclude this subject without earnestly
- udmonishing every speaker to guard against afiecta-
tion, which is the destrucdon of good delivery. Let
his manner, whatever it be, be his own ; neither imi-
tated from another, nor taken froin some imaginary
model, which is unnatural to him. Whatever is na+
tive, though aitended by several defects, islikely to
please, because it shows us the man ; and because it
has the appearance of proceeding from the heart. - To
attaixi, a delivery extremely correct and gracefuly is
what few can expect; since so many naiural talents .
must concur in its formaticn.  But to acquire a forci-
bi; and persuasive manner, is within the power of
most persons. They need enly to dismiss bad babits,
sollow nature, and spcak in publick as they do in pri~
vate, when they speak in earnest and from the heart.

Means of improviag tn Elsgucence,
i .

t TO those who are anxious to excel in any of
the higher kinds of oratory, nothing is shore uecessary.
than to cultivate habits of the several virtues, and to
Tefine and improve their moral feelings. * A true oras.
ta¥ must possess gentrous sentiments, warm fecl-.
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ings, and a mind turned toward admiration of those
great and high” objects which men are-by nature
tormed to venerate. Connected with the manly vir-
tues, he should possess strong and tender sensibility

to all the injuries, distresscs, and Sorrows of his fel-

low-creatures. o

Next to moral qualifications, which is most requisité
for an orator, is a fund of knowledge. There is no
art by which eloquence can be taught in any sphere,
witheut 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=
rjals 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 practicalreligion, 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 Whieh may. be
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 lie will find useful

" for embellishing his stylc,for'suggesﬁng lively images,
or pleasing illusions. History may be still more ad- -

vantageous ; as the knowledge of fasts; of eminent

B
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characters, and of the course of human aﬁairé, finds ~ .

place on.many occasions. Deficiency of knowledge
even io subjects not immediately connected with his
profession,avill expose a publick speaker to mary dis-
advantuges, and give his rivals, who are better qual-
ificd, a decided superiority.

To evéry ome 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 inceed is
not only necessary to a very valuable acquisition, but
itis designed by Providence as the seasoning of every
pleasure, without which life is doemed 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 te
excel in any art will be distinguished by enthusiasm .
for that art 5 which, firing his mind y"ith the object
in view, will dispose him to relish every necessary la-
bour, | This was the characteristick of the great men
.of antiquity ; and this must distinguish moderns wha
wish to imitate them. This honourable enthusiam
sheuld be cultivated by students io oratory. Ifit be
wanting to youth, manheod will flag exceedingly.

Attention to the best models contributes greatly to
improvement in the arts of speaking and writing.
Every one indeed sivould endeavou’ to have something
that is his own, that is peculiar to himself, and wili-

~ distinguish his style. Genius is certainly depressed, -
er want of it betrayed, by slavish imitstion. Yet no

4
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.- gen'us is so ot xyna), as not to receive xmprovement
from proper exemples in style, composition, and de-
livery. _ They always affotd some new ideas, and
serve to enlarge and correct our own. They quicken
the currept of thought and excite emulation.

In imitatin: ; the siyleofa favoumte author,a mate-
~vial distinctios ahoulc be observed between written and
" spoken language. These are in reahty two different
modes of cominunicailng ideas. 1n books we expect
correctness, precision; all redundancies pruned; all
repetitions avoided, language completely polished.
Speaking allows a more easy, eopwus style, and less
confined by nale rcr\etmons may often be requisite ; ‘
parentheses may sometimes be ornamcntal; the same .
thought nust often be placed in €ificiint points of
view; since the hearers can caich it cuiy from'the
mouth ol the spcaker, and have net the ui?brtumty, *
as in reading, of turning back agam, and of contem-
. plating what they do not entirely comnprehend. Hence
,the stylc of many good authors would dppear stiff, af-
fected, and even ebscure, if transferred intoa 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 indce-g.l,"
such as that of the pulpit, where more accurate prepa-
ration and more stuilied style are allowable, would
admit such a manner better than® others\, which are
expected to approach nearer to extemporaneous spcak—
‘ing. But still there is generally such a difference be-
tween a composxuon, intended only to be read, and
one proper to be spokcn, as should caution us agamst
a close and iinproper imitatien.

The composition of some authors approaches pear<
er to the style of speéking than/that of Qﬂ\e"y and

-
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they may therefore be imitated with, more safety. .In
our own langusge, Swift and Bohng\q-om are of this_
description; The former, though corre@®;-preserves
the easy and natural manner of an unaffected speaker.
The style of the latter is more splendid ; but still it s ’
the style of speaking, or rather of\declamatien. 4
Frequent exercise both in composing and spegkingis
. anecessary mean ofimprovement. That kind of com- )
position is most useful which 1s 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 toit. At the
same time they shouid be cautious not to allow them- ~
selves to compcese negligently on any occasion. He
who wishes to write or speak correctly, should in the* - '
most trivial kind of composition, in writing a letter,”
* Jor. even in common conversation, study to express
» himself with propriety. By this we do not mean that
he is never to write or speak, Lut in elaborate and ar-- .
tificial language. This would introduce stiffness and ﬁ
- 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 performanee of 'd_u; ,
same thing. . The becoming manner is often the most
light, and sczmingly most cureless ; but taste and at-
_tention are requisite to seize the justidea of it: That
idea, when acquired, should be kept in view, and up- _ . !
on it should be formed, whatever we write or speak. V
. Exercisesin smahng havealwaysbean recommend-
ed to students ; and, when under proper regu]atlon, {
_must be of great use. - Those publick and promiscueus .- : .
soc&euesm which numbers are brought together who i

-
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are freguently-of low stations and occupations ; who.

- are e,onnceted‘ by no common hend of union, except

A ridicalous rage for publick -speaking, and Hure nio,
i other object in’ view-than to exhibit their supposed:
i talgnts are‘institutions.not only useless, but injuri-

ous.. They are calthlated to become seminaries of

licentiousnesy, petulance, and faction, Even the al--
lowable meetings into which students of oratory may
form tbemselves, need dir¢etion in order to render -

them useful.- Iftheir subjects of discourse be intprop-

. erly chosen; if they support extravagant orindecent.

‘topicks; ifthey indulge themselves in loose and flimsy

" deglamation; er accustom themselves without prepa- -

ration to speak pertly onall subjects,they will unav ‘oid-

- ably acquire a yery faglty ond vicious taste in speaking. <
W should therefore be recommended to all those who.

are giembers of such sqcieties, 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 mnorals and taste, to action and life.
"They should also be temperate in the practice of
. speaking ; not.to.speak top often, nor on subjects of
which they are igmorant; butenly when they have

propé; materigls for a disceurse, and have- ‘Pprevicusly .
comsidered and.digested the subject. In speakmg 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 therpselves
- toa manly,cm rect,and persiasive manner of speaking.

‘It may newbe asked, of what use will the study of
" critical dhd rhetorical writers be to those who wish to
- excel in eloguence ? 2T hey ccrtatnly ought not to be

neglgcted and vet pclhaps very much cannot bg ex

Q
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pucted from them. Itis, 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 vhetorical writers
there is indeed one defect; they are too systematical.
‘They aim at doing too much; at reducing rhetorick
toa 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.  Dut 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 the first who toek Thetorick 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 and man-
ncrs of men, are to be foand in his Treatise on Rhet-
orick ; though in this, asin 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. “T'wo of them still-
remain, Demetrius Phalerius, and Dionysius of Hafi-
carnassus.  Both wrote on the construction’of senten-
'ces, and deserve to be consulted ; pattnculaﬂy Diony-
sius, who is a very accurate and Judicxous critick.

“{’o recommend the rhetorical writings of Cicerofs’
mpurﬂuous. \Vhatever on the subject of eloquence :
is s«wgcsted by so srreat an orator, must be worthy of
attention, His most extensive work on this s‘bject is
that De Ora:orc. None of }ns wr itings are- ‘more

_highly ‘finished than this treatise, ‘The dialogueis
volite ; the charac&e;s are well supportr.d, and the
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imanagement of the whole is beautiful and pleasing.
The Orator.ad M, Brutum is also a valuable treatise ;
-and indeed through all Ciccro’s rhetorical works are
. displayed those sublime ideas of cloquence, which are
calculated to form a just taste, and to inspive that en-
thusiasm for-the art, which is highly conducive to ex-
cellence. '

But of ail ancicnt writers on the subject of matol v
the most instructive and 1nost useful is Quintiiian,
His institutions abound with good sense, and discover
a taste in the highest degree just and accurate.  Al-

‘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 polishzd language.

e

" Gumparative Merit of the ducients and Modaemee——

A VERY cuious question has been agitated

_with rvegard to the comparative mevit of the ancients
and moderns. In France, this dispute was carried on
with great heat between Boileau and Madame Dacicr
_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 reflections upon it may be
useful.. . -
To decry the ancient classicks is a vain attempt.
_Their reputation is established upon too solid a found-
ation Yo be shaken. Imperfections may be traced in
their writings ; but to discredit theiv works in general
can. belong only to peevishness or prejudice. The
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approbation of the publick through so many centtivdes
establishes a verdict in their favour, froms which there
is no appeal. Co :

1n maitters of meere reasoning, the world may-te
long in error; umd systems of philosophy often have
a currency for-a time, and then dic. But in objeets
of taste theére is no such fallibility ; as they depend
not on knowledge and science, but upon sentirwent
und feeling. Now the universal feeling of mankind
must be right; Homer and Virgil therefore muat
soutinuc to stand upen the ssme ground which tHey
- Mhave so long occupied. .

Let us guard however against blind veneration for
the ancients, and institute a fair comparison between
them and the modexns. If the ancients had the p¥e-
eminence in genius, yet the moderns must have some
advantage ir all arts which are improved by the nat-
ural progress of knowledge.

Hence in natural philosophy,astronomy,chymisthy,
and other sciences,which rest upon observation of facth
the moderns have a-decided seperiority ovef the an«
¢éients. Perhaps too in precise reasnning, pillcedphery
of modem agesare duperior to those of sndesrne ;
faamore citensive literary intercoutse him oontisbuted
to sharpen the faculties of men. The moderns have
ulso the superiority in history and in politicat ktiow-
ledge:; owing to the extension of commerce, the dis-
covery of difforent countries, the superiout facility of
intercourse, and the multiplicity of events and-revolu-

- tiens which huve takon place i'n the workl. ;'ln po~ -
etry likewise. some advantages bave been painedtia’
point of regulgrity and aceuracy. In dramatick pep-
formances, improvements lmlc certainly been'made.
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« upon the ancient models. The variety of characters
13 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 -
art.and correctness, but less genius. But though this -
remark mayin generalbe just, there are seime excep-
tiens. frem it ; Mijton and. Shakespeare are. mfetmur
to no poets in any age. . - S

Among the-ancients were many circamstances fa-

‘ vourable to the exertions of genius. They travelled:
much in search of learning,and conversed with priests,.
posts, and.philosophers.  They returned home fall
of discaveries, and fired by uncomimon objects. Theit
enthusiasm was grenter ; and few being stimulated to
exeel as authorsy their fame was more intense ‘and
flattering. . In modern tirees good-writing is less priz:
ed. . We writewith-less effort. Printing has so mul-
tiplied books, - that- assistante is .easily procured:
Hence medioerity of genitisprevails. . Forise.beyond

. thisy amdrtesoarabove the erowd, is given to few.

. Inepiock poetryy Homer and Virgilare still usrival-
led, xmd orators, equal to Demosthenes and Cicero, we
have none. - b history; we have no modern narration
so elegant,so pieturesque,so animated,and i interesting,
as these of Herodotus, Thucydides, Xenophon, Livy,
Tacitus and Sallust. Qur dramas, with all their im-
prevements, are inferiour in poetry and sentiment to
those: of Sophotles and Euripides, : Wehave no comic
disloguethat equals the carreet, graceful. and elegant
simplicity of Terence. The elegies of Tibullus, the
pasterals of Theocmus,gnd the Iyrick pcetryof Horace,-

Q2
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are still untivalled. By those, therefore, whe wish to ¢
form their taste, hnd nourish their gérnias, the utfest
attention must be puid to the ancient classicks, beth
Gresk and Homan. :

After these reflections on the ancients an&modems,
we proceed to a critical exarmation of the most.dis-
tinguished kinds of composition, and of the charaoters
of those writets, whetherancient or smodern, who
have excelled in them. Of orations and publick is-
- courses much has already been said. The remaining

prose compositions may be divided into histofical

writing, pailosophical writing, epxstolary wrmng,
and fictitious history.

v E

H'szcrzt“l 15 r;tzhé

H ISTORY i3 a record of trath th the insruc-
tion-of mankind. Hence the great fequisites in a his-
torian are impartiality, fidelity, and accuraey. .~

In the conduct of historical detail the first:objest of
a historian . should be, to give his.work all pesaible
unity. History should not«comsist of wniconnected
parts. - 16s postidns should  be united by- soimre: con-
neeting principle, which will produce’in the smind an
jmpression of something that is oney whole amd-esitire. -
Polybius, though net anclegant, \meer; is resnaslmble
for this quality. .

-4\ historian should trage ncmméf.vmam theu
sources. He should therefore be well aeqasinted-with
‘human aature and politicks, His skidbin the fermer
will enable him to describe the characters ofieetividu-
uls; agd - his kuewledge of the latter to accotitit for

D
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the revolutidhs.of government, and the operation of
\ political causes on publick affairs. With regard to po-
_titical knewledge,the ancients wanted someadvantages
which are enjoyed Ly the moderns. Inancient times .
there vas: less: communicatien. among. neightouring
states 3 no intercourse by established posts,nor by am -~
bassadors at distant courts, Larger experience too.of
e different modes of government hias improved the
miodérn histerian beyond the historian of antiquity..
* ‘Itis hewever in.the form of natrative, and not by
diszertation,that'the historianis to impart bis politicnl
& knotviedge. Formal discussions expose him to suspi-
cion of being willingto accomtiiodate his faets to his
theory. They have also an air of pedantry, ahd evi-

. dently result from want. of art. For reflections,
whether moral, political, or philosophical, may be
insinuated in the body of a narrative.

- . @learness, order;: and oonmximate:pﬁmary wig-
tues in historical narratien. T'hese areattained whep
the historian is.complete master of his subject; can

‘see the whole at oneview; and eompiehend the de-
petdedoe of all ite parts.  History being a dignified
‘wpecies of compositiony, it should aléo be conspicuous
for gravity. There should be nothing mean nor vul>
- ‘par in the style'; no‘guaintness, no smartness, no af-

- fectatio®y no vit. - -A history showld Iizewise be iriter-

~esting ; and thig i is the quality. which. chicfly disum
guishes a writer of genius and eloguence. i
Tobe interesting, a historian must preservea medf
um bétweeh rapid recital and prolix detat. He should
kriow whehi to be concise, and when to enlarge. He
shoult make a ‘proper selection: of circumstances.
“These give dife, body, and colouring to bis narration.
They constitute what is termed historical painting.

.
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In all these virtues of narration, particularly in ple-
turesque description, the ancients eminently excel.
Hence the pleasure of reading 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 bolde .

_One embellishment, which the moderns-have laid
asi&:, was employed by the ancients. They put grae
tions into the moutks of celebrated personages. By
these, they diversified their bhistary, and conveyed
both moral and political instruction.. Thucydides ¥
was the first who adopted this method ; and;the ora-

" tions with which his history abounds, are valuable re-
mains 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 3re more chaste when on
great occasions the historian deliversdn his owm per-
son the sentiments and reasonings of oppesitepartics.

Another splendid embellishment of history is the-
dehneauon of charactz.rg These are consideredas
exhibitions of fing wmmg ; and hence the difficulty.’
of excelling in this provuxcg For characters may be -
too slnmng and lboured. _The accomplished histo-
rian avoids here to dazzle too much. - He is solicitous .
to glve the resem,hlance in a style equally, remoxed
from meanness and aﬂ'ectauon He studxes the gran-,
deur of sxmphcltv. .

‘Sound morality should always relgn m ;uaoty A
historian should ever show himself on the side.of virtne. .
It is not, however, hxs proyince,to dchver ‘moral in-
‘-’“‘“Chons ina formal mannep,  He should exgite - -

.

s .
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dcgnamn against the designing 4nd the Vicious; ahd .
by appeals to the passions, he will net'énly ¥nprove

- his reader, but take away froin the nami‘al coolnesa

‘of -historical narfation. - K
o modern times historical fenius has shone most

“in-Italy. * Acuteness, political sagucity, and wisdom
_ areall conspicuous ib Machiavel, Guicciardfn, Davila,
* Bentivogiie,and Father Paul. In Greéat-Britain histo-

1y kas been fashionable only a fe® years. For. thoagh
Clarendon and Burnetare conisiderabile historians, they
‘are intetiowr to Hame, Robertson, and ‘Gitbon,

* - The mfefior kimds of histerical tempositiSh are an-

Dals, memotrs, and fives. Anmalsare 4 éollection of
facts in cronvlogical order ; and the properties of an
annalist are fidelity and distiictness. Memoifs aea
species of composition;in which an author pretendsnbt
to give u compltte detail of facts, -but snty to récokd
what hechimaelf knew, of wds conedrned ib, of Wht
iliustrates the conduct of sorse person, o some tiahes

. aetion ‘whieli he ‘elicoses “for hia'subject. R b fidt
- therefove expected of Such a writer, thathe posséssitlie

same profound researgh, and those superiour talents
which ate -réquisite in 'a historian’ Tt is chielly ¥é-

~-quired of hm that he be sprightly and interesting.

The French during two ¢enturics have poured forth a

-flood of memoirs; the taost of which are little more,

than agreeablé tfiﬂ'es - We must, however, except
from this censure the memoirs of Cardinal de Retz,4
“and thoee of the Duke of Sully. ' The formdr J;mn to
_a‘hvely'narmtive great knowledge of human natifre.
The lotterdeserve very particular praise. “They ap-_
prmh to the usefulness and dignity of le gmm'\te his-
“tory.. They arc fulbof virtue ind ggod sense ; andare
well calcu'hted to form both the head Sahd henﬂrbf



190 PHILOSOPHICAL WRITING

‘these who are designed for publick business and. h:gh
“stations in the world.
Biography is a very useful kind of compositien ;
‘Jess stately than history ; but perhaps not less instruc-
tive. Itaffords full opportunity of displaying the char-
acters of eminent men, and of entering into a thorough
acquaintance with them. In this kind of writingy
Plutarch excels ; but his matter is bettcr than his
manner; he has no peculiar beauty Ror elegance.
His judgment and accuracy also are someiimes taxed.
But he is a very hamane writer, and fond of display-
‘ing grett men in the gentle lights of retirement.  *
Before we conclude the subjéct, it is-proper 1o ob-
serve, that of late years a greatimprovement hasbeen
introduced into historical composition. - Mere particu-
-lar attention than formerly; has been given to Jaws,
. customs, commerce, religion, literature, and to every
. thing that shows the spirit and genius of,nagjpns. 1t
.is now cqnceived that 3 bistarian ought to.- illustrate
.mnanners as well as faggs and events.. Whatever dis-
plays the state of mankind in different periods ; what-
-eyer illustrates the progress of the human miad,.is.
more useful thay details of sieges and hatules.
oem
 Philasgphical Writing and Dialogue. -

LIS OF philosophy the professed design is instruce
Udon. With the philesopher therelote: style, form
and dress are inferiour objects. Bnt they must. not
be wholly neglected. . The same truths and reasen-

' ings, delivered with elegance, will- smkc more than
in'a dall and dry mavner. (. ;
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" Beyond mere perspicuity, the strictest precision
and accuracy are required in a philosophieal writer;
and these qualities may be possessed without dryfiess.
Philosophical writiag 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 philosophieal treatises, composed

~ with much elegance and beauty. Seneca is too fond
of an affected, brilliant, sparkling'manner. Locke’s
Treatise on'Human Understanding is a' modet of &
}e!ealr»and distinct philesophical style. In the wiitings
of Shaftesbury, on the other hand, philefopby is
dressed up with too much ornament and finery. ~ -
Among the ancients, philosophical writing often‘as:’
_sumed the form of diulegue. ~Plato is eminent for the
beauty of his dialogues. In vichness of imaginatior®
no philosophick writér, anciéntor maderi, is equal to

,

him. -~ His only fault is the éxcessive “fertility of his .

imagination,which sometimesebscures his judgment,
and frequently carries him inta allegory, fietion, en¥
thusiasm, and the airy regiona-of mystical theology:
Cicere’s dialogues are not so spirited and characteris-
tical as those of Plato. They are hovévef‘agrtcablé,’
. and well supported ; #nd 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 beén imitated by several modern writers! Fon-
tenelle has written dialogues, which are sprighitly and
agreeable; but his characters,whoever liis personagds:
be, albecame Frenchmen. Thedivine dialoguesof
Dr. Henry More, amid the academick stiffness of the
age, are often remarkable for ¢haracter and vivacity,
BishopBerkley’sdialognes areabstract,yet perspioueus.

-~
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lﬁlu'c{olmy W rc'lino. .

I N epx;tolary wrmng we exp:ct ease and famll-
xamy and much ofits charm depends on its introduc-
’ ipg us into some acqummance with the writer. Its .
f}mdamenml rcq\uutcs aye nature and umphcnty,
spnghthncss and wit. The style of letters, like that
of conversation, should flow eadly. It ought to be’

neat agd correct, but nomore. Cicero’s cplstle! are
.the most valug))le qo:lcc.tzon of letters, extant m any
lanwge They are composed with purity and ele-
nce. but without the least affectation. Several let-
tery gf l,ord Bohngbroke and, of Bichop Atterbury are
muteu! In those of Pope thereis generally tao mu_ch
q.udy ; and his’ letters to ladies in particular are full
of affectation. Those of Swift and Arbuthnotate
vmttcn with ease and s:mphcxty Ofa fauulnar cof-
letters of Madam de Sev:gne l’hey are casy, varxed,
lively and bcautnful Tte letters of Lady Mary Wort-
ley '\Iontague, are jm haps more agreeablc to the»
cpxstolar! stylc, than anx in the Enghsh languagc

3 Doers o e ! . ‘~ »ﬁ' - P i
v : Eamnr Hatary
TH[S sgf.ctqs o£ compos:tloq mclqdea a vel;y
nymerpus, and in general a very insignificant class of
writings, called ramances and novcls. Of these how-.
euer the influence is kaown to e great both omr the,
morals and taste of a natiap, Notwithstanding thq bod
z:;:s  t0 which this mode of wiiting 1s applied, it might
%Jaxed ﬁt very useful purpoacs Romam;el ang

B Y
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novels describe human life and manners, and discover
the errorsinto which we are betrayed by the passions.
Wise men in all ages have used fables and fictions as
vehicles of knowledge ; and it isan observation of
Lord Bacon, that the common affairs of the werld
~are insufficient to fill the mind of man, He mdst
ereate worlds of his own, and wander in the reg‘ionjs’ -
of i 1maomatmn. . )

All pations whatsoever have dlscovered a‘Iove of
fiction, and talents for inventicn, The Indiansy Pers?
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 asstimed’
an unusual form, from the prevalence of cb:valr)
Romances arase, and carried the marvellous to its
summit. Their kmﬂ'hts werc patterns not. on!y o?
the most heroic couxafre, but of religion, generorxtv,
courtesy and fidelity ; and the heroines were no less
distinguished for mode esty, (leln.acy and dignity of
manners.. Cf these romances, the most perfect mio-
del is the Orlando Furioso. But as magick and en-
shantment-cane to be disbelieved and ridiculed, the
chivalerian romnances were discontinuzd, and were
succeeded by a new specics of fictitious writing,

Of the second stage of romance writing. the Cleg-
patra of Madame Scuderi and the Arcaasa of SirPhitip
Sydney are good examples. In these, howeven, there
was still too large a proportion of the marvcions ;
and the books were tov volumincas and tedious.”
‘Romance writing appeaved thercfore in ‘a2 new Yorm *
and dwindled down to the familiar novel. Interesting
situations in real life are the grouud-work of novel

‘writing. Upon this plan, the French have produced
. B oonles e e
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some works of considerable merit. Such are the Git
Dlas of Le Sage and the Marianne of Marivaux.

In this mode of writing, the English are inferiour
to the French; yetin this kird there are some per-
tformances which discover the strength of the British
genius. No fiction' was éver better supported than
the Adventures of Robinson Crusoe. Fielding’s no-
vels are highly distinguished for humour and bold-
ness of character.  Richardson, the writer of Claris-
83, is the most moral of all our novel writers ; but he
possesses the unfortunate talent of spinning eut pie-
ces of amusement into an immeasurable length. The
trivial performances which daily appear under the
title of ives, adventures, and histories, by anonymous
guthors, are most insipid, and, it must be confessed,
often tend to depiave the miorels, and to encourage
dissipation and idlencss.

3 ) =e= 7 .
Nature of Poctry....Irs Ovigin and Progress....
. 4 Versification.

WHAT, it may be asked, is poetry ? and how
does it differ from prose ! ? Many disputes have been
namtmued among criticks upon these questions.
The ebae[\"e of poetry is supposed By Aristotle,

" Plato, and others, 'to consist in fiction. ‘But'thisis

.

00 fimited a description. Many think the character-
1s ick of poetry lics in imitation. Bat imitation of

. manners and characters may be carm:d on in” proso

as well as in poetry.

Perhaps the best definition is this, ¢ pottry is the
« language of passion, or of .enhvened ;magmatnon.
% forincd most commorilyi nto regular mumbers.” 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 t?at he ad-
dresses himself. It is by pleasing and moving;, that
he aims to.instruct and reform.

Poetry is older than prose. In the DLeginning of"
society there were occasxons upen which men mct
together for feasts and sacrifice s, when musiclk, danc-
ing, and songs were the chicf cutertaipment. The -
meetings of American tribes are distinguished by
musick and songs. In ongs they celebrate their re-
Jigious rites and martizal aclicvements ; and in ¢ suclr

" sougs we trace the beginning of poctick composx'..(,r;

_Man is by nature botl a poet and musician. The
same impulse wluch produced a poctick styie, pr omp‘ ,
ted a-certain melody or modulation of sound, suitcd
to the emotions of joy or grief, love or anger. Au-
sick and postry are united in song, end mutually as-
sist and-exalt gach other. 'The first poets sung their
0N verses. Ience the origin of v ersxﬁcatlon, or the
mangement of words to tune or mc}g’ﬁ

Poets and sgngs are the first objects that make their
appearance .in all nations. Apollo, Orpheus and
Amphion were the first tamers of mankind among
vthe Greeks, The Gothick nations had their scalders,

or poets. The Celtick tribes had their bards. Pocns
and songs are among the aanumes of all countries ;
and, as the eccasions of their being composed are
nearly the same, so they remarkably resemble each
otherinstyle. They compiize the celebration of gods

. and heroes, and victories. They zbound 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; butin the -

-
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;;rogrcss of society, poems assumed their different
regular forms. Time separated into classes the sev-
eral kinds of poetick composition. The ode and the

» clegy, the epick poem and the drama, are 2l redué- .

ed to rule, and exercise the acutencss of criticism.
foes 3
English Vererjmtwn

N ATIONS, whose language and probungia-
¥on wure musical; rested their versification chiefly ox
the quaztities of their syllables; but mere quantity
‘has very little effect in English verse. For the differ-
ence, nade between long snd short syllables ia gur
manncr of pronoutcing them, is very incofisiderable.

The only perceptible difference among our syHablés

" arises from that strong percussion of voice which is
termed accent. This accent however does nol alwajs
“make the syllable longer, but only gives it mere
force of sopnd and it is rather upon a certain order
ind succession of accented and unaccented syllsbles,

than upon their quantity, that the melody of our versé
depends . :

In tlie constitation of our verse there is another
essential circumstance. There is the casural pause,
Which falls near the middle of each line.” This pause
may fall after the fourth, fifth, sixth, or seventh sylla-
+l¢ ; and by this mean, uncommon.variety and rich-

ress aré added to English versification.

. Our Englishverse i of ITambick structure, compes-,

ed of a nearly aiternate succession of unnccented and
accented syiables. - When the pause falls earliest,that
1s, -afier lhe fourth tylable, the brxsksst ‘melody is

- J ;3
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thereby formed. Of this, the followmg lings.ffom '_
Pope, are a happy illustr auon : é .

~  ©On ber-white breast | a sparkling cross she'wore,

Which Jews might kiss [land infidels adore ; Coo

Her lively looks | a sprightly mind disclose,
Quick, as her eves, | and as.unfix’d as those.

2 *  Favours to none, | to all she smiles extends ;

Oft she rejects, | but never.once. Qﬁ‘mds.

- When the pause falls after the fifth syllable, dividing
the line into tyo equal portions, the melody is sensi- .
kly altered. The verse, losing the brisk air of the:
former pausc,~bccomc5 more smooth and flowing,

" Rternal sunshine {of the, spotlew mmd .
Bach grayar accepted, |'and each wish rcsn,,n’d

~\Vhl.n the pause fotiows the sixth syllable, the mel-
. ody.becomes grave. Tlf niovement of the verse is
move sol¥mfl #had measured. . : . °
v The wrath of Peleus’ son, [ the direful spri ing -
Dfﬁthe m woes, | O.goddess, Npge

The grawe chence Becomes still. more ccnnh.e
when the pause follows the seventh-sylluble.  This .
kmd of verse hawever seldom cccurs; and lts ei?ccf

t N

And in the smooth descnpnve ! murmur snl!
Long lov’d, ador’d ideas, ; all adieu. - . M

Ourbhnk verseisanoble, bp‘d and dxse,ncumbered.
mode of versification, It is {ree from the Tull close
which rhyme forces upon the ear at the end of every
couplet. ' Hence it is peculiarly suited to subjects cf,
dignity and force. Itis more favourable than.rhyme
to the sublime and highly pat.h"!'ck It is the most

- SR 2N
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proper for an epick poem and for tragedy. Rhyma |
finds itg proper place in the middle regions.of poewy 3
and blank verse is the bighest.

‘The present form of our English heroick rhyme in
coupletsis modern. The measure used in the days of
Elizabeth, James, and Charles I. was the stanza of
cight lines. Waller was the first who istroduced .
couplets; 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 cemmon i Dryden. In
ease and variety, IDryden excels Pope. He frequently
anakes his couplets run into one another thh some-

what of the frecdom of blank verse.
13

-

¢

Postoral Poetry. . .
IT w.,aé not before men had begih to #ssemble
in great cities, that the bustle bf courts'and large soci-
eties was known,that pastoral poetry assumed-its pre~
sent form. F rom.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 acquamb-
od ; afid in the'cpurt of Augustus, Virgil imitated lnm
. 'The pastoralis a very agtecable species of poetty.
Ttdays before usthe gay and pleasing scenes of natdre. ~
It recals objects which are ¢commenly thé delight of
ourchildhood and yoush. It exh:‘bxts o life with Whick
‘Wwe, adsociate-ideas.of i inndcence peace indleisures: I¢
fransports us-into Elysian regions. It presgnts manf -

. L
U
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. objects favourable to poetry ; rivers and mountams,

.meadows and lulls, rocks and trees, flocks gnd shep-
herds void of care. *
A pastoral poet is careful to exhlbxt whatever is

_most pleasing .in the pastoral state. He peints its
" simplicity, tranquillity, innocence, and happiness’;
..., but conceals its rudeness and misery. 1If his pictures -

be not those of real life, they must resemble it. This
is a general idea of pastoral poetry. But, to undexa-

-stand it more perfectly, let us consxder, . The
‘scenery : 2. The characters; and lastly, thc sub]ects
it should exhibit. :

The scene must alwavs t:e in the country 5 a.nd the
poet must have a talent for description. In thisxres.
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 distinets
ness. - It is not enough to have unmeaning groups of -
roses and violets, of birds, bréezes and brooks tluown
together. A good poet gnvcs«such a landscape asa

‘ pa?ntcr might copy. His ob'ects are particularized.

The stream, the rock, or the tree, g0 stands forth.as
to make a figure in the imagination, and give a pleas-»
ing conception, of the plate where we are. .

In his allusions to natural objects as ‘well as in pr0'~
fessed descriptions of the scenery,the poet must study
;ajricty. 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 withthe
emotions and sentiments he describes. Thus Virgil,
When he gives the lamentation of a despamng lover;
commumcates a gloom to the scene. ©
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Tantum inter densas, umbrosa cacymina, fagos, _
Assidue veniebat ; ibi hxe incondita solus

Montibus et sylvis studio jactabat inani. o

With re;gard to the charactersin Pastoralé, it is'not."
sufficient thiat they be persons residing in the country.
Courticrs and citizens who resort thither occasionally,
are not the characters cxpcctcd in pasterals. W e,
expect to be entertained by shepherds,or persons whol-"
1 engagcd in rural occupations. Thc shepherd must
é(, plam and unaffected i in his manner of thmkmg
An amxable simplicity must be the grounc.-work of bis’
charactcr ; though there is no necessity for his being
dull ..nd msnpld He may have good sense, and even
ﬁvacut) ; tender and delicate feelings. But he must
hever dg.x] in gcnctal reﬂ(.ctxons, or abstract reason-
mvs “hor in conceits of ~allantn ; for lhese are con-
sequences of refinement.  When Aminta in Tassois
disentangiing bis mistress’ hair fronythe tree,t6 which

" stivafé had bound it; he is made to say « Cruel free,
* how touldst thou injure that lovely hair, which did
“athee so much-honour? Thy rugged ttunk was not

#>worthy of €0 Idvely knots.. What advantage have

« thé-servams of love, i these precious'éhains dre
¢-common to them -ang to. trees?”’ -Strained seniti-"
Tnents, like these, suit not the woods. Thelangage of
rural personages is that of plain semse/and natural feel-
ing ; at in the following beautiful fimes of Virgil :
. Sepibas’ m*nastrw parvam tewrostida mala A
7. (Dux ego vester eram) villi cum hatre legentem ;

Alser ab undecimo-tum.me jam ceperat annus, .

. Jam fragiles poteram | a terra contengere ramos. .
- Ut vidi, ut pern, ut me malus absml:t error ! !

ix

The next enquiry iswhat are the proper sub_;ectsof
Pastorals ? For it is not enough that the poet nge us

&

v
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shepherds discoursing together. Every good poern

_has a subject that In some way interests us. In this
lies the difficulty of pastoral writing.” The.active
scenes of country 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
pasteral is most meagre in subject, and least diversi-
fied in strain.  Yet this defect is not to be ascribed
solely to barrenness of subjects. Itisin akreu mea-
.sure the fault of the poet. For hnmzm mature snd
human passions are much the same in evbvylkuaflou
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 ; H
their dxsquxet and felicity ; the rivalship of lovers;
unexpected successes and disasters; are all'proper
subjects for the pastoral muse.

_Theocritus and Virgil are the two grm fadxers of
pastoral writing. For simplicity of sentiment, har-
mony of numbers, and richness of scenery, the foy:
.mer is highly distinguished. But he sometimes de-
scends to 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 anclent poets. |, Sannazarius, however, a Laun
poet, in the age.of Leo X. attempted a bold innova- -
tion, by compesing piscatory eclogues, and changing
the scene from the woods te the seey and the character
from shepherds to fishermen, But the attempt was
so unhappy that he has no followers. The toilsome
life-of fishermen has notling agreeable to present to
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tho, imagination; Fishes and- marine productions
baye nothing postisal in thesn. Ofall the nredemeay;
Seesncr, 8 post of Switacrlsad, has been: the mcat
happy in pastorel composition. Many new.ideas e
iptroduced;in bis Idyls. Hissomery s striking, and
his descripsions lively. Heis pathetick, and writes
to the heart. Ncither the pastorals of Pope, nor of
Plilips; do much. honour to English poetry. The
pastorals.of Pope are barven ; their chief merit is the
gpwoothness of the numbers. Philips attempted 10
be mope simple and natural. than Pope ; but-weated
genius 10 sypport the attempt. His topicks, like
those of Pope, are beaten ; and, instoad of being nat-
urel er simple, he is flat and insipid. Shenstoue’s
Pastoral -ballad is one of the: most elegant poewms of
the kind in the English language.

In latter times Pastoral writiny has been extended

m “and'this is the. chiuf imrprove-

it the moderns bave made in it. Two picces of
Alis ind are highly eelebrated, Guayini’s Pastor Fido,
st the latter is. the peeforablo poem, because lesain-
suicate, and less affected ;. though aot whally free
frorg Italian xefinement. . Asa peems; howeven it has
great merit. The poetry is pleasing snd gentle, and
the Jtalinn langnage confers on it muoch-of that soft-
mwbwhumm&nothepastm S

. - - 'Khe Gentle Shepherd of Adan Ramsay is & pasto-
zaldm.ma whlgh wilt bear compazison with any com- -

position of.the kiad insny language. - To-tbis admi-
rable poem it is a disadvantage, that it-is written in
sheold rustick dialect of Scotland, which must soop be
‘shsolete; and it isa famherdam}vmtawe, that it ig
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farmed s0-entirely on ¢dre renval mannérsol S
that none; but » native of that conntry, can thor
understandand relishit. - It is full of matural: -
W, . and - excels in teriderness. of sentiment. - The
ohsracters exe well drawn, theincidents aﬁ'ecting, the
. Mery and-manners: lw&y and "ust
— __}

L _/nck Poetry

THE ode is a species of poetry, w}uch hau
mrach dignity, and in which many writers in every
age:heve distinguished themselves. Ode in Greek is
the same with song 'or hymn ; and lyrick poetry im-
phes that the verses are accompanied with a l)’le, or
mdsicalinstrurhent: In theé ode, poetry retains its
first form, and its original union with musick. * Sen-

timelits commonly eonstitute its subject.. Jt recitep

_netactiens.; ts spirit and the manmer of: its exceu-
* tion mark-its character. It adniits & bolder and meré
passionnte straih than -is-allowdd: #a  simple recital
Fhence the evthustaern that Belongs to it. - Hence that
rieglect of régularity,those digressionsy and: thatgdxs*
© obder, itis supposed to-admit.. -+ -
© Al odes may- be elassed underfourdonominatiops,
£.Hyrins addressed 16 Gody or composed on religious
‘siibjeits. ' 2. Feraick odes, which concernithe cele-
bratién of heroes and great actions. 3.. Moratmgl
pbﬂosap‘lncal odes, w«hu:h refer ohieﬂg to virtue,
friendship -and" h&mﬁ@y - 4. Festive:snd:amorous
odes, which are - cMated merely fcn amusumm"
and pleasute. ~ - T

" Esnthusiasm being tonadend asthe chanvteustzek :

éfthe ode, it has often degeneratedinto ficentiqusness:

P
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This species of writing ‘hus, above all others, been in-
fected by want ef order, method, and conmexier.
The poet is out of sight in a moment. He is s0 abc
rupt and eccentrick, o irregular and obscure, that we
cannot follow him. Itis not indeed necessary that the
structurc of the ode be so perfectly regular as the epick
poem. But in every composition there ought to be a
whole; and this whole should consist of eonnected
parts. The transition from thought to thought may

-be light and delicate, but the connexion of ideas should
be preserved ; the author sheuld 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
¢levation is moderate, not raptucus, Grace and gle-
gence are his characteristicks. He supports a maral
sentiment with dignity, touches a gay one with felici-
ty, and has the ait of trifling most agreeably. . His

. language 100 is most fortunate. ,

. Many Latin poets of later ages have unmwd hm
Cmmu', a Polish poet of the last cgntury, is of this
number ; and discovers a considerahle degeee of eri-
ginal genius and poetick fire. . He is, ,howexes, far
inferiour to the Roman in grageful expression. Bu-
chaman in some of his lyrick compositions is yery cle-
gant ard classical.

In our own language, Dryden s ode on St. Ceeiha
ia well known. Mr. Geay in some of his odewa cel- |
ebrated for tenderness. and sublimity ; and in Dods-
Tey’s Miscelanies are several very beautifui iyrick po-
#ms. Professedly Pindaric pdesare seldom intelligible.
Cowley is doubly hatsh in his Pindaric compositions.

. i
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His Aracreontick odes are happier, and perhaps the
most agresable and perfect of their kind,of all his
pooms. e

;_=.’ ‘
- Biductick Poctry.

O F didactick poetry, it is the c*xpress mténtion
te convey instruction and knowledge. It rmy be ex-
ecuted in different ways. The poct may treat somé
instructive subject in a regular work, he may inveigh
ag‘\mst particular vices, or make some moral obser~
vation$ on'human Tifé¢ and characters.’ . -

The hlgheSt speaes of didactick poetry is a regu-
1ar treatise on sorme p’hllowphrcal, grave, or useful
subject. “Such are the books of Lucretius d¢ Rerum
Natufa, the Georgieks of Virgil, Pope’s Essay on
Criticism, ‘Akenside’s Pleasures of the 'Imasiné\tion:
Armstrong on Health, and the Art of Poetrv, by
Horace, Nidh, and Boifeau.  * " ,

“"In alt such works, s instruction is the professed
dbject, the otitef mrerit consists in sound thought, just
principles, an& apt Hiustrations. Ttis nécessary how-
ever that the poet enliven his lessons by figures, incl"
dents, and poetical painting. Virgil in his Georgicks
eimbellishes the most trivial circumstancesin rurallife.
Wheri hie teaches that the labour of the farmer must,
"beg'm i the spring, he exprcsses hlmself lhus :

s U Vpre nove gelidus canis- cym monnbns humar:
quulwr, et Zephyro putris se gleba resolvit ;
‘ Dgprcaso incipitat jam tum mihi. Taurus arqtro
Ingemere, et sulco attritus splendescere vomere

s 1



206 DIDACTICK POETRY.

In all didactick-works such method is requisite, as
will clearly exhibit a connected train of instructian.
With regard to cpisedes and embellishments, writers
cof 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 conaect }m episodes
with his subject. In this, Virgilis eminent. Among
modern didactick poets, Akenside and Armstrong
are distinguished. The former is rich and.poetical ;
but the latter maintains grcater equality, and more:
chaste and correct elegance. . -

" Of didactick poetry, satires and eptst]u run into
the most fapnuar style. - Satire seemns to. have been
at firsta relick of- ancient comedy, :the gressness of
which was corrected by Ennius and Lucijius. At
dength, Haracebrought it into its profassed end ; and
vice and vicious.characters are the objects.of its cen-

. Thereare three different modes in whigh it
: has been conducted by the three great ancwm -aatir-
ists, Horace, Juvenal,; and Persius,

The satires of - Horace. have not much nkvmon
They exhibit a measured prose. Ease and; grace
characterize bis manner; and he glances rather 6t the
follies and weaknesses of mankind, than at their vices,
He smiles while e reproves:: He moralizes like a

sound philosopher, but with the politeness of a cour-

“tier, Juvenal is more declamatory and serious ; and
e R P R
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has gredter strength and fire.  Persius has distin-
guished himself by a noble and sublime morality.
Poetical epistles, when employed on moral or enit-
ical subjects, scldom rise into a higher strain of poét-
ry, than satires.  But-in , the: epistolery. formy :many
other subjects may be treated ; as lave, 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,
tegether with the harmony of Lis numbers. - 1is im-
itations of Moruge are so happy, that it is difficult to

say, whether the original or thé copy ought tohe

most admired.- o v

- Among. moral and: dtdac'xck writers, Dr. Ycuhg
ought not to be. pass¢d cver in silence, - Genlus ape
pears in all his works ; but his Universal Passioa muy

‘ . be considered as possessing the full merit of that an-

fmated conciseness, particularly requisite in satirical
and didagtick' compositions: - At the-same time it i3

tobe pbserved, that his witis often toa sparkling, and |

his sentences too pointed. In- his Night Thoughts
there is great-energy. of expression; saveral pathetick
passages; many happy .images, and many pieus re-

flections. - But his.sentiments. are ‘frequently over.

strained and turgid, and the style harsh.and obscure.
AN n-;».;.n_ﬁun n,.v;u;—..

IN descriptive poetry the highest exertions of
genius may be displayed. In general,indeed, descrip-.
tion is introduced as an embellishment, -not as - the.

e
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subjest of a regular work. 1t is the test of & poet’s
imagination, and always distinguishes an origimal
from a second ratc genius. A writer of an inferiour
class sees nothing new or peculiar in the cbject he
would paint; his conceplions are loose and vague;
and his expressions fechle and general.. A true poet
places an object before our eyes. - He gives it the col-
ouring of life ; a paimer might copy from him.

" The great art of picturesque desciiption lres in the
selection of circumstances. These ought never to be
vulgar or common. They should mark strongly the
object.” No general description is good ; al) distinct
ideas are formed upon particularss There should
also be uniformity in the circumstunces selected. In
describing a great object, every circumstance brought
forward should tend to aggrandize ; and in deacribing
a gay object, all the circumstakces shouid tend to
beautify it. Lastly, the circamstances in descriptien
should be expressed with conciseness and simplicity.

The largest and fullest descriptive periorgpance i
perbaps any language, is Thomson’s Seasons ; a work
which possesses very uncomwon merit. - The styleia

* splendid and strong, buf sometimes hersh and indis-
tinct. ¥e is an animated- dnd beautiful descrber
for he had a feeling heart and a warm imagimation:
He stadied pature withcare ; was énamoured-of her
beauties ; and had the happy talent of painting them
like a master. To show the power of a single well-
chosen cirgumstance in heightening a description, the

‘n’ler. whére, relaﬁng the effects of heat in the torrid
zone, hie is led to tale notice of the pesulencc. that
destroyed the English figet at Cavthagena, under Ada

miral Vernon. =~ .

-~
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You, gallant Vernon, 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 skore; -. .
Heard nightly. plung’d amid tha sulten:waves
The frequent corse,-
All the circumstances here selected tend to helght-
en the dismal scene ; but the last i image is the most
. striking in the picture.

‘Of descriptive. narration there are beauuful exam-
ples in Parnel’s Tale of the Hermit. The setting forth
of the hermit to visit the world, his meeting a com-
panion, and the houses in which they are entertained,
of the vain man, the.cevetous man, and the good man,
are 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 axéd '
the Penseroso of Milton. - 'l‘hey are the store-house
whence many succeeding poets have cnnched their
“descriptions, and are inimitably fine .poems. ,'lake,
for instance, the following hnes from the Penseroso : -
ve I walk unseen

On the dry, smooth-shaven green, '
To behold ihe wandering moon =~~~ " °
Riding near her highest noon y. = - - *-
And oft, as if her head she bow’d, -
Stooping through a fleecy cloud. . - :
Ofroneplst olaisiggrawndy . . . .,
I hear the far off curfew sound,
Oveér some wide watered shore
Swinging slow with solemn roar;
'« Or; if the air will oot permiit;

Some still removed place will sit, - -. -
s'3




A DESCRIPTIYER. PORTRY.

Where glowing embers through ths réom - -
Teach light to comnesfeit & gloon 5

. Tar from all resort of mirsth;,
Save the cricket on the hearthi,
Or the beliraan’s drowsy charm,
To Wless the deors from nightly harm ;
Or let my lamp a¢ idnight hetw, -
Be soen.in some Bigh lonelytower;, ~
Exploring Platoy to-unfold. .
What worids, or what vast regjons hold .
Th’ immortal mind, that hath forsoek
Her mansion in this fleshy nook ;
And of those demons, that are found
1n fire, air, flood, or under ground.

Here arc no general expressions; allis picturesque
expressive and concise. One strong point of view is,
exhibited to the reader and the i 1mpress}on ‘made, is
lively and interesting.

Both Homer and Virgil excel i in poctu:al descrip-
tion. In the second Zneid, the sacking of Trey is
so particularly described, that the reader finds him-
selfin the midst of the scene. The death of Priamis
a master-piece of description. Homer's battles are
all wonderful. ‘Ossian, too, paints in strong calours,
and is remarkable for touching the beart. _'AHe thus -
portrays the ruins of Balclutha: « I have seen the
« walls of Balclutha ; but they were desclate. ~ The
« fire had resounded within the halls ; and the voice
‘« of the people i how heard no more.” The stream
« of Clutha was removed from its place by the fall of
« the walls ; the thistle shook there 16 Totiely head ;
“ the moss whistled to the wind. The fox looked
“ out of the window ; the rank grass waved round his
% head. - Desolate is the dwelting of Moina ; nlence

“% in the-house of herﬁ\thers” i et

-
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Muelf of the beauty of descriptive poetry depends
upon a proper choice of epithets. ‘Many poets are
often careless in thid particalar ; henee the muléande
of unmeaning and redundant epithets. Mence the'
‘¢ Liquidi Fontes” of Virgil, and the 9. Prata Canis
¢ Albicant Pruinis” of Horace. ‘Toobserve that water
is liquidy and that snow is white, is littte Latter than.
rere tauvtology. Every epithet shouldadd a new ifda_m
to the word which it quahies Soin Muton

Who shall tempt with wandering feet '
The dark unbottomed, infinite abyss §

*. And thiroogh the palpible obscure irld out
HMis ancouth way ? Or spread his airy flighs,
Upborne with indefatigable wmgs,

Over the vast abrupt 7 :

The deccnpnon here is strengthened by the epi‘»,
thets. The wandeung feet, the unbottomed abyss,
the palpable obscure, the uncouth way, the indefati-
gable wing, are all happy expressions.

v

.'I%c Postry of the Hcérm

IN treating of the various. kinds of poutry, tlm;
of the scriptures justly deserves a place. The asered’
Books present us the most’ amcient tmonuments of -
poetry now extant, and farnish 4 curious subjett of
sritieism; ~“They display tire twste of a remotesgeand
country. . They exbibit a singular, but beautife) spe--
cies of compositionr; -and it must give great pleasure
if we find the beauty and dignity. of the style adequate.
to the weight and impartance -of the matter. Dr.
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Lewth’s learned treatise on the: poetry of the He-
brews ought to be peruséd by all. It is an'exceeding
valuable work both for elggance 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 gencral construction is singu-
lar and peculiar. It consists in dividing every period
into correspondent, for the most part intoequal 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- ]
timés contrasted with its opposite. Thus, ¢ Sing !
% unto the Lord a new song ; sing unto the Lord all
« the earth. Singunto the Lord, and bless hxs name;
® ghow forth his salvation from day to day. Declare
“ his glory among the heathen hlS wonders among

« all people.” .

This form of poetical composition is deduced from
the manner in which the Hébrews sung their sacred
hymns. These were accompanied with musick, and

- performed by bands of singers and musicians, who

alternately answered each other. One band inf:gan
the hy’mn thus: % The Lord reigneth, let the earth
* rejoice ;” _and the chorus, ot semi cliorus, took up-

the eorrespondmg versicle ; % Let the multitudes of
« thcgsles be glad thereof.”

, But, independent of its peculiar mode of mnm
tion, the sacred peetry is distinguished by the htghest-:
beauties of strong,concise,bold, and figurative expres-
sion. . Canciseness und.strength. are two of its must-
remarkabje. _characters. The sentences are always.

L e e . e A @ Cin
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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 m bolll and an-
imated figures, as the.sacred boeks. Metaphors,
comparisons, allegories, and.personifications, are par- -
ticularly frequent. But, to relish these figures justly,
we must transport ourselyes into Judea, and attend to
particular circumstances init. Through al} 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 wildérness and the
_ % solitary place shall be glad, and the desert shall re-
« 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 poel 3
« and the thn'sty land springs of water; in the habi-
¢ tation of dragons there shal be grass, with rushes
« and reeds.”

Comparisons employed by the sacred poets, are
generally short, touching only one point of resem-
biance.. Suchis the following : « He that ruleth over .
“ men, must be just‘, mliug in the fc’ar of de ; and

“ tender grass spnngmg mn of the amlr bycltar
“.shining afte¢ rain:” . -

Allegory is likewise frcquently employcd in the sa-
cred books ; and a fine instance of this occurs in the

LY
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kxxth Psalm, wherein the people of Isracl are com-
pared te a vine. - Of parables, the prophetical writ-
ings are full ; and, if to us they sometimes appear oh-
scure, we should remember that in early times it was
universally the custom among all eastern nations, to -
convey sacred truths under mysterious figures.

The figure, however, which c¢levates beyond all
others the poetical style of the scriptures, is personi-
fication. The personifications of the inspired writers
exceed ip force and magnificence those of all other-
poets.  This is most particularly true when any ap-
pearance or operation of the Almighty is eoncerned.
¢ Before him went the pestilence. 1he waters saw
¢« thee, O God, and were afriid. 'T'h¢ mountains saw’
¢ thee, and they trembled. The overflowings of the
¢ waters passed by ; the deep uttered his voice, and’
¢ Jifted up his hands -on high.” ‘The poetry of the
scriptures is very different from: modern poetry. It
is the burst of inspiration. Bold sublimity, not cor-
rect elegance, is its charaoter.

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. 1hé Wbole book of

Paalme ferm —-* - 2fen af aanmad ~4

Among the composcrs of the snorsd bpnkttbex;tls, -

an evident-diversity, of style- Of the sacred poets, the
most eminent are the author of the book of Jeb, ‘Das
vxd, and Isaieh. Inthe cmnposxtwna of David there

rd



EPICK POETHY. 315

“is & great variety of manner.: In the soft and tenﬂer
e excels; and in his Psalms are many lofty passages.
But. in strength of description he ylclds tg Job; in
subhrmty, to Isaiah. Without exception, Isaish is
the most sublime of all poets. Dr. Lowth compares
.Isaiah to Homer, Jeremiah to Simonides, and Ezekiel
to /Eschylus. - Among the miner prophets, Hosea,
Joel, Micah, Habakkuk, and especially Nahum, are
distinguished for poetical spirit. In the prophecies

_of Daniel and Jonah there is no poetry. o

The book of Job is extremely.ancient ; the authar
uncertain ; and it is remarkable, that it has no con-
nexion with thé affairs or manners of the Hebrews.
1t is the most descriptive of all the sacred poems, . A
peculiar glow of fancy and strength of description
characterize the authdr; and no writer abounds so
much in metaphors. He renders visible, whatever
be treats. The scene is laid in the fand of Uz, or '
Idumza, which is a part of Arabia ; and the imagery
employed differs from that ‘\‘vl’nch is peculiar to the

-Hebrews. .

L E[zzciPoc:ry : ~_ N y,.-,‘;

OF all' poetical works the ep:ck pacm is the
"most dignified. To contrive a stoty which is. enter-
taining, important, and instructive ; to eprich it with
“happy incidents ; to enliven it by avariety of charac-
ters and descriptians ;:and ta maintain, a:usiform pro-
.priety of sentiment, and a due elevation of styley are
-the highest efforts of poetical genius.”

"Anepick poem is the recital of some illustrious en-
terprize in & poctical form.. Epick poetry is ofa mor-

;o
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al nature ; and tends to the promotion of virtue.
With this view it acts by extending our ideas of per-
foction, and exciting admiration. Now this is ac-
eomplished 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 isa
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 thap
dramatick writing admits.

The action or subject of an epick poem must have
three properties. It must be one ; it must be great ;
it must be interesting. Omne actien or enterprize must
comsfitute its subject. Aristotle insists en unity as
cssentinl to epick poetry ; because independent facts
never affect so deeply,-as a tale that is one and con-
pected. = Virgil has chosen for his sukject the estab-
lishment of /Eneas in Jtaly; and the anger of Achil-
les, with its consequences, is the subjéct of the [fiad.

"It is not however to be wnderstood, that epick unity
exchades aliepisodes. Onthecontrary criticks consider
ithem.as great ornaments of epick poetry,. - They di- -
versify tho subjects, and relicve the reader by shifting
the soeme. Thus Hector’s visit.to Andromache in the
Tiad, and Erminia’s adventure with-the shepherd in
the seventh book of the Jerusalem, affords us a well-
Judged and pleasing retreat from campsand battles.

" Secondly, the subject of an epick poem must be 8o
great and splendid, as to fix attention, and to justify

- L .
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« ;jthe magnificent apparatus the poet bestows on it.
** "The subject should also be of ancient date. .Both Lu-
cém and Voliaire have transgrcssed this sule. By con-
" fining himself too strictly to historical truth, the for-
ther docs not please; gnd the latter has improperly
mmgkd ‘well-known events with fictions. - Hence
thiey exhibitnot that greatness which the epick requires*
The third requisite in an epick subject is, thatitbe
interesting. This ‘dcpepds; in a great measure upon:
the choice ofit. Butit depends much more upon the
skilful managunent of the poct. He must so frame
Mis plan, as to compxc.henu many affecting inuidents. -
H¢ must sometimes dazzle with valiant achieve-
ments ; sometimes he must be awful and augusty
often tender and pathetick ; and he must sometimes
give as gemle and pka;mg scencs of lov c, fnemlsh:p. .
and affection.” :
“T'o rander the sulject ix)tereSiing, much also de-
pends upon the dangers and obstacies which mustbe
encountéred. Tt ishy 'tlie' management of these, that -
the'poct niust rouse atu.mwn, and held his reader i -
su»pensc and agltauon -
- s O;t:’lermlv Supp()%d bx ol txc..s that on. epick.
posmr Should conclide sucr\sdml) 3 as arr unhappy .
‘chactusion depressds the mir 1 ~ Indeed it is o the
rosperous side, that ep’ c.\ poc's goteraly conclude.
But two authors of } great nawe, Milton and Lucany
hold ¢~ contrary conrse.” The one comlndcvmth-.
the svabvbmen of’ Roman liberty 5 ‘and the othcr w.th'
the exp als on of man {rom Paradise. - * 7 3.

* Noprecise Lo‘u uh ies cambe fixed for the durauon
of the eplck action.’ The action of the Tlad lasts, ac-
cordm‘g to BO:SU, only forty-scven days. ‘Fhe aétion ™

v e . T . ‘ . v
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- .apinipn. Lucan has no gauds, nor supernatural agents.
" The auther of Leonidas also has no machinery.
- But, though. n}gchxncry is pot absolutély necessary
A4 the epick plan, it ought not to be totally excluded
Jfromit.. The marvellous has a great charm for most
readers. It leads te 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 xelxgmus faith or superstition of
his:country, as to give an air of probability to ey ents
-most eontrary to the .common course of nature.
~With regard to the allegorical personages, f’ame, '
d@cord, loye, and the like, they form the worst kind ~
of machinery. In description they may sometimes be
allowed ; but they should never bear any part. i the %
. action.of the poem. As they are only mere’ pames of
general ideas, they. ou"ht not to be considered as per-
~sons; and cannot mmgk with huinan acters without

.. an.intolerable confusnon of shcdows ‘with realities =~ —

-~ Inthe patration of the poct, nt is of little ¢onse-
. quence; whether he relate the wholc story'in his own
~.: character, of introduce one of his personages to relate
- d part of the action *hat passed befox'e the poem opens.
-*Homerfollows gne method in his Ihad, and the other
in his Qdyssey Itis to bg observed however: that, if
the narrative be given by any of the actors, it gives
--the poet greater liberty of spreading out suth paits of
- the suhjeat a3 he inclines to dwell upon in. pcx:s_oq,f
and of comprising the rest within & short regital.
“When.the subjectis of great extent, and ¢omprehends
. vthe,ﬁ'wsacfions,of several years, as in'the Qdyssey znd
_/Eneid, this_method seems prefeiuble. “But, whep
- thesubjectis of smallgr compass and shorter duratien.

*
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as in the Tiad and Jerusalem, the poet may, without
disadvantage, relate the whole in his own person.
What is of most importance in the narration is,
that it be perspicuous, animated, and eariched with
every poctick beauty. No sort of composifion ret
quires more strength, dignity, and fre; than an épick
poem. [t is the region in which we leok”for every
thing sublim: in description, terder in sentiment, and
bold or lively in expression. The ernaments'of epick
poetry arc grave and chaste. Nothing I-osé; ludi-
crous, or affected, finde place there.  All the objetts
it presents ought to be great, tender, or pleasifiy.
Descriptions of disgusting or shocking objects 4re te
be avoided. Hence the fable of the Harples'ifi the
JEncid, and the ullegory of Sin and Deat’h in Paradise
1.est, should Lave been ommed : R

- R P ] . . . ’~
BT = P S -
. }Iomcr’: Ilzad and Odysscy.

~

T HE father ol epick poctry is Homer; and{n

" “order to relish him. we must divest ourselves ‘of mod-
-ern ideas of dignity and refinemnt, and trang}:orfour

imagination alnost three thousard ycaxs Back m the ™~
history of mankind. " The reader is té'expect a pxc-
ture of the ancient world. The two great characters
nf Homel s poctry are fire and simplicity. “But, to

. baye a clearidea of hns merit, let us considérthe Hiad

Ander the three hcads of tbc sulgcct or géﬁon, tj"'e' ‘
characters and the narration.
" The subject of the Iliad is b'\ppuy chosen Tor"ﬁav
subject could be mor snfeuqrd than the Tr ojaft War.
\ great confederacy of the Grecian states and ten
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years’. siege of Troy must have spread far abroad the
" venown-of many military exploits, and given an ex-

tensive interest to the herpes who were concernedin

them. . Upen tkese traditions, Homer grounded his
poen’i_; and, as he lived two or three centuries after
the Trojan war, he had full libe.rt.y to intermingle fz.-
ble with history. . He chose not, however, the whole
Trojan war for his subject ; but with great judgment

selected. the quarrel between Achilles and Agemem- '

non, which.includes the most interesting period of the

war. - He. has thas given greater unity to his poem. |

Heg has gained ane hero, or_principal character, that
is, Achilles ; and shown the perniciqus effects of dis-
cord among confederated princes.

‘The praise of high i invention has in every age een

]ustly given to Homer. Hisincidents, speeches, chal -
aeters, divine and human ; his battles, his little histo-
ry pieces of the persons slain, discover a boundless*
invention. Nor is his judgment Jess worthy of praise.
His stopy is.conducted with great art. e rises upen

us gradually. His heroes are intreduced with exqui- °

site skill to our acquaintance. “The dnstress thlckens
as the poem advances; every tbmg serves to aggran-
diee Achilles, and to make h:m the capltal figure,

In characters, Homer is. without a’ rival. He

abeunds in dialogue and conversation, and' this pro--

duces a spirited exhibitien of his personages. This

dramatick method, however, though mare naturér, -

expressive, and animated, is less grave and majesuck

than- narrative. Some of Homer’s speécches are un<

seasonuble, and others mﬂing. With the Greek Vi
vaciy: he. has also-sonte of the Greek loqpactty

s

.
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Inno character p:rhaps does he display greater att,
thap in that of Helen. Notwithstanding her frailty
and crimes. he contrives to make her ap interesting
object. I'hic 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 giief at the sight of Menelaus ; her up-
braiding of Paris for his cowardice, and her returning
Tondness for him, are exquisite strokes, and -worthy of
a great master. L s oo

Homer has been accused of making Achilles o
brutal a character ; and criticks secro to have adepted
this censure from two ines of Horace 2 '

‘Impiger. iracundus, inexnrabilis, acer,
Jura negat sibi nata ; nihil non arrogat armis.
O - ~ ‘

It appears that Horace went beyond the truth.” A~
%hilles is passionate ; but he is nota contemnes of
faw. Ie hés 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 qualitiesof openness and
sincer’xty: He loves his subjects, and respeets the
gods. He is warm in his friendships ;, and through-

‘out ke is high-spiritéd, gallant and henourable.

Homer’s gods made a great figure ; but hismachine-

_ty was not his own invention. - He followed the tray

I

ditions of his country: ‘Bat, thoughhis machinery is

‘ ‘bf{cn lofty and magnificent, ¥et his gods are.ofsem.de-
ficient indignity. They have all the human passions ;-

they “drink abd fedst, and are vulnerabie, like snen.

Whild, however, Ife at tires degrades bis divinitiewy
X‘"'T:“b“S how to make tlém appear with most awful

K
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* -majesty. Jupiter for the most part is introduced with

+great dignity ; and several of the most sublime con-

-.ceptipns in the lliad arve founded on the appearances
+of Neptune, Minerva, and Apollo. -

+ . Thestyle of Hamer is easy, natural, and b!ghly an-
.imated. Of all the great poets,.he is the meost simplé’
.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 versifiga-
tion however is allowed to be uncommonly melodi-
ous; and to. carry beyond that. of any poet resem-

- blance of sound, ta.sense. - = .
In narranou, Homerisalways QQMM and d&shmpt
tive. He paints his objects in 4 manner to our sight.
His battles are singularly admirable.  We'see themy. -
_in all their. hurry, tersor, and confusion. In‘similes

.. no peet. abounds so-much.. His campanisons; howev-

. eF, taken in general, are: not- his- greatest beauties; .
they come upon us in toe quick succession ; and often
disturbhis narration.or description. . Hislions, hulls,
eagles;.and berds of sheep, recur too frequently.

- Thegriticism of Louginus upen the Qdyssey.is.not
without foundatien ; that in. this: pgemr Homer may
;. belikened to the setling syn, whose grandeur regains
withiout the heatef Bismeridian beams. It wants the

. -vigeurand syblimityofthe lliad; yet possesses somany
beauties . as to be justly entitled to high praise. Itis

-a very amusing poem, and has much greater vaviety
than the Iliad. . It contains many interesting storied

. and.pleasing picturesiof ancient mgnners. Instead of
« thedetocity which pervades.the l‘l}adq it predends us
- most amiable images of humanity and hospitality. -
ontertgins. us with many a vonderful advamure, and

x .

>
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many a landscape of nature ; and instructs us by 2
rich vein of morality and virtue, running throygh
every part of the poem. .
There are some defects, however, in tbe Odymy._
Many of its scenes fall below the majesty of an epick
poem. The last twelve books are in many plages.
languid ‘and tedious ; and per bqps the poetis net hap:,
Py in the dxscovery of Ulysses to Penelope, She is. _
too cautious and distrustful; and we meet pot that
joyous surprize, expected on sych an oceasign. |

i P s
m.ﬂladafﬁxﬂ

TH dlsungmshmg excellencles of theJEne,xd
., are elegance and tenderness. Virgil is less animated
and less sublime than Homer ; but he has fewer pggr
ligences, greater variety, and more dighity, §The .
Zpeid has all the correctness and  ipprovements gf .
the Auguusn gk, Vg meet o conteyiigien! he-
roes about a female slave ; no violent, chldxqg, B
abusive language ; but the pogms opegg, yith | t?c g
most magnificence..

L'he subject of the E.neud, wluch is lgg gw;gl\- .
roent of Kness in Iialyy.ig extremely hapny-. Noth-
ing could be more interesting to the Rgmggs thap
Virgil’s dmvxp,g,thexr origip from, so @mou; a hera.
as ALneas. The object was splendid itself; it gave
the poeta the,me, taken from thg tradmogartbpﬁtoty ‘
of his country ; it allgwed, him 1o, adw Homgr's
mythology ; and affordcd | him frequent oppostunities -
- of glancing at alf the future great exploits-of the Ro-
muns, and of dﬂwnhiﬁg ltaly in its-ancieat, qad folar
boseae. e
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- " "Uhity of action is perfectly preserved in the AEneid.
The settlement of Eneasin Italy by ordér of the gods
© is constantly kept in view. ' The episodes are prépei-
ly linked to the main ‘subject; and the nodus orif-
trigue of the poem is happily formed. The wrath of
Juno, who  opposes. Xneas, gives rise to all his diffi- -
culties, and connects the human with the éelestlal op-
erations thxough the Whole poem. - : :
Great art and judgment are dnsptaye& in-the Eﬁeufy '
but even Virgil is not. without ‘his faules.  Oie i is, '
that ‘he has so few marked characters. = Achutes,
Cloanthes, Gyas, and other Trajan heroes who ac-
companied - Kneas into Italy, ate undistinguishegfig-
ures, Even /ZZneas himselfis not a very interesting
hero. He is described, indeed, as pious’and brave ;-
but his character is not marked by-thosé strokes thet
touch fhe heart. - The character of Dido is’ the best:
-sifpported in the whols Zneid.” Her warmth of pa3-
sion, keenness of resentment, and viglencé of charag-
fer, exhibit & méie ﬁnimml‘wgm Gﬁm s&y oﬁxm
Virgil has drawn. T
« 'The management of the sub;ect alsoisin some re- -

spects excepf onable. “The six Iast books’ received - - '

" not the ﬁmsbmg hand of the. author ahd fot this’ reR- °

son he ordered his poem to be comimitted tt the =
*flames. ‘The wars with the Latins are in dignity in-

feriour to the more imteresting objects previously
' presented to us ; and the reader is tempt’ed 'to*‘tﬂ;‘
pdlt with Tarnus against Aneas. SR v

The principal excellency “of Vrrgi'l, ‘ghd what hg -

pos Se‘;%s beyond all poets s tendertéss® Hwast#vﬂ was -
full of sensibility. * He felt'himself alt the aﬂ‘ectmg i
‘ cncumsﬁncss in the scenes he deseribes; and keew
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' Lucm'i's Plzai-sdlz'a.
LUCAN is inferiour to Homer and Vi‘fg'l‘
)(.t e deserves attention. There'is little invention
in his Pharsalia; and it is conducted in t6o historical
a ‘manner to be slrlcﬂy epxck It may be arranged,
however in the epick class, as it treats of grédt and
licroick adventures. The sub]ect of the Phatsalia
“has ali the epick dtgmty and grandeur ; and ﬁpm-

" sesses umt) of ob_‘ect, viz. the tnumph of C:cSaf ové‘r

e v

Roman libuty
But, though the subject of Lucan is confes\sedly <
heroick, 1t has two defects. le wats present ob-
Jects too shocking for epick poetry, and furnish odi-
~ous and disgusting views of human nature. But Lu-

" can’s genius scems to derght‘ in savage scenes) ¢

The other defect of Lucan’s sabject is, that it was
too near the time in which he lived. ‘This deprived

\ h;m of the assistance of fiction and machinery; and

" thercby rendered ‘his work iéss splendid and amus-

ing. The fucts on which he Tounds his poem, were

_ too well known, and too recent to admn fal‘)les and
the mterposntlon of gods. :

The chm‘acters of Ludin are drawn with spmt and
i‘orce But, thou'rh Pompey is his’ hrro, he has not
made him very interesting. He marks not Pompey
by any lngh distinction, either for magnanimity of
valour. Heis alwwys surpassed by Ceesar. Cato, is
Lucan’s favourite character ; and, whenever ile in-
troduces ‘him, he rises above himself.

In managing his story, Lucan confines himself too
“much to cln'onologlcal order.* Tlns breaks fhb‘threaﬂ

=
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Tasso’s Jeruaalcm.

JERDSALEM DELIVERED is @ stuctly reg-
ular epick poem, and abounds with beauties. The
subject is the recovery of Jerusalem from Infidels b
the united powers of Christendom. The entu‘pnzeA .
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 o

period of time, suﬁ’iEienilv remote to admit an inter-
mixture of fable with history.* L

Rich invention is a capital quaht?’\thh Tasso. He
is full of everts, finely diversificd. Ilenever fatigues
his reader by mere war and fightiog. He fxeq\.ently
shifts the scene ; and from camps and battles trans-
ports us to more plu\smg ‘objects. Sometimes the |
solemnities of religion; sometimes the intrigues. of '
love ; at cher times the advenmu.s of_,a journey, or
the incidents of pastoral life, relicve and entertain the
reader. The work at the same time is artfully con-
nected ; and, in the midst of variety, there is perfect
unity of plan. N )

. Many characters enliven the poem ; and these dis-
tinctly merked and well supported. Godfrey, the
leader of the «.ntunnze, is prudent, modcrate, ‘and, g
brave ; Tancred amorous, gencerous, and gallang. “Ri-
naldo, wto is properly the hero, of the poum, is pas- |
sionate and resentful ;- but full of zeal. honour, and
heroism. Solyman is high minded; Ermima tender,
Armida drtful and violenty ang Clorinda mascul»ne.

u

-
+
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In drawing characters, Tasso is superiour to Virgil,
and yie!ds to no poct but HHomer.

» He abounds in machinery. \When celestial beings
interpose, his machinery is noble. But devils, en-
chanters, and conjurors wct too great a part through-
Qut his poem. In general, the marvellous is carried
to extravagance. T'he poet wastoo great an admirer
of the romantick spirit of knight-grrantry.

In describing magnificent objects, his style is firm
and majestick. In gay and pleasing description, itis
soft and insinuating. Ermipa’s pastoral retreat in the

. seventh book, and the arts and beauty of Armidain
the fourth book, are exquisitely beautiful. His bat-
tles arc 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
Qathcuc.‘, he is apt to bewmc artificial. v

It'has been often objected to Tasso, that he abounds
in_point and concrit ; Lut this censure has been car-
ried too far.  For, in his general character, heis mas-
culine and strong. The humour of decrying him pass-
ed from the French criticks to those of England. But’
their strictures are founded cither in ignorance or
preju,%i e. For the Jerusalem is, in my opinion, the
third regular epick poemin the world ; and standspext
“to the lliad and Aineid. In simplicity and fire Tasso
isinferiour to Homer, in tenderness to Virgil; in sub-
limity to Milton ; but for fertility of invention, vari-
cty, of incidents, expression of characters, richness of

cy:scrmuon, and beauty of style, no poet, except the
three just Damed, cau.be compared to hxm.

-

- -
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The Lusiad ¢f Camoens.

THE Portuguese boast ¢f Camoens, as the
Ttalians do of Tasso. The discovery of the East-In-
dies by Vasco de Gama, an erterprize alike splendrd
and interesting, is the subject of the poem of Came-
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.  Tle
incidents of the poem are magnificent 5 and, joined
with some wildness and irregularty, thereis display--
ed in it much pbelick spitit, strong funcy, and bold
description. In the foem, however, there is no at-
tempt toward painting characters. Vascois the Lero,
and the only personage that makes any figure.

The machinery of the Lusiad is perfectly extrava-

- gant ; being formed of n cdd mixtme of Christian

ideas and Pagan mythology. Pagan divinitics appcar
to be the deities ; and Christ and the Holy Virgin to
be inferiour agents. One great object, however,of the
Portuguese cxpedition is to extend the empire of
Chmstlamty, and to extirpate Mahometanism. In this
religious-undertaking the chief protector of the Portu-
guese is Venus, and their great adversary is Bacchus.
Jupiter is introduced, as forcteliing the downfal of
Mahomet. Vasco during a storm implores the aid of
Christ and the Virgin; ard in retuin 1o 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 preposters

ous; but, toward the end of his work, the poet offcis

-an awkward apology for his mythology ; making the
v o
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goddess Thetis inform Vasco, that she and the
other heathen divinities are no more than names to
rdeseribe the operations of Providence.

Inthe Lusiad, however, thereis some fine machine-
ty of a different kind. The appearance of the genius
of the river Ganges in a dream o Emanuel king of

" Portugal, inviting him to discover his secret springs,
and acquainting him that he was the morarch, destin-
ed to enjoy the treasures of the East. is a happy idea.
RBut in the fifth canto, the poet displays his noblest
conception of this sort, where Vasco recounts to the
king of Melinda all the wongders of his voyage. He
tells Lim thety when the fleet arrived at the Cape of
Good Hope, which had never been doubled before by
any navigatoisthere appeared to them suddenly ahuge
phantom, rising-out of the sea in the midst of tempest
and thunader, with a head that reached the clouds and
2 countenance that filled them with terror. Thiswas
the genius of that hitherto unknown ocean; and he
menaced them in a voice of thunder forinvading those
unknown seas; foretelling the calamities that were to
befal them, if they ghould 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.

i

. gem—

The Telemachus of Fenclon.

, I_T wotild be unpardonable in a review of epick
Poets to forget the -amiable Tenelon. His work,
though in prose, is a poem ; and the plan in generpl

Lo 1'
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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 rickness as
well as beauty in his descriptions. To soft and calm -
scenes, his genius Is mare 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 e¢xcellent. The ad-
ventures.of Calypso are the chief beauty of his work.
" Vivacity and interest join in the narration. In the
books which fgllow, 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 from the minute
details it exhibits.of virtuouspolicy, and from the dis-
courses of Mentor, which recu r 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. Thescene
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 too,
even of the heroes, appcar dissatisfied with their con-
dition. : : -
'y 2.
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In Virgil the descent into hell discovers great re-
finement,corresponding to the progress of philosophy.
The objects are more distinct, grand, and awfual.
Thert 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 mere philosophicak
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.

THE Henriade is without a deubt 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
distiuguish‘ed. Several of his compatisons are new
and happy. But the Henriade is not his master-piece.
In the tragick line he has certainly: been move suc-

scessful, than in the epick. French versification is
illy suited to epick poetry. It is not only fettered by
rhymé, but wants clevation. Hence not only feeble-
ness, but sometimes progaick flatness in the style:
The poem consequently languishes ; and the reader
is ot 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.
';1 an action perfectly epick; and conducted with due

y %
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regard to unity, and to the rules of criticks. Butit has
great defects. It is founded on civil wars ; and pre-
sents to the mind those odious objects massacres and
assassinations. [t is also of too recent date, and too
much within the bounds of well-known history. The
anthor has further erred by mixing fiction with truth."
Fhe poem, for instance, opens with a voyage of Hen-
ry’s to England, and an interview between him and
Queen Elizabeth ; though Henry never saw Englana,
nor ever conversed with Elizabeth. In subjects of
such notoriety a fiction of thiskind shocks every in-
telligent reader.

A great deal of machmery 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. Thisis contrary to all rational’

criticism. Ghosts,angels, and devils, have a popular
existence ; but every one knows that allegorical beings
are mo-moere-than representations of human passions

_ and dispositions ; and ought not to have place, as act-
_ors. ina poem which relates to human transactions.

In justice however if must be observed, that the ma-

' ehinery of St. Louis possesses real dignity. The pros-

pect of the invisible world,” which St. Louis gives to

" Henry in a dream,is the finest passage in theHenriade.

Death bringing the souls of the departedin succession
before God, and the palace of the destinies opened to

" Henry, are striking and magnificent objects.

Though some of Voltaire’s episodes are properly ex-
terided, his marration is too general. The events are
superficially related, and tob much crowded. The,
strain of sentiment, however; which prevades the Hen-~

riade, is high and noble.
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Milton’s Paredise Lost.

Ml LTON 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 celestialand infernalbeings. Angles
and devils are not his machinery, but his principal
actors. What in any other work would be the marvel-
lous, is in this the natural course of events ; and doubts
ay arise,whether his poem bestrictly an epick com-
position. But whether it be soor not itiscertainly one
of the highest efforts of poetical genius ; andin one
srreat characteristick of epick poetry, majesty andsub-
limity, is equal to any that bears this name.,

The subject of his poem led Milton upon difficult
ground. Ifit had been more human and less theolog-
ical ; if his occurrences had been more connected
with real life ; if he had afforded a greater display of
the character and passions of men : his poemn would
have been more pleasing to most r readers. His subject
llowever was peculiary suited to the daring sublimity
“of his gentus. As he alore was fitted for it, so he’
has shown in the conduct of it a wohderful 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 snd  affecting.” The
artful change of his objects,and the scene, Iaid now in

.:‘:’:evr:ll’i: Now on earth,and now in hell, afford snﬁi;xent i
¥ 5 while “mfy of plan is perfectly supported
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Calm 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 thrcugh the whole poem, which gives

:itan uncommon charm. But the conclusion perhaps

is too tragick for epick poetry.

The subject naturally adinits no great display of
characters ; but such as could be imroduvced, 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 sitna- °
tion justifies his design against them. He is actuat-
ed by ambition and resentment, rather than by pure
malice. _ The characters of Beelzebub, Molach, and
Betiel, are well painted.  The good angels, though
dgscribed-with dignity, have more uniformity of cha-
racter.  Among them,‘liowever, the mild condescen™

- sion of Raphael, and the tried fidelity of Ahdxel, form

proper charactéristick distinctions. The. atlcmpt to
describe God Almighty himself was too bold, and ac-
cordingly most unsuccegsful. The innocence of our

" first parents is delicately pa inted. 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 expresgively chax ac-
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; whichisal-
way's accompanicd by impetuosity and firc. The sub-
Jime of Milton is a calm and amzazing grandeur. Howe
mer varms and burries us along ; Milton fixesusin a
state of elevation and astonishment. IHomer’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 isin 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 leaming, and to ancient fables. It must
also be confessgd that there is a falling off in the lat-
ter part of Paradise Lost.

The language and versification of Milton have high
merit. His blank verseis harmonious and diversified;
“and his style is full of majesty. There may be found
indeed some prosaick linesin his poem. Butin a work
“so Jong and o harmonious these may be forgiven.

Paradise Lost,amidbeautjes of every kind,has many
inequalities. No high and during genius was ever uni-
formly correct. Milton is too frequently theological
and metaphysical his words are often technical ; and
he is affectedly ostentatious of his learning. Many of
his faults hggever are to be 1mputed to the pedantry
of his age.. He <hscovers a vigour, a grusp of genius

-
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equal to every thing great ; sometimes he vises above
every other poet ; and sometimes he falls below him-
self.

>
Sm—
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Dramatick Poetry. Tragedy.

"t
IN all civilized nations dramatick poetry has
been a.favourite amusement. It dividesitselfinto the

~ two forms of tragedy and comedy.* Of these, 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 virtucs, 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. Itdoes not, like an epick poem, exhibit
characters by description or-narration ; it sets the

personages before us, and makes them'act and speak’

with propricty. This species of Wiiting therefofe re-

quires decp knowledge of the human heart; and,l

when Inppxly executed, it has the power of raxsmg
the strongest emotions.

Initsgencral strain and spirit, tragedy is favourable
to virtue. Characters of honour claim ourrespect and
approbation ; and, to raise indignation, we must paint
8 person in the odious colours of vice and depravitys
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 never represents vice as finally triumphant
and happy. * Upon the same principle, if bad men

Y =t
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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 Aristorle, 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 e object of this species of compo.,
sition is to improve our virtuous sensibility. If a
writer excite our pity for the afliicted, inspire u¢ with
proper sentiments on beholding the vicissitudes of
life, and st mulate us to avoid the misfortunes of
athers 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 tp elevate the imagination, as to affect the
heart. This principle, which is founded on the
clearest reason,y excludes from tragedy all machinery,
‘or fabulous intervention of gods. Glosts alone from
their fourdation in popular belief, have maintained
theil'i place in tragedy.

To:promote an impression of probability, the.story
ofatragedy,according to some criticks,should neverbe
a pure figtion, but ought to be Lbuilr on real facts.
This, however, is carrying the matter too far. Fora
fictitious tale, if properly conducted, will melt the
lieartasmuch'as real history. .Hence the tragick poet’
mixes many fictitious circumstances with wellknown
facts. Mostreadersneverthink of separatingthe his-
toncaffrom the fabulous. They attend only to what

“is probabl,c, a~d are touched by events, that resemble

nature. Accor &.ugny some of the most aﬂ‘ectmg trag-

e
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@divs.are entirely fictitious in their- suliocis.  Retn
are the Fair Penitent, Douglas, and the Org: oo
" In its originjtragedy was rude and imperfeet. & ¢
‘mong the Greeks it was at first nothing more thar the
song which was -sumg at the festival of Baccina.

‘These songs were sometimes sung by thz wtole com-

' pauy;&sbmelxmcsby seperate bands,answering aiter-

nately to each other, and making a chorus. To gwe

thisentertainment some' vane(y,Ténesp&s,ww i?ud a
bout five bundred years before the Christaia era, in-
troduced a person bet ween the songs, who made a; rec
citationin verse. Eschylus, who lived fifiy years af- ,
tir him, introdwced:a dialogue between two ')er,scns .
or acters,comprehending some inter esting story ; and -
pleced them ou a stage adorned with scenery. The
drama now begin to. adsumé o regularform ; andwas. =

soon after breaght to: perfectxon by Sophocles and
Lur:pides.

“w

Je thus Kpheats that the chorus was the foundation
-ofteagedy. But, what is remagl,abh, the dramsafick,
_dialogue,which was onhly an adti (mn to it, at length -
became the principal part of the entertaxnment, and
‘theehorus losing its dighity,came tobe accountetl on-
{y an-aceessary in tragedy. At last,in modern trag-
edy, it ‘has entirely disappeargd ; and absence from
the stagc, farms the chief distinction betwcen the qm
. cient and madern dramna. -
. The chiorug it must be allowed, rcnder:d tmgcuy
. morengmﬁcent, instructive,and moral. Buton the
otherhahd it was unnatural, and lessened the interest -
of the piece. It removed the reprcsentatmn from thé
resemhlance of hfe. It has :!ccordmfr!_‘!' bee.n -.uth ]
) propﬂety enclnded from the mge
. w
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The three unitics cf action, place, and time, have
been considered,as essential to the proper conduct of
dramatick fable. OF these threg,unity of action is un-
doubtedly most important. This consists in the rela-
tion which all the incidents introduced liear to some
design or effect. combining them naturally into one-
whole. This unity of subjectis most essential totrag-
edy. For a muliplicity of plots, by diracting:the at-
tention,prevents the passicns from risingtoany height, -
Hence the absurdity ef two independent actionsia
the same play. There may indeed be underplots °
but the pocts should make these subservent tothe
main action. They should conspire to bx.jing, forward
the catastrophe of the play. . .

Ofa ,separateand independent acuon. or. uitngue,
there isaclear example in Addison’s Cato. The sub~
ject of this tr agedy is the death of 'Cato, a noble per-
sonage, and supported by the author with much ini-
ty. Butall the love-scenesin the play ; the passion
of Cato’s two sons for Luce,and.that: of Juba for
Cato’s daughiter, aic mere episodes.. They, break thes
unity of the ‘subject, and form a very “unseasonable .
junction of gaﬂantry with hxgh scnum entsof patri-
otism.

Usity of action must not, hdwaver, be c’onfounded'
- with sxmphctty of plot. Unity and simplicity import
- («hﬁ'ex ‘ent thmgsm dramatxckcomposmon. ‘Theplotis

- s:mple. when a smallnumber of mcxdentms mtrodnc- .
edinto it. With respect to plots, the anuems were

* more éimple than the modcrns The Greei trage-

‘dies appear, indeed, to be too naked, and destitute of

- mtuestmg events. The modems admlta much great~
cr ’Vauety of mudcnts whzch is certamlyan improve~
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' ment, as it renders th2 entertainment more ammated
~and more mstrucnv.e, ) It may, however, he carried
too far ; for an overchiarge ofactionand intsigud pro-
duce perplexity. and embarrassmient. - Of this, the
lenmi'ng Bride of Congrevé isan example. Thein-

cidents succeed ‘each othiertoo rapidly3-and the ¢atas- -

trophe, which ought tobe plam and snmple, isartificial
and intricate. - ‘

“Unity of action mustbe m'untamed, not onl) ‘fn‘

~ the general construction of the fable, but.in all the
- acts and'scencs of the play. ‘The divisions of every
- playinto five acts is Tounded mérély ‘on comrhon
© practice, and the authomy of Horace: =~
Neve mmor, nen sit quinto productior, actg ¢ -
Fabuls. ; '
; There is nothing in* nature wluch ﬁxes this mlc
. Om the Greek stage the division by acts wasunknqwn.
.. The word act never occurs.once in ;the - Poeticks of

Jristotle. Préetice, hb‘wever,‘ has established this dis
'iis‘gbnf‘;ud»thc}‘mt;mhetmgfm ‘thet each. act

‘ termindte in a proper place. The first act should
-eontain a clear exposition of the subjeet. It should.
1, excite curiosity, and introduce the personages to the
' acquumance of the spectators. - Duung the second,
.,third, and feurth. acts,thepk}ts shouldgradually thick-
_#n. .The passions should be. kept constantly awake,
- There should be no scenes of idl¢ -conversation o
mere declamation. ‘The suspense and concern ‘of the

* spegtatars shouldbe exdited moge and more. This is
. the greatexcellency of Shakespeare, Sentiments,pas-

sion, pity, ahd terver, should pérvadé every tragedy.
Tn the ﬁ&h act; which s the seat of the catastrophe,

the author shoukr fully dxsplay s mt and gebius.

f
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The first requisite ity that the unravelling of the plot.
.bc brought about by probable and natural means. Sec-
ondly, the catasteephe shouldbe sim ple,depcndmgon
few events, and including hyt few persons. Passionate
sensibility lJanguishes when divided among many ob-
" jects. Lastly,in the catastrophe every thing should be.
warm andglowing; and the poet arast be simple,serigus,
and pathetick ; using no language butthat of nature.
» Itis 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 o
coursz.of tho pl:ly But in general the spirit of trags
ody leans to the side of leaving the impressisn of virtns
ou3 sorrow strong upon the mind.

A curious quesiton here occurs : Haw tappms it

that the emotion of sorrow i tragedy affords gratifi-
. cation to the mind { It scem to be thecuustitation of
oir nature,that ail the socizl passions shouldbe attend-

“ed with pleasure.” Hence nothing is‘more plamsiag

" thawfoveand fricndship. Fity lsfonﬁseenésﬁslmg

instinct; and it necessarily produces some distress bn

acceunt ofits sympathy with safferers. The heart is
~at thie samie moment warmed by kindness,and afflicted
by distress. Upon the whole, the state of the. mind,
i3 agreeables We are pleased with ourselves not on-

_ - ly for our benevolence, but forour senaibility. The
 pain of sympatlly is dlso-diminished by recollecting
that the distress is net redl ; and by the power of -

- actions and semimeny, of language and poetry.

. After treating .of the aetc of a play itis propei- te

no.me«th,.. scenes. . Theentranceof a new person up-
o the stage,fcms whatls eallqd a pewscene. | I' hese

Siemesy; or successive Lonvqrsmons, should be C'Gscl y
Py 4
F O . . ] '
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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 cbserved. 1. During
‘the course of one act the stage should never te left
gmpty a moment, for this would make a gup in the
representation. Whenever the stage is evacuated,
the act is closed. This rule is generally observ ed by
French, tragedians ; but it is much neglected, by the
English. 2. No person P should come upon the stage,
or leave it, without some apparent reason. If this
rule be neglected, the dramatis personz are little
better than sp many puppets ; for the drama pxo"cs-
sesimitation. of real transactions,
'T'o ynity of actign, criticks ha\e addcd the umues
of time and place.  Unity of place requires, the scenc
never to e shifted ; ,that the action of the play con-

tinug.in. the same, place .where it began. . Unity of-

time,_ strigtly taken, reqmrc;d that the time of the ac-
tion be:no longer, than the tme allowed for the rep-
resentgtionef, the-play- . An;mk however, permits
the action to.comprehend a whole day, . These rules
argintengded tobring the uni;anon nearer to realny
Amaong the Gregks there was no dmsxon of acts.
In medern times the pragtice has prevailed of suspend-
ing the spectacle some little time between the acts.
This practice. gives latitude to the imagination, and
rendersstyict confinement to time and place less neces-
sary. . Upon this account therefore tpo strict an gb-
servance of thaese unities should ot 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,
o\?n‘ not to be teo frequent, nor violent. Hurrying
» w2

-
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the spectator from one distant city to another, o
making several days-or weeks pass during the repte-
untafion, would shqck the imagination too mucl, and
therefore cannet 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 to.-be al-
ways of high or princely rank; as the sufferings of
such persons scize the heart the most forcibly. But
this is more specious than solid. For the distresses
of Desdemona, Monimia, and Belvidera, interest ue
as mach as if they had been princesses or queens.
It is sufficient, that in iragcdy there be nothing de-
grading or mean in the personages exhibited. High-
rank may render the spectacle tnore splendid; but it
is the tale itself, and the art of the poct? that make it
uateresung and pathetick. - -
In describing his characters, the” putnlhdd be
careful 80 to order the incidents which relate to them,
as o impress spectators with favourable ideas of
virtue, and of the chvme attministration. :Pity should
de raised for the viftuous in distréss; -and theauthor.
should studiously beware of making such representa-
tions of hfe as would rendel“ virtue @n ~object of
aversion. e T T ELET
. Unmixed characters, ¢ithér of good orﬂ] men, are:
lot, in the opinion of Aristotle, fit for'ttagedy. For.
the distresses of the former, as unmerited, hurt us;
and the suﬂ'ermgs of the latter excite no compassion.
Mixed characters afford the best field for displaying,
. xhout injury to morals, the vicissitudes of life.
ey interest us the most deeply; and then' distresses
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are most instructive when represented as springing
out of their gwn passions, or as originating in some
weakness incident to human nature.
. The Greek tragediesare ofter founded on mere des-
-liny and inevitable misfortunes. Modern tragedy aims
at a higher object, and takes a wider range; as it
. shews the direful effects of ambition, jealcusy, love,
resentment, and every strong cmotion.  But of all the
- ~passions which furnish matter for tragedy, love has
most ogcupied the modern stage. To the ancient the.
atre love was almost unknown. This proceeded from
_the natipnal mqnnc,r;.oif the Greeks, which encburags'
- ed a greater separation of the sexes than takes place in
modern times ; and did not admit female actors upon
ithe. ancient stage;.a circumstance which operated
against the introduction of love stories. No solid
- reasan, however, can be assigned for this predomi-
nancy of love upon the stage. Indeed it not only
* limnits-the natural e;tgm-i;{ tragedy, but degrades its
. majesty.. Miking.it-with the great and solemn revo-
..lutions of -human fortune, "tends to give tragedy the
_ air of galdantry and juvenile entertainment. Without
«any assistange frem -love, the drama is capable of
“preducing-its highest effects upon the mind. :
“Beside the arrangement of his subject, and the con-
dugct of his personages, the tragick poet must attend to
- the propricty of his-sentiments. - These must be suit-
ed to the characters of the persons to whom they are
- attributed, and to the situatiens in which they are
- placed.. Itis chiefly in t’he pathetick parts, that the
difficulty and importance of this rule are greatest.
We go to a tragedy, expecting to be moved ; and, if’
the poet cannét reach tEe heart, he has no tragick mer-

Yo
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it; and we rcturn cold and disappointed from the
pcrformance.

To paint and to excite passion strongly, are prero-
gatives of genius.  They require not only ardent sen-
s:bility, but the power of entering deeply into charac-
ters. Itis here that candidates for the drama arc’least
successtu!. A man under the agitation of passion
makes known bis feclings inthe glowing, langnaﬁe of '

scnsibility. A man under the agitation of passion
makes knuwn his feelings in the glowing language of
scogibility. He does not coelly describe what his
feclings wre § yet this sort of sccondary desenpuon
tragick pocts often gwe us insteed of the primary and
native language of pasgion. Thus in Addxson,s Cato,
when Luciaconfesses to Portius her love forlum, but
swcars that she will never marry b:m, Poruus, mstead
of giving way.to the language of grief a and astonish-
.ment, only. describes bis feeht)g§ P

. Fix'd in asonishmeat, I gaze wpon thee, S

¢ ¢like ome just blasted by a stroke from keaven,
‘Who pants for breath, :md stiifens yet alive
In dreadful loeks ; a monumcnt of wrath.

Thns might hava.proceeded frpm a byaanﬁsr« or %l
indifferent person ; but it is.altogetherimproper in the,
mouthof Portius. Similar to this descriptive language
aré the unnatural and forced thoughts, which tragick
po€ts sometimes employ, to.exaggerate4he feelings of
persons whom they wish to paint; 8 strongly moved.
Thus, when Jane Shore on meeting her bushand-in
distress, and finding that he had forgiven her, callson
the rains to give her their drops, and to the springs to’
lend her their streams, that she may- have a constant
’“’PP‘Y of tears; we ‘see plainly that- it is not Jane-

‘tspeaks; but the poet himself, who is strain-

S e
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ibg bis fancy, and spurring up his- genius, to say
: sometbing uncommonly strong and lively.

. The language of real passion is always plain and
simple.. It ubounds indeed in figures, that express a
disturbed nd impetuous state of mind ; but never em-
Pploys any for paradeé and embellishment. Thoughes,
suggested by passion, are natural and obvious ; and
not the offspring of refinement, subtilty, and wit.
Passion neither reasons, speculates, nor declaims; its
lunguage is short, broken,: and interrupted. The
French tragedians deal too much in refinement agid
declamation,  The Greek tragedians adheré most te
nature, and are most pathetick. Fhis too is the great

. excellency of Shakespeare. He exhibits the true lan-
guage of nature apd passian.

Moral sentiments and reflections ought not torecur

..¥ery frequently in. tragedy. When unseasonably

_erowded, they lose their efficct, and ‘convey am air of ‘

pedantry. - When introduced with propriety, they

glve dighity tothe comsposition. Cardinal Woalsey’s
soliloquy on his fall is a fine instance of the felicity
with which they may be employed.. Much of the.
merit of Addison’s Cato depends on that moral turn

of thought which distinguishesit. = . .

* The ‘style und versification of tragedy should be
free, easy, and varied. English blank verse is happily
suited to this species of camposition. It kas sufficient
majesty, ard can descend:to the simple and familiar
it edmits-a happier veriety of cadence, -and is free
from the constraint-and monotony of rhyme. - Of the
French -trigedies it is a great misfortune, that they
ave.alwaysin rhyme. Forit fetters the freedom of

" the tragick dialogue, fills it with Janguid menotony,
and is fatal to the power of passion. -
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With regard to these splendid comparisons im
rhyme and those strings of ceuplets, with which it
mas some time ago fashionable to conclude the acts
of a trogedy, -and sometimes the most mteresting
scenes, they are nosv3aid-asids, and regarded hot only
. childi'sh ornaments, but as perfect barbarisms. -

—— - 4
Groek Tragcdm
THE plot o&' Greok -tra'-edy was exceedmgly
simple ; the incidents few ; and the- conduct very

exact with regard to the unities of action, time, and
place. Machinery, or the invention of gdlls, was em-

. ployed ; and, what was very faulty, the final unrgvel-
- ling was somstimes made to turn-upow it. Love, one

. er two imstances excepted;: wasnever admitted into

- Greck tragedy.. (A vein of morality and religion al-

~

_ways runs through it ; but theyv employed less thaw

. the moderns, the combut of the passions. ~Their
- plots were all taken from the ancieat :raditionary :
- stories. of their.ewn nation,

Aschylus, thefather.of Greek tragedy, exhlblts

“bothr- the: beputies and defects of - an early original
. writer,. Heis bo!d, pervous, and amma;vd -but very

obscure,.and difficult.to be understaod. Hxs style is

- highly metaphorical, and often harsh and tumid. He

abounds in martial ideas-and descnpuons, has much

" fire and elevation, aadmue ‘Leudemes;. Healso dc-

Jights in the marvelous. . .
The most- masterly of the Greek trageduns is Sd»
PhOC-lﬁs He is. the most carrect in the conduct of

€




FRENCE TRAGEPY. . T
“his subjects ; the mpst just and sgb.li,me'iq his sentis -
ments., In descriptiye talents. he is alsaeminent,
Euripidgs is accounted more tender than Sophoeles;
helis fuller of moral sentiments; but he is less correct,
in the conduct of, his plays.. His expositions of: his .
'subjects are less artful ; and the sohgs of his chqrus,
. though very: poetick, -are less .connected with the.
principal action; than theae of Sophacics. Botb of
themy, .hewevery -have high. merity” as trygick poets,
Their style is elegant.and. l,)umltiﬁﬂ ;- and their senti- -
‘ments for the most part. just.. They speak with the
voice of nature; and in the nudst of . mmphczty they
are touching and interesting.. NS p
Theamcal representation. o;: the stages of Grccco
and Rome was in sneny yespeets very. smgular, ancl
widely dzﬁ'erent fram: that of. ‘modern times..- The.
songs of the choms qu@cqampamadbyinstmmem— ’
al mpmck and. the dialague pavt bad a modulation of.
its own, and might be set to notes. - It has also been
thought,, that on, the, Roman stage B¢ preneuncing
and. gestmulatmg parts were sométimes:divided, and’
performed by different actors.., The yctogs in tragedy
“wore a loag.robe ; they Were yaised upen-eothiini,
and playcd in masks ; these masks,wcre pamted ; and
the actor by turning - the Jdifferent. profiles.exhibited '
diff¢rept emotions, to, the auditors, . + Fhis centrivancey -
. however, wasgttendcd by many, dys.a,dy.gmages. st
: 5o e mse o el
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IN the compositions of smncachncw draniatick
writers, trag‘edy has appeared with great lustre; par-
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ticularly Corneille, Racine, and Voltaire. They hawe

~ improved upon the ancients, by Iatraducing more in-
cidents, a greater variety of passions, and a fuller dis-
play of characters. Like the sncients, they excel in
regularity of conduct; and their style is peetical
and clegant. ' But to sn Fnglish taste they want
stréngth and passion, and are too declamatory and re-
fined. They sPem afraid of Belng too tiigick ; end'it’
was the opinion of Voltaire, that to the petfection ‘of
tragedy, it is necessary to unite the vehiemence and-
“action of the English thestre with the correctiiess
and decorum of the Frénch.’

Corneille, the Tather of Frencls tragedy, is distin-
guished by mmjesty of sentiment and a fruitful imagi-
natfon. - 1is genius was rieh, but fnore turned to the~
cpick tham the tragick vein: - He is magnificent and
splendid, rather then touching'and tender. Hels full
of declamation, imperyous and extravagant,

In tragedy, Racine is superiour to Corneile. He
“wwants, indeed, ‘he copiousness of Corheille but he is
free from his bombast, #hd excéls Kim greatly in ten-
* derness. ‘The besttty of Hié language and versifica. .
tion is uncommon; and he has mauaged lns rhymes

with superiour advantage. ' - .

Vehaire is not infertour to his: pfedecessor: in the
dravwwy and in ohe article‘he haq outdone them, the
delicate anid interesting fitudtions he hat introduced.

“Here lies hi chief strength. . Like his predecessors,

hewever, lie is sometimes deficientin force, and some-

times too declamatory. . His. characters, notwithstand-

:'g::: drawn with spirit, his events age smkmg, and
megts elemed .

~e,

Lo R L N




ENGLISH TRAGEDY. 258

English Traé‘edy.

I" has often been remarked of trag‘dv in

‘Grt.at-Bntam. that it is more ardent than tbaz qf

France, but more :rtjtj;;ular and incorrect. [t l'!-.\a'

therefore, excelled in the soul of 1ragedy. For ti‘.:c

puthetick must be allowed to be thechief excelicnce
sfthe tragick muse. . .
The first abject on the English theah‘e, is the great
Shakespeare. In extent and force of genius, both
for tragedy and comedy. he is ynrivalled. Butat lhe
same time it is genius shooting wild, deﬁcm tin tastey

not always cl1a°te, and unassisted by art and knowl®:

edge. Criticism has been exhausted in cominentarics

upon him; Jet to this day it is unacculcd, whethgr,

s

bis 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
prenauncgd a,good ong.  Beside extreme irveguiari-

A

_ ties in conduct, and grotesque mixtures of the serious

and comick, we are frequently disturbed by unnatural
thoughis, harsh expressions, and a certain obscure
bombast, and play upon words. These faplts are,

_however, compensated by two of the greatest ¢xcel-

iencies .a tragick poct can. possess, his liveiy and di-
versified pamtmg of charactery .and his btlonf., and
Datyral expressions of passion. On these two virtucs
his merit vests. ln the midst of his abSurdmcs he

interests and moves us ; 50 grcat is his skill in buman

nature, and sQ lxvg;ly his representations of it,
He possesses also the merit of  having created for
himseli a world of preternatural beings. His witches:
L A

%
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ghosts, faries, and spints of all kinds, are so awful,
mysterious, 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-
auliar species of dramatick entertainment, in which
Ne 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, of considerable *
merit. Lee’s Theodosius has »armth and tender-
ness, though romantick in the plan, and extravagant
in the sentiments. Otway is great in his Orphan

‘and Venice Prescrved. Pechaps. however, he is too
- tragick in these picces. He had genius and strong
passions, but was very indelicare.

The tragedies of Rowe abeund in morality and in
elevated sentiments. His poetry is good, and his lan-
guage pure and elegant. He is, notwithstanding,

.fo0 cold and uninteresting ; and flowery. rather than
tragick. His best dramas are Jane Shore and the
Fair Penitent, which exceiinthe tender and pathetick.

Dr. Young’s Revenge discovers genius and fire ;
but wants tenderness, and turns too much on the-
dircful 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-picce ; and for

‘the plot, characters and sentiments,. justly deserves
A place among the best English tragedies.

A Greck tragedy is a simple relation of an intcrest-

ingincident. A French tragedy is a series of artful

b e
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and refined conversations, An English tragedy is a -
combat of strong passions, set before us in all their

 violence, producing decp disasters, and filling the

_spectators with grief. Ancicnt tragedies are ‘more

natural and simple ; modern more artful and com-
plex,

Comedy., 7. v

’ T HE strain and spirit of comedy discriminate

it sufficiently from tragedy. While pity, terror, and

the other strong passions form fhe province of the
latter, the sole instrument of the former is ridiculey

. Follies and vices, and whatever inthe human charac-

terisimproper, or exposes te censure and ridicule, are
objects of comedy. As a satirical exhibition of th&
improprieties and follies of men, itis useful and moral..
It is commendable by this species of composition to
correct_and to polish the manrers of men. Many

'vices are more succéssfully explodéd by ridicule,than

by scrious arguments. It is possible however to em-
Ploy vidicule 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-

Tore of the comick class have often cast ridicule on
objectsand 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 hangs of loose men,
comedy will mislead and corrupt ; butin lhose of

© virtuous writers, it is not only a gay and innocent,

P

but a Jaudable and useful entertainment. English
comedy, however, is frequently a sehool of vice.
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The rules of dramatick action, that wete prescr’bed
for tragedy, belofig also to comedy. ' A comick writer.
" must observe the unities of action, time, and place.
He must attend to nature and probability. Fhe imi-
tation of manners ought to be evén mhere éxact 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 v

nor country ; but it is otherwise in comedy. For the

decorums of behaviour, and the nice discriminations - -

of character which are thie sabjects of comedy, change

* with time and’ wnntry ; afid are héver sb well tndets:

’ 'Aoad by ﬁ:rexgncrs, #s by natives. We weep for the

_"Beroes of Greece and Rornie ; but we dre touched by
‘#he ridiculd of such manners and characfers only as
A¥e see amd khow. The scéne thetefore of comedy
*should always be laid in the auther’s own country
-and age. 'The comick poet catches the ‘Thanners live
mg as they rise.

" Tt is trwes Sndeed, thet Plautus ind Tewmt
follow this rule. The scene of their comediesis laid
in“Gtreece, and they adopted "the Greck laws and
customs. But it is to be femémbered, that cemedy
‘<vas in their age a new entettainment in Rome, and

: th..t they w-re contented with the praise of traoslat-
ing Menander and other comick writers of Greece.
“In posterior times the Romans had the “Comedia
Togatad or what was founded on theirown manners,

~as well as the « Comedia Puliiata,” which was taken

“from the Grecks. ) : -

There are two kinds of tomeily, that of character,

and thatof intrigue.  In the last, the plot or action of” -

the play fs the principal object.  In the first, the dise

P
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_ play ofa peculmr character is the chief pomt and to v

this the action is subordmate The Fyench abound -
most in-comedies of character. Such are the capital
pieces of Moliere. The English have inclined more
te' comedies of intrigue. . Such are the plays of Con-
greve ; and in general there is more story, actlon,
and bustle in English, than in French comedy. ‘
- The perfection of comedy is fo be found in a prop-
er mixture of these. two kinds. Mere conversatxen
%vithout an interesting stovy isinsipid. T. hele should

- ever be. se much intrigue as to excite- both fears aml-

wishes. | The igcidents shonld béstnkmg;»andaﬂ'oxd~
a proper field for. the exhibition of character. The
piece hewever should not be ovcrchatged with ip. ~
WENe 3 ior this, wauld be-to convert a comedy iatg
a no¥el. - R - -

Wat&rmmet machamws it is-a common’ crror of
comick writers, to carry them much beyond vedl Jife ;
indeed it is.very 'difficult to hit the precise peint,

~ where wit-ends and baffoenery begms " The conedi:
. an may exaggente, ‘but: good sense must teach lnm

where to $top, - N

In comedy. there ought to be a clear distinction in
characeters. The coptrast of characters, Lowever, by
‘pairs, and by opposites, is t60 theatricat and affected.
It is the perfection of am to coficeal art. A masterly'
writer gives us- his characters, distingunish&d rather
by suclr shades of diversity, as are commonly found
in society, than marked By such gppasitions, as are
seddom brought into aemai ccmtrast im any of the cies

Ws‘d‘h&

. The style of comedy oucht to be pure, hvety, and'
degant, generally imitating the tone of pohte convoﬁ-
¥ L
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sa oy s ever descending into £T088 EXPressions,
Kiy +¢ i~ ot suitable to comickcomposition; for what
has pootry to do with th, corteersation of men in
comon lfe? Thecurrent of the dialeguse should be
casy without pertness, and-geatee! withont Bippsticy.
The wit should never be studied nor unseasonable.
b
Jitient Comed) / -
THE mpm oamedy wasmed satine:ac
gainst pacticalar pérsons, brought upon the stage by
name. Such are the .plaps of Arisophares; und
compesitions of so singular a sature illystrateweli thie
arbulent and icontions stase of Athons.: The most
ilustrious personages, gencrals and megisisates; wers
hen, made the subjects of samaedy. - Viwenisy,-satire;
and buffapmery aro she charasteristicks of Arisﬁ»-

Phangs.. Cb mpiy Seossionnhe ditoer
force; but his performanges wmmﬁaaﬁ

am:ktgs;c for witia his.ages Bis ridigule i cmtrave

# agant ; -pis wit farcical ; - his - personal | Maymel
and biting, and his obscenity intelerable. - ,

.~ Soon after the age of‘AlfstO{?nu the. hbem &
attacking persons by aame on the stage was prohibe
ed by law. The middie comedy then took its rise:
Living pprsobs were still aisacked,; but-under Hetigh
eus names. Of. thmpnmwﬁ Aave.no rennaide
They were succeedod by the new comedy ;- when it:
hecameaslt now- is, therbusiness ol tisesstage to-£ib-

. hibit mannersand characters, but nét tiose: ob periie;

ilar persons. “Fhe suther of this kind Taest cobdifta:

' »mtmengzhe Gre!kaymm tnmhiswt&
e are Pemﬂaed. .

3
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Of the new coiedy of the ancients, the only ré-
mgins are the playsof Plautus and Terence. Th'e
first.is emm-ent for the wis comica, and for an ekpncs-
Bive phraseology He bears, however, many marks
“of the rudeness of the dramatickart in his'time. He
hae tao 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 -marke!, though sometimes coarsely. -
#* Tervnce is polished, delicate, and elegant.. His
styleisa medebof the most jjnre and graceful latinity.
.His. dialogue is always correct and decent, and his
relations have a picturesgue and beautiful simplisity.
s morality. is in general unexceptiomable ; his situ-
atons are interesting ; and.many of  his sentiments
touch.the hearts: He may Le considered as the found-
er.of senipus.comedy. -Ip sprightiinesagbd swergth
he is deficiont.. Thereisa samenass in hischaractem
axl plots ; ewd he is said to have -been inferiour to
Menander, whamr-he togied’ ' form a mﬂ’e&
contick author, .the- spirit and fire of Plautus otight te
hmodwﬁﬁogrnandwrmmm ofﬁ;nm&?“
- S - R

L ) ,_('~a

S/mmeh C’omedy

T HE wiodt mmmem dbjecem mo&m comes:
oy is ot :Spanish theatve. ‘The chief comedians of
Spaitt -ard Foper: de:Voga, Guilten and Calderon.
The fisst; whio is-the most-famous of them, -wrote
Wove & theousrnid plays ; and: was infinitely moreirre-
gudur than-Shaketpeare. He totally disregarded-the
three unitisd; and every established vale of dramatick. *



.ok

® slegan_t_ and polite satire.
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writing. One play ofien includes many years, and
even the whole life of a man. f he scene, during the
first act is in Spaip ; the nestin Italy ; and the third -
in Africa. His plays are cliefly historical, and are a
mixture of heroick speeches, serious incidents, war
and slaughter, ridicule and buffvoncry. He jumbles
together Christianity and Pag:mism, vitues and vi- -
cesy angels and gods. Notﬁrithstandiug his faults, he
possessed genius, and great force of imagination.
Many of Lis characteis yre well puinted ; many of hi¥
situations are huppy ; and from the souvce of bis
vich invention, dramatick ‘writers of other nations
have frequently drawn their materials, He was con-
scious himseli of his extreme irtegularity, and apol-
ogized for them from the prevailing taste of his
countey e, o -

. e a7
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BRI {‘-“’imfﬁ 9.’”1‘;‘.1:‘(‘ RADVER

R s T

- "T HE comick thssire.of Frangeds allowed t
be correcty chaste, and decent. - The coinick anther,
in whom the Fremch glovy mest, is Moliere. Inthe
judgment of French criticks he has nearly reached the -
supamit of perfegtion .in bis art... Neg is.this the de-
cision of mere partiality. Moliere is the satirist only |
of vice and folly. . His charagiers were pecudiar to
his.own times; and in general bis sidicule-wrsjustly
directed, His comick powers were great,; and his
pleasantry is always innocent.. His Misanthrope, and
Tarwuffe are in, verséf and constitate a kind of. digni- -
fied comedy, in which.vice.is exposed in the.style.of
In his prose comedies there

~

e e m
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i3 a profusion of ridicule ; but the poet never gives
alarm to modesty, nor casts contempt oh virtue.
" Withthese high qualitieshewever considerable defects

5 are mingled. In unravelling his plots he is unhappy ;
§ a5 thisis frequently brought on with too little prepa-
¢ ¢ ratiofi, and in an improbable mannet. In his verse
g comedics he is notalways sufficiently interesting, and
- he is too full of long speeches. In his risible pieces
4 in prose he is too farcical. But upen the whole it
: may be affiinied, that few. writers ever attained so '
erfectly the true end of comedy. His Tartuffe and

; Avare are his two capital preductions.

i ’ . .

3 . ]

" S C Englxsh Comedy.

o FROM the Englishxheatveis naturally. empect-
ed u great variety of original characters in camedy,
and bolder strokos of wit and humour than frem any
other modern stage. Huxiouf 1§ Ih Some degres. po-

4 culiar to England. The freedom of the government,

tnd the uhrestrained liberty of Englxsh :mmm;s arexy
favourable to humeur and singularity of chdi acter In.
Trance the influence of a despotick court spreads unt-
- {formity over the nation. Hence comedy has a more
amplified and a freer vein in Britain than in-France.
. But itis to be regreted, that the comick’ spirit of Brit-
ain is often disgraced by indecency and licentiousniess,
‘I'he firstage, however,of English comedy was riot
“infected by thisspirit.  The plays.of Shakespeare and
- Ben Jonson have no'immoral tendency. The com-
-edigs ef the former display a stlong, creative genms,

:
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but are i.regular in conduct.” They are singularly
rich in cRaracters and manners ; but often descend te
please the mob. Jonson is more regular, but stiff
and pedantick ; though not void 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 Plantus was antiquated to the Ro- .
maas in the days of Augustus. But to the honour of
Shakespeare, his Falstaff is still admired, and his
Merry Wives of Windsor read with pleasure.

After the restoration of Charles II, the licentious-

“mess which polluted the court and nation, seized upos
comedy, The rake became the predominant charac-
ter. Ridicule was thrown upon chastity and sobriety.
At the chd of the play, indceds, the rajie Jassmes 2
sober wan ; but through the performanece he is a fine
gentleman, and exhibits a picture of the pleasurable

! enjo;?f of life. This kpirit of comedy. had the

worst ct 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 carcless. As his cb-
ject was to please, he followed the current of the
times, and gave way to iadelicacy snd licentiqusness.

. His indecency was at times so gross,. as to occasion
a prohibitionof his plays on the stage,

~After Dryden flo#ished Cibber, Vanburgh, Far-

: 'l“hal,and Congreve. thhcr has spr;gpumess and.a

.
N
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pert vivacity ; but his incidents are o forced and un-
riatural; that his performances have all sunk into ob-
seurity, 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 moral in its conduct. The lattcr. in which

‘Cibber, was assisted by Vanburgh, is pcrhaps the best

comedy in the English language ; and even to this
nay be objected that it had a double plot. Its char-

acters however are natural, and it abounds with fine

painting a~d happy strokes, of humour.

“Wit, spirit, and ease, tharacterize Sir John Van-
burgh but he is the most indelicate and immoral of
all our comedians. Congreve undoubtedly possessed ,
genius. He is witty and sparkling, and full of char-
acter and action. Indecd 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 correet and
leswbrilliant_ than (‘ongreve 3 but he has more ease,
and much of the wis comiea. Like Congreve he is
licentious ; and modesty must tarn from them both
‘with abhorrence. The French boast with<{#atice of
the superiour decency of their stage, and speak of the
English theatre with astonishment. Theirphilosophi-
cal writers aseribe the prolligate 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 predéces-
sors. They may be inferiour to Farquhar an¢Con-
greve in spirit, ease, and wit ; but they have the merit
of being far more innocent and moral. o
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To the French stage we are much ind for this °
reformation. The introduction within a lew yearsof -
a geaver comedy In France, called the serious or ten-
der comedy, has attracted the attention ‘and approba- *
<ion of our writers. Gaie'y and ridicule are not ex-
cluded from this species of come'y ; but it laysits -
ahief stress on tender and interesting situations. It
is sentimental, and touches the heart. It pleases not
so much by the laughrer it excites, as by the tears of
affection and joy which it draws forth.

This form of comedy was opposed in France. asan
unjustifiable innovation. It .was objected by criticks
that it was not founded on laughter and ridicule;
-but it 1s not necessary that all comedies be formed #
on one precise model. Some may be gay ; someses
rious ; and some may partake of both qualities. Se-
rious and tender comedy has no right te exclude gaft
ety and ridicule from the stage. There are materials -
for both ; and the stage is richer for the innovation.
Ingeweral-it -maag.be. considered as the.merk-oF in-
creasing politeness and refinemént, when thuie the-
atrical exhibitions become fashionable, wirich are freo
- irom ifdclicate sentiments.and immoral tendency,

B T e
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