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PREFACE.

In offering to the public, a new edition of Dr. Alison's
“Essays on the Nature and Principles of Taste,” it affords
me peculiar pleasure to acknowledge the gratification that
the flattering reception of my editions of Burke’s ¢ Inquiry
into the Origin of our Ideas of the Sublime and Beautiful,”
and Blair'’s “Lectures on Rhetoric and Belles Lettres,” af-
forded ; and while, in the present case, I may have criticised
with a bolder hand, and attempted to improve to a greater ex-
tent than in either of the former, it is to be hoped, that the
responsibility assumed in editing works of so much impor-
tance, and so deservedly popular, will be regarded as a suffi-
cient apology for what has been done.

" Previous editions of this work, notwithstanding the inte-
rest that the subject excites, contain many inaccuracies which
greatly interrupt the pleasure that the subject itself is so well
calculated to afford ; but as the inaccuracies are of a nature
to be observed by those only, who have, in some degree,
kept pace with the rapid improvement of our language during
the last thirty years, they have, hitherto, been overlooked. It
is by no means, however, pretended, that the present edition
is free from errors : all that is claimed is to have improved it ;
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but of the nature, extent and value, of the improvements, it
is for an impartial public to judge, and not myself.

The necessity of translations to the passages introduced
from the ancjent classics, must appear evident to all who are
familiar with the business of instruction; for though the
scholar may have learned those languages, obstacles are per-
petually thrown in his way, if while reading, he is subjected
to the necessity of rendering into his native tongue, thoughts
and beduties presented to him, in a foreigii dress: and why
the disposition to introduce Latin and Greek poetry, for the
purpose of illustrating arguinents and principles, in English
cornposition, should still prevail, even among writers of genius;
it is difficult to determine. Tt certainly cannot be that there
is difficulty in selecting suitable examples from our own
poets; for every man of cultivated taste must acknowledge,
that in the English language poetry is in its native element ;
and that for variety and appropriateriess of examples both of
the sublime and the beautiful, no other language at all com-
pares with it.

I would by no means, however, be understood to under-
value the antient classics, for with them are closely identi-
fied many of our earliest and most endeared associations ;
and, perhaps it is to the familiarity acquired during scholastic
studies, that the preference which they so generally receive,
is to be attributed.

In the translations introduced, I have in ¢very instance
where appropriate ones were to be found, selected them from
poets whoee authority, as translators, is acknowledged; and
in each case the name of the translator is appended: It #ill
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also, doubtless, readily be perceived, that in the original trans-
lations, accuracy rather than elegance has been studied.

The questions are constructed on the same principle on
which those are that accompany my other works, and literally
embrace the whole body of the author: scholars should,
therefore, when they commence the book, be distinctly in-
formed, that, in it, nothing is to be left unlearned ; but that,
throughout the work, the answer to each succeeding ques-
tion, commences at the word, at which the answer to the
preceding one terminates ; thus embracing the whole.

It may then, perhaps, with some degree of propriety, be
asked, what advantages are proposed by the introduction of
questions to a work of such magnitude, if the whole1is still
to be learned ? To which I would reply, that, in the first
place, as the questions are, throughout, closely connected, and
the answers frequently depending upon each other, the most
devoted attention of the scholar is required, not only in pre-
paring the lesson, but during the recitation also ; which every
teacher will acknow@e is the attainment of one of the
most important points in teaching successfully : and in the
second place, the questions being at the base of the page on
which'the answers are respectively found, they must neces-
sarily facilitate the teacher’s labor.

‘With these remarks the work is presehted to the same in-
dulgent public, by whom judgment was passed upon its pre-
flecessors; and that it may meet with as little severity as they
did, is as much as can be hoped.

A. MILLS.
New York, Sept. 1830.



INTRODUCTION.

TASTE is, in general, considered to be that faculty of the human
mind, by which we perceive and enjoy whatever is BEAUTIFUL or
SUBLIME in the works of nature or art.

The perception of these qualities is attended with an emotion of
pleasure, very distinguishable from evefy other pleasure of our na-
ture, and which is accordingly distinguished by the name of the
EMoTION of TasTE. The distinctions of the objects of taste, into
the sublime and beautiful, has produced a similar division of this
emotion, into the EmorioN of suBLiMITY and the EMoriOoN 'of
BEAUTY. )

The qualities that produce these emotions, are to be found in
almost every class of the objects of human knowledge, and the
emotions themselves afford one of the most extensive sources of
humen delight. They occur to us, amid every variety of EXTERNAL
scenery, and among many diversities of disposition and affection in
the M1 of man. The most pleasing arts of humean invention are
altogether directed to their pursuit; and even the necessary arts are
exalted into dignity, by the genius that can unite beauty with use.
From the earliest period of society, to its last stage of improvement,
they afford an innocent and elegant amusement to private life, at the
same time that they increase the splendor of national character;
and in the progress of nations, as well as of individuals, while they
attract attention from the pleasures they bestow, they serve to exalt
the human mind, from corporeal to intellectual pursuits.

These qualities, however, though so important to human happi-
ness, are not the objects of immediate observation; and in the at-
tempt to investigate them, various circumstances unite to perplex
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our research. They are often obscured under the number of quali-
ties with which they are accidentally combined: they result often
from peculiar combinations of the qualities of objects, or the relation
of certain parts of objects to each other: they are still oftener,
perhaps, dependent upon the state of our own minds, and vary in
their effects with the dispositions in which they happen to be ob-
served. In all cases, while we feel the emotions they excite, we
are ignorant of the causes by which they are produced; and when
we seek to discover them, we have no other method of discovery,
than that varied and patient ExpEriMENT, by which, amid these
complicated circumstances, we may graduslly ascertain the peculiar
qualities which, by the comsTiTUTION Of OUr NATURK, AT perma-
nently connected with the emotions we feel.

In the employment of this mode of investign.tion; there are two
great objects of attention and inquiry, which seem to include o/l that
is either necessary, or perhaps possible, for ud to discover on the
subject of taste.

These objecta are, )

I. To investigate the NaTuRE of those QuUALITIES that produce
the emotions of TAsTE ; and,

II. To investigate the xaTurE of that racuLry, by which these
emotions are received.

These investigations, however, are not to be considered as objecte
of philoscphical curiosity only: they have an immediate relation to
all the arts that are directed to the production either of the BEAUTY-
ruL or the suBLIME ; and they afford the only means by which the
principles of these various arts can be ascertained. Without a just
and accurate conception of the nature of these qualities, the ARTIST
must be unable to determine, whether the beauty he creates is tem-
porary or permanent, whether adapted to the accidental prejudices
of his age, or to the uniform constitution of the human mind ; and
whatever the science of criricisu can afford for the improvement
or correction of taste, must altogether depend upon the previous
knowledge of the nature and laws of this faculty.

To both these inquiries, however, there is a preliminary investi-
gation, which seems absolutely necessary, and without which every
conclusion we form must be either imperfect or vague. In the in-
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vestigation of cAusEs, the first and most important step, is the accu-
rate examination of the xrracT to be explained. In the science of
mind, however, as well as in that of body, there are few effects alto.
gether simple, or in which accidental circumstances are not combined
with the proper effect. Unless, therefore, by means of repeated
experiments, such accidental circumstances ‘are accurately distin-
guished from the phenomena that permanently characterize the
effect, we are under the necessity of including in the cause, the
causes also of all the accidental circumstances with which the effect
i8 accompanied.

With the emotions of TasrE, in almost every instance, many
other accidental emotions of pleasure are united—the various simple
pleasures that arise from other qualities of the object ; the pleasure
of agreeable sensation, in the case of material objects; and in all,
that pleasure which by the constitution of oar nature is annexed to
the exercise of our faculties. Unless, therefore, we have previously
acquired & distinct and accurate conception of that peculiar effect
which is produced on our minds, when the emotions of taste are felt,
and can precisely distinguish it from the effects that are produced by
these accidental qualities, we must necessarily include, in the causes
of such emotions, those qualities algo, which are the causes of the
accidental pleasures with which this emotion is accompanied. The
variety of systems that philosophers have adopted upon this subject,
and the various emotions into which they have resolved the emotion
of taste, while they afford a sufficient evidence of the numerous acci-
dental pleasures that accompany these emotions, afford, also, a strong
illustration of the necessity of previously ascertaining the nature of
this effect, before we attempt to investigate its cause. With regard,
therefore, to both these inquiries, the first and most important step is
accurately to examine the nature of this EMoT10N itself, and its distinc-
tion from every other emotion of pleasure ; and our capacity of dis-
covering either the hature of the qualities that produce the emotions
of taste, or the nature of the faculty by which they are received, will
be exactly proportioned to our accuracy in ucertunmg the nature of
the emotion itself.

‘When we loek back to the history of these investigations, and to
the theories which have been so liberally formed upon the subject,

2
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there is one fact that must necessarily strike us, viz. That all these
theories have uniformly taken for granted the simplicity of this emo.
tion—that they have considered it as an emotion too plain, and too
commonly felt, to admit of any analysis—that they have as uniformly,
therefore, referred it to some one principle or law of the human mind ;
and thatthey have consequently concluded, that the discovery of that
one principle was the essential key into which all the pleasures of
taste were to be resolved.

While they have assumed this fundamental principle, the various
theories of philosophers may, and indeed must, be included in the two
following classes of supposition.

1. The first class is that which resolves the emotion of taste directly
into an original law of our nature, which suppeses & sense, or senses,
by which the qualities of beauty and sublimity are perceived and feit,
ag their appropriate objects ; and concludes, therefore, that the genu-
ine object of the arts of taste, is to discover, and to imitate those
qualities in every subject which the prescription of nature has thus
made essentially, either beautiful or sublime.

To this first class of hypotheses belong almost all the theories of
music, of architecture, and of sculpture ; the theory of Mr. Hogarth,
of the Abbe Winkelman, and perhaps in ita last result, also the theory
of Sir Joshua Reynolds. It is the species of hypothesis which is
naturally resorted to by all artists and amateurs—by those, whose
habits of thought lead them to attend more to the causes of their
emotions, than to the nature of the emotions themselves.

I1. The second class of hypotheses arises from the opposite view
of the subject. It is that which resista the idea of any new or pecu-
liar sense, distinet from the common principles of our nature ; which
supposes some one known and acknowledged principle or affection
of mind, to be the foundation of all the emotions we receive from
the objects of taste, and which resolves, therefore, all the various
phenomena into some more general law of our intellectual or moral
constitution. Of this kind are the hypotheses of M. Diderot, who
attributes all our emotions of this kind to the perception of relation ;
of Mr. Hume, who resolves them into our sense of utility ; and of the
venerable 8t. Austin, who, with nobler views, a thousand years ago,
resolved them into the pleasure which belongs to the perception of
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order and design. It is the species of hypotheses most matural to
retired and philosophic minds—to those, whose habits have led them
to attend more to the nature of the emotions they felt, than to the
causes which produced them.

If the success of these long and varied inquiries has not corres.
ponded to the genius of the industry of the philosophers who have
pursued them, a suspicion may arise that there has been something
faulty in the principle of their investigation; and that some fanda-
mental assumption has been made, which ought first to have been
patiently and securely ascertained. It was this suspicion that first
led to the following inquiries—it seemed to me that the siMpLICITY
OF THE EMOTION OF TASTE, Was & principle much too hastily adopted ;
and that the consequences which followed from it, under both these
classes of hypotheses, were very little reconcileable with the most
common experience of human feeling ; and from the examination of
this preliminary question, I was led gradually to conclusions which
seemed not only to me, but to others, whose opinion I value far more
than my own, of an importance not unworthy of being presented to
the public. In doing this, Iam conscious that I have entered upon &
new and untrodden path; and I feel all my own weakness in pursu-
ing it; yet I trust my readers will believe, that I should not have
pursued it so long, if I were not convinced that it would finally ter.
minate in views not only important to the arts of taste, but important
also to the philosophy of the human mind. .

The inquiries which follow, naturally divide themselves into the
following parts ; and are to be prosecuted in the following order—

1. 1shall begin with an AxaLvsi1s of the ErrEcT Which is produced
upon the mind, when the emotions of beauty or sublimity are felt. I
shall endeavor to show, that this effect is very different from the
determination of a sENSE ; that it is not, in fact, a simple, but & com-
plex emotion ; that it involves in all cases, 1st, the production of
some simple emotion, or the exercise of some moral affection ; and,
2dly, the consequent excitement of a peculiar exercise of the imagi-
nation—that these concomitant effects are distinguishable, and very
often distinguished in our experience ; and that the peculiar pleasure
of the BEAUTIFUL O the suBLIME is only felt when these two effects
are conjoined. and the complex emotion produced.
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The prosecution of the subject will lead to another inquiry of some
difficulty and extent, viz. into the origin of the beauty and sublimity

of the qualities of maTTER. 'T'0 this subordinate inquiry I shall de-
vote & separate Essay. I shall endeavor to show that all the pheno-

. mena are reducible to the same general principle, and that the quali-
< ties of matter are not beautiful or sublime in themselves, but as they

are, by various means, the signs or expressions of qualities capable

‘M.ﬁ"‘;g o eVof producing emotion.

a ;l~:‘L pt . 9% 1L From this examination of the ErrEcT I shall proceed, in the
RECLY SECOND PART, to investigate the causks which are productive of it ;
r;‘\v:) or, in other words, the mources of the beautiful and the sublime in

nature and art.

In the course of this investigation I shall endeavor to show, 1s¢,
that there is no single emotion into which these varied effects can
be resolved ; that on the contrary, every simple emotion, and there-
fore every object which is capable of producing any simple emotion,
may be the foundation of the complex emotion of beauty or sublimity.
But, in the second place, that this complex emotion of beauty or sub-
limity is never produced, unless, beside the excitement of some sim-
ple emotion, the imagination is also excited, and the exercise of the
two faculties combined in the general effect. The prosecution of the
subject will lead me to the principal object of the inquiry,to show
what is that LAw or MIND, according to which, in actual life, this
exercise or employment of imagination is excited ; and what are the
means by which, in the different fine arts, the artist is able to awaken
this vix-ppqrt:a;z_xtl':,egexcise of imagination, and to exalt objects of simple
and common pleasure, into objects of beauty or sublimity.

In this part of the subject, there are two subordinate inquiries
which will necessarily demand attention—

1. The qualities of sublimity and beauty, are discovered, not only
in pleasing or agreeable subjects, but frequently also in objects that"
are in themselves productive of paxn; and some of the noblest pro-
ductions of the fine arts are founded upon subjects of TerrOR and
pistrEss. It will form, therefore, an obvious and important inquiry
to ascertain by what means this singular effect is produced in REAL
NATURE, and by what means it may be produced in the compositions
of ArT. :
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2. There, is a distinction in the effects produced upon our minds
by objects of taste, and this distinction, both in the EMorIoNs 4nd
their cavses, has been expressed by the terms of suBLiMiTY and
sEAuTY. It will form, therefore, 2 second object of inquiry to ascer-
tain THE NATURE OF THIS DISTINCTION, both with regard to these
emotions and to the qualities that produce them.

III. From the preceding inquiries I shall proceed, in the vLast
PART, to investigate the nATURB of that faculty by which these emo-
tions are percelved s:ﬁifelt T shall endeavor to show, that it hasno
resemblance to a sense; that as, whenever it is employed, two
distinct and independent powers of mindegre employed, it is not to
be considered as a separate and peculiar faculty, and that it is finally
to be resolved into more general principles of our constitution.
These speculations will probably lead to the important inquiry,
whether there is any sTanparD by which the perfection or imperfec-
tion of our sentiments upon these subjects may be determined ; to
some explanation of the means by which taste may be corrected or
improved ; and to some illustration of the rurposgs, which this pe-
culiar constitution of our nature serves, in the increase of human
HAPPINESS, and the exaltation of human cHARACTER.

Ifeel it incumbent on me, however, to inform my readers, that 1
am to employ, in these inquiries, a different kind of evidence from
what has usually been employed by writers upon these subjects, and
that my illustrations will be derived, much less from the compositions
of the fine arts, than from the appearances of common nature, and
the experieiice of com‘}non men. If the fine arts are, in reality, arts
of imitation, their principles are to be sought for in the subject which
they imitate ; and it is ever to be remembered, ¢ That music, archi
¢ tecture, and painting, as well as poetry and oratory are to deduce
¢¢ their laws and rules from the general sense and taste of mankind,
sand not from the principles of these arts themselves: in other
¢ words, that the taste is not to conform to the art, but the art to the
¢ taste.””* In following this mode of illustration, while I am sensible
that I render my book less amusing, I trust I may render it more;
useful, The most effectual method to check the empiricism, either

‘ * Mr. Addison,
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of art or of science, is to multiply, as far as possible, the number of
those who can observe, and judge ; and, whatever may be the con-
clusions of my readers with regard to my own particular op:nions,
Ishall not have occupied their attention in vain, if I can lead them
to think and to feel for themselves—to employ the powers which are
given them to the ends for which they were given ; and, upon subjecta
where all men are entitled to judge, to disregard alike the abstract
refinements of the philosopher who speculates in the closet, and the
technical dogtrines of the artist who dictates in the school.
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ESSAY L .

‘

ON THE NATURE OF THE EMOTIONS OF SUBLIMITY
AND BEAUTY.

CHAPTER 1.

OF THE EFFECT PRODUCED UPON THE IMAGINATION BY OBJECTS
OF SUBLIMITY AND BEAUTY.

SECTION I

"T'ue emotions of sublimity and beauty are uniformly ascribed,
both in popular and philosophical language, to the imagination.
The fine arts are considered as the arts which are addressed to
the imagination, and the pleasures which they afford are de.-
scribed, by way of distinction, as the pleasures of the imagina-
tion. The nature of any person’s taste, is, in common life,
generally determined from the nature or character of his ima-
gination, and the expression of any deficiency in this power of
mind, is considered as synonymous with the expression of a
similar deficiency in point of taste.

Although, however, this connexion is so generally acknow-
ledged, it is not, perhaps, as generally understood in what it

To what are the emotions of sublimity and beauty uniformly ascribed? To
what are the fine arts addressed, and how are the pleasures which they afford
described? From what is the nature of any person's taste, in common life,
generally determined ; and how is the expression of any deficiency in this
power of mind congidered ? Although this connexion is so generally acknow-

3
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consists, or what is the nature of tha# effect which is produced
upon the imagination and by objects of sublimity and beauty. -
1 shall endeavor, therefore, in the first place, to state what
seems to me the nature of this effect, or, in what that exercise
of imagination consists, which is so generally supposed to take
place, when these emotions are felt.

When any object, either of sublimity or beauty is presented
to the mind, I believe every man is conscious of a train of
thought being immediately awakened in his imagination, analo.-
gous to the character or expression of the original object.
The simple perception of the object, we frequently find, is insuf.
ficient to excite these emotions, unless it is accompanied with
this operation of mind, unless, according to common expres:
sion, our imagination is seized, and our fancy busied in the pur-
suit of all those trains of thought, which are allied to this cha-
racter of expression.

Thus, when we feel either the beauty or sublimity of natural
scenery——the gay lustre of a morning in spring, or the mild
radiance of a summer evening, the savage majesty of a wintry
storm, or the wild magnificence of a tempestuous ocean—we
are conscious of a variety of images in our minds, very differ-
ent from those which the objects themselves cag present to the
eye. Trains of pleasing or of solemn thought arise spontane-
ously within our minds; our hearts swell with emotions, of
which the objects before us seem to afford no adequate cause;
and we are never so much satiated with delight, as when, in re-
calling our attention, we are unable to trace either the progress
or the connexion of those thoughts which have passed with so
rouch rapidity through our imagination.

The effect of the different arts of taste is similar. The
landscapes of Claude Lorrain, the music of Handel, the poetry
of Milton, excite feeble emotions in our minds, when our atten-
tion is confined to the qualities they present to our senses, or

ledged, yet what is not perhaps, as generally understood? What does our
author, therefore, in the first place, propose to do? When any object, either of
sublimity or beauty, is presented to the mind, of what is every man congcious ?
Under what circumstances do we frequently find the simple perception of the
object, insufficient to excite these emotions? How ia this remark illustrated ?
From what does it appear that the effect of the different arts of taste is simi- .

LS
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when it is to such qualities of t’he'u' composition that we turn
our regard. It is then only, that we feel the sublimity or beauty
of their productions, when our imaginations are kindled by
their power, when we lose ourselves amid the number of images
that pass before our minds, and when we waken, at last,
from this play of fancy, as from the charm of a romantic
dream. The beautiful apostrophe of the Abbé de Lille, upon
the subject of gardening

N’avez-vous pas souvent, au licux infrequentés,
Rencontré tout-a-coup, ces aspects enchantés,
Qui suspendent vos pas, dont Pimage chérie
Vous jette en une douce et longue réverie ?

is equally applicable to every other composition of taste; and
in the production of such trains of thought, seems to consist
the effect which objects of sublimity and beauty have upon
the imagination.

For the truth of this observatxon itself, I must finally appeal
to the consciousness of the reader; but there are some very
familiar considerations, which it - may be useful to suggest, that
seem very strongly to shew the connexion between this exer-
cise of imagination,-and the existence of the emotions of sub-
limity or beauty.

SECTION II.

That the emotions of beauty or sublimity are unfelt, unless
this exercise of imagination is excited, seems capable of illus-
tration, from many instances of a very familiar kind.

I. If the mind is in such a state as to prevent this freedom of

) imagination, the emotion, whether of sublimity or beauty, isun-

perceived. As far as the beauties of art or nature affect the
external senses, their effect is the same upon every man who

lar? When only, do we feel the sublimity or beauty of their productions?
Of the following beautiful apostrophe upon gardening, what is observed? Re-
peat it. For the truth of this observation, to what musi we finally appeal; and
what follows ?

What seems capable of familiar illustration, and why ? When is their eflect
the same npon every man who is in possession of these sensea ? But to a man
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is in possession of these senses. But to a man in pain, or in
grief, whose mind, by these means, is attentive only to one
object or consideration, the same scene, or the same form, will
produce no feeling of admiration, which at other times, when
his imagination was at liberty, would have produced it in its
fullest perfection. Whatever is great or beautiful in the scenery
of external nature, is ahnost constantly before us; and not
a day passes without presenting us with appearances, fitted
both to charm and to elevate our minds; yet it is in general
with a heedless eye that we regard them, and only in particular
moments that we are sensible of their power. There is no
man, for instance, who has not felt the beauties of sunset;
yet every one can remember many instances, when this most
striking scene had no effect at all upon his imagination; and
when he has beheld all the magnificence with which nature
generally distinguishes the close of day, without one sentiment
of admiration or delight. There are times, in the same man.
ner, when we can read the Georgics, or the Seasons, withper-
fect indifference, and with no more emotion, than what we feel
from the most uninteresting composition in prose; while in
other moments, the first lines we meet with take possession of
our imagination, and awaken in it such innumerable trains of
imagery, as almost leave behind the fancy of the poet. In
these, and of similar cases of difference in our feelings, from the
same objects, it will always be found, that the difference arises
from the state of our imaginations: from our disposition to fol-
low out the train of thought which such objects naturally pro-
duce, or our incapacity to do it, from some other idea, which
has at that time taken possession of our minds, and renders us
unable to attend to any thing else. That state of mind, every
man must have felt, is most favorable to the emotions of taste,
in which the imagination is free and unembarrassed, or in which
the attention is so little occupied by any private or particular

in pain, or in grief, what is their effect? What remark follows? How is this
illustrated? From reading the Georgics or the Seasons, how is this remark
farther illustrated? In these, and similar cases of difference in vur feelings,
from what will it always be found that the difference arises? What state of
mind, must every man have felt is the most favourable to the emotions of
taste? Upon whom, accordingly, do objects of taste make the strongest im-
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object of thought, as to leave us open to all the impressions
which the objects that are before us can create. It is upon the
vacant and the unemployed, accordingly, that objects of taste
make the strongest impression. It isinsuch hours alone, that we
turn to the compositions of music, or of poetry, for amusement.
The seasons of care, of grief, or of business, have other occu-
pations, and destroy for the time, at least, our sensibility to the
beautiful or the sublime, in the same proportion that they pro-
duce a state of mind unfavorable to the indulgence of ima-
gination.
v

1I. The same thing is observable in criticism. When we sit
down to appreciate the value of a poem, or of a painting, and
attend minytely to the language or composition of the one, or
to the coloring or design of the other, we feel no longer the
delight which they at first produce. Our imagination in this
employment is restrained, and instead of yielding to its sugges.-
tions, we studiously endeavor to resist them, by fixing our at.
tention upon minute and partial circumstances of the composi-
tion. How much this operation of mind tends to diminish our
sense of its beauty, every one will feel, who attends to his own
thoughts on such an occasion, or who will recollect how differ-
ent was his state of mind, when he first felt the beauty, either
of the painting or of the poem. It is this, chiefly, which makes
.it so difficult for young people, possessed of imagination, to
judge of the merits of any poem or fable, and which induces
them so often to give their approbation to compositions of little
value. It is not, that they are incapable of learning.in what
the merits of such compositions consist, for these principles of
judgment are neither numerous nor abstruse. It is not, that
greater experience produces greater sensibility, for this every
thing contradicts ; but it is, because every thing, in that period
of life, is able to excite their imaginations, and to move their
hearts, because they judge of the composition, not by its merits

pression; and why? How is this illustrated? How does it appear that the
same thing is observable in criticism? Of our imagination in this employ-
ment, what is observed? How may every one feel the extent to which this
operation of mind tends to diminish our sense ot its beauty ? On young people,
what effect does this produce? Why is this the case? Of their own imagi-
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when compared with other works, or by its approach to any ab.
stract or ideal standard, but by its effect in agitating their ima.
ginations, and leading them into that fairy land, in which the fan-

¢y of youth has so much delight to wander. It is their own ima.
gination that hasthe charm which they attribute to the work that
excites it ; and the simplest tale, or the poorest novel, is, at that
time, as capable of awakening it, as the eloquence of Virgil or of
Rousseau, would, at a future period, be. Al this, however, all
this flow of imagination, in which youth and men of sensibility
are so apt to indulge, and Wwhich so often brings them pleasure
at the expense of their taste, the lalfor of criticism destrays.
The mind, in such an employment, instead of being at liberty
to follow whatever trains of imagery the composition before it
can excite, is either fettered to the consideration of some of its
minute and selitary parts; or pauses, amid the rapidity of its
conceptions, to make them the objects of its attention and re-
view. In these operations, accordingly, the emotion, whether
of beauty or of sublimity, is lost; and if it is wished to be
recalled, it can only be done by relaxing this vigor of atten-
tion, and resigning ourselves again to the natural stream of our
thoughts. The mathematician who investigates the demon.
strations of the Newtonian philosophy, the painter who studies
the design of Raphael, the poet who reasons upon the measure
of Milton—all, in such occupations, lose the delight which
these several productions can give ; and when they are willing
to recover their emotion, must withdraw their attention from
those minute consideratioris, and leave their fancy to expatiate
at will, amid all the great or pleasing conceptions, which such
productions of genius can raise.

III. The effect which is thus produced upon the mind, by
temporary exertions of attention, is also more permanently
produced by the difference of original character ; and the de-

nation, what is observed ? But of all this flow, what is remarked? What is
- the state of the mind in such an employment? In these operations, what is
observed of the emotion, whether it be of beauty or of sublimity, and how only
can it be recalled? How is this illusirated from the mathematician, &c.?
How is the effect thus produced upon the mind by temporary exertions of at-
tention, more permanently produced ; and to what is the degree in which the
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gree in which the emotions of sublimity or beauty are felt, is,
in general proportioned to the prevalence of those relations of
thought in the mind, upon which this exercise of imagination
depends. The principal relation which seems to take place in
those trains of thought, that are produced by objects of taste,
is that of resemblance ; the relation of all others, the most
loose and general, and which affords the greatest range of
thought for our imagination to pursue. Wherever, accordingly,
these emotions are felt, it will be found, not only that this
is the relation which principally prevails among our ideas, but
that the emotion itself is proportioned to the degree in which it
prevails. .

In the effect which is produced upon our minds, by the dif-
ferent appearances of natural scenery, it is easy to trace this
progress of resembling thought, and to observe how faithfully
the conceptions which arise in our imaginations, correspond
with the impressions which the character of these seasons pro-
duce. What, for instance, is the impression which we feel
from spring? The soft and gentle green with which the earth
is spread, the feeble texture of the plants and flowers, the
young of animals just entering into life, and the remains of
winter yet lingering among the woods and hills—all conspire
to infuse into our minds somewhat of that fearful tenderness
with which infancy is usually beheld. With such a sentiment,
how innumerable are the ideas which present themselves to our
imagination ! ideas, it is apparent, by no means confined to the
scene before our eyes, or to the possible desolation which may
yet await its infant beauty, but which almost involuntarily ex.
tend themselves to analogies with the life of man, and bring
before us all those images of hope or fear, which, according to
our peculiar situations, have the dominion of our hearts!—
The beauty of autumn is accompanied with a similar exercise

emotions of sublimity or beauty are felt, in general, proportioned? What is
the principal relation which seems to take place in those trains of thought;
and of it, what is observed 7 What, accordingly, follows ? In the effect which
is produced upon our minds, by the different appearances of natural scenery,
to. trace what, is an easy task? What ig the jmpression which we feel from
the scenery of spring? With such a sentiment, what is observed of the ideas
that present themselves to our imagination? With what is the beauty of au-

.
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of thought: The leaves begin then to drop from the trees; the
flowers and shrubs, with which the fields were adorned in the
summer months decay : the woods and groves are silent; the
sun himself seems gradually to withdraw his light, or to be-
come enfeebled in his power. Who is there, who, at this sea-
son, does not feel his mind impressed with a sentiment of me-
lancholy? or who is able to resist that current of thought,
which, from such appearances of decay, so naturally leads
him to the solemn imagination of that inevitable fate, which is
to bring on, alike, the decay of life, of empire, and of nature
itself? In such cases of emotion, every man must have felt,
that the character of the scene is no sooner impressed upon
his mind, than various trains of correspondent imagery, rise
before his imagination ; that whatever may be the nature of the
impression, the general tone of his thoughts partakes of this
nature or character, and that his delight is proportioned to the
degree in which this uniformity of character prevails.

The same effect, however, is not produced upon all men.
There are many, whom the prospect of such appearances in
nature excites to no exercise of fancy whatever ; who, by their
original constitution, are more disposed to the employment of
attention, than of imagination, and who, in the objects that are
presented to them, are more apt to observe their individual and
distinguishing qualities, than those by which they are related to
other objects of their knowledge. Upon the minds of such
men, the relation of resemblance has little power ; the efforts
of their imagination, accordingly, are either feeble or slow, and
the general character of their understandings is that of steady
and precise, rather than that of enlarged and extensive thought.
It is, I believe, consistent with general experience, that men of
this description are little sensible to the emotions of sublimity
or beauty ; and they who have attended to the language of
such men, when objects of this kind have been presented to
them, must have perceived, that the emotion which they felt,

tumn accompanied? How is this illustrated? With what sentiment is the
mind, at this season impressed ; and what cannot be resisted 7 In such cages
of emotion, what must every man have felt? Why is not the same effect pro-
duced upon all men? What is remarked of the relation of resemblance upon
the minds of such men; and of the efforts of their imagination ; and of the gene-
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was no greater than what they themselves have experienced in
those cases, where they have exerted a similar degree of at-
tention, or when any other cause has restrained the usual exer-
cise of their imagination. To the qualities which are produc-
tive of simple emotion, to the useful, the agreeable, the fitting,
or the convenient in objects, they have the same sensibility that
other men have ; but of the superior and more complex emotion of
beauty, they seem to be, either, altogether unconscious, or to
share in it only in the proportion to the degree in which they
can relax this severity of attention, and yield to the relation of
resembling thought.

Itis in the same manner, that the progress of life generally
takes from men their sensibility to the objects of taste. The
season in which these are felt in their fullest degree, is youth ;
when, according to common expression, the imagination is
warm, or, in other words, when it is easily excited to that ex-
ertion upon which so much of the emotion of beauty depends.
‘The business of life, in the greatest part of mankind, and the
habits of more accurate thought, which are acquired by the
few who reason and reflect, tend equally to produce, in both, a
stricter relation in the train of their thoughts, and greater at.
tention to the objects of their consideration, than can either be
expected, or can happen in youth. They become, by these
means, not only less easily led to any exercise of imagination,
but their associations become, at the same time, less consistent
with the employment of it. The man of business, who has
passed his life in studying the means of accumulating wealth,
and the philosopher, whose years have been employed in the
investigation of causes, have both, not only acquired a constitu-
tion of mind very little fitted for the indulgence of imagination,
but have acquired also associations of a very different kind from
those which take place when imagination is employed. In the

ral character of their understandings, what is observed? Of what emotions
are men of this description little sensible; and what must they have perceived,
who have attended to their language, when objects of this kind have been pre-
gented to them?  To what qualities have they the same sensjbility that other
men have ; but of what do they seem to be, either altogether unconscious, or
to share, in proportion to'what? What, in the same manner, is the effect of
the progress of life? How ig this illustrated? What do the business of life,

4
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first of these characters, the prospect of any beautiful scene
in nature would induce no other idea than that of its value. In
the other it would lead only to speculations upon the causes of
the beauty that was ascribed to it. In both, it would thus ex-
cite ideas which could be the foundation of no exercise of
imagination, because they required thought and attention. To
a young mind, on the contrary, possessed of any sensibility, how
many pleasing ideas would such a prospect afford? Ideas of
peace and innocence, and rural joy, and all the unblemished
delights of solitude and ‘contemplation. In such trains of
imagery, no labor of thought, or habits of attention, are re~
quired ; they rise spontaneously in the mind, upon the prospect
of any object to which they bear the slightest resemblance,
and they lead it almost insensibly along, in a kind of bewitch-
ing reverie, through all its store of pleasing or interesting con-
ceptions. To the philosopher, or the man of business, the
emotion of beauty, from such a scene, would be but feebly
known ; but by the young mind, which had such sensibility, it
would be felt in all its warmth, and would produce an-emotion
of delight, which not only would be little comprehended by
men of a severer or more thoughtful character, but which
seems also to be very little dependent upon the object which
excites it, and to be derived, in a great measure, from this exer-
cise of mind itself.

In these familiar instances, it is obvious how much the emo-
tions of taste are connected with this state or character of ima-
gination, and how much those habits or employments of mind,
which demand attention, or which limit it to the consideration
of single objects, tend to diminish the sensibility of mankind to
the emotions of sublimity or beauty. -

and the habits of accurate thought, equally tend to produce ; and why? How
is this illustrated from the man of business, and the philosopher ? In the first
of these characters, what ideas only, would the prospect of any beautiful scene
in nature induce; and in the other, to what speculations would it lead? In
both, what would it thus excite; and why? To a young mind, on the con-
trary, what ideas would it excite; and of such trains of imagery, what is ob-
served? What is observed of the emotion of beauty, to the mind of & philo-
sopher, from such a scene? By the young mind, how would it be felt; and
what effect would it produce? In these familiar instances, what is obvious ?
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SECTION III.

There are many other instances, equally familiar, which are
sufficient to shew that whatever increases this exercise or em-
ployment of imagination, increases also the emotion of beauty
or sublimity.

I. 'This is very obviously the effect of all associations.
There is no man who has not some interesting associations with
particular scenes, or airs, or books, and who does not feel their
beauty or sublimity enhanced to him by such connexions. The
view of the house where one was born, of the school where
one was educated, and where the gay years of infancy were
passed, is indifferent to no man. They recall so many images

of past happiness and past affections, they are connected with -

so many strong or valued emotions, and lead altogéther to so
long a train of feelings and recollections, that there is hardly
any scene which one ever beholds with so much rapture.
There are songs also, that we have heard in our infancy, which,
when brought to our remembrance in after years, raise emo-
tions for which we cannot well account; and which, though
perhaps very indifferent in themselves, still continue, from this
association, and from the variety of conceptions which they
kindle in our minds, to be our favorites through life. The
scenes which have been distinguished by the residence of any
person, whose memory we admire, produce a similar effect.
¢ Movemur enim, nescio quo pacto, locis ipsis, in quibus eorum,
s quos diligimus, aut admiramur adsunt vestigia.”* 'The scenes

There are many other instances, equally familiar, sufficient to show what ?
How does it appear that this is obviously the effect of all associations? How
is this illustrak\d? What do they recall, with what are they connected, and
to what do they lead? How is this also illustrated, from songs which we may
have heard in our infancy? What is observed of the scenes which have been
distinguished by the residence of any person whose memory we admire ; and
what illustration is given? Though the scenes themselves may not be parti-

* For we are somehow affected by those very places in which we bchold the
footsteps of those whorn we love and admire.
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themselves may not be particularly beautiful ; but the delight
with which we recollect the traces of their lives, blends itself
insensibly with the emotions which the scenery €xcites ; and
the admiration which these recollections afford, seems to give a
kind of sanctity to the place where they dwelt, and converts
every thing into beauty which appears to have been connected
with them. There are scenes, undoubtedly, more beautiful
than Runnymede, yet, to those who recollect the great event
which passed there, there isno scene, perhaps, which so strongly
seizes upon the imagination ; and although the emotions this
recollection produces, are of a very different kind from those
which the mere natural scenery can excite, yet they unite them.
selves so well with these inferior emotions, and spread so vene-
rable a charm over the whole, that one can hardly persuade
himself, that the scene itself is not entitled to this admiration.
The valley of Vaucluse is celebrated for its beauty, yet how
much of it has been owing to its being the residence of Pe.
trarch !

Mias ces eaux, ce beau ciel, ce vallon enchanteur,
Moins que Pétrarque et Laure interessoient mon ceeur.
La voila donc digois-je, oui, voila cette rive
Que Pétrarque charmoit de sa lyre plaintive ;
Ici Pétrarque & Laure exprimant son amour,
Voyoit naitre trop tard, mourir trop tot, le jour.
Retrouverai-je encore, sur ces rocs solitaires,
De leurs chiffres unis les tendres caractéres ?
Une grotte écartée avoit frappé mes yeux,
Grotte sombre, dis-moi si tu les vis heureux,
M’écriois-je! un vieux tronc bordoit-il le rivage ?
Laure avoit reposé sous son antique ombrage ;
Je redemandois Laure a Vecho du vallon,
Et Yecho n’avoit point oublié ce doux nom,
Partout mes yeux cherchoient, voyoient, Pétrarque et Laure,
Et par eux, ces beaux lieux s’émbellissoient encore.
. Les Jardins, Chant 3me.

The sublime is increased, in the same manngr, by what-
ever tends to increase this exercise of imaginatiof. The field
of any celebrated battle becomes sublime from this association.

cularly beautiful, yet what follows? How is this remark illustrated from Run-
nymede? What is observed of the valley of Vaucluse? Repeat the passage
introduced, illustrative of this remark. How is the sublime, also, increaged ?
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No man, acquainted with English history, can behold the field
of Agincourt, without some emotion of this kind. 'The addi-
tional conceptions which this association produces, and which
fill the mind of ‘the spectator on the prospect of that memora.-
ble field, diffuse themselves, in some measure, over the scene,
and give it a sublimity which does not naturally belong to it.
The majesty of the Alps, themselves, is increased by the re.
membrance of Hannibal’s march over them ; and who is there
that could stand on the banks of the Rubicon, without feeling
his imagination kindle, and his heart beat high?

« Middleton Dale,” says Mr. Whately, “is a cleft between
“rocks, ascending gradually from a romantic village, till it
‘ emerges, at about two miles distance, on the vast more-
“lands of the Peak. It is a dismal entrance to & desert; the
«hills above it are bare, the rocks are of a grey color, their
“ surfaces are rugged, and their shapes savage, frequently ter-
‘“minating in craggy points, sometimes resembling vast un-
« wieldy bulwarks, of rising in heavy buttresses one above
“ another, and here and there a misshapen mass bulging out.
“hangs lowering over its base. No traces of men are to be
‘ geen, except in a road, which has no effect on such a scene
« of desolation, and in the lime-kilns constantly smoking on the
“gide. The soil is disfigured with all the tinges of brown and
« red, which denote barrenness; in some places it has crum.
“bled away, and strata of loose dark stones only appear; and
“ in others, long lines of dross, shovelled out of the mines, have
“ fallen down the steeps. In these mines, the veins of lead on
“one side of the Dale, are observed always to have corres-
« ponding veins, in the same direction, on the other; and the
«¢ rocks, though differing widely in different places, yet always
« continue in one style for some way together, and seem to
“have a relation to each other. Both these appearances make
it probable that Middleton Dale is a chasm rent in the moun.
“tains by some convulsion of nature beyond the memory of
“man, or perhaps before the island was peopled. The scene,

How is this remark illustrated, from the field of Agincourt, the passage of the
Alpe by Hannibal, and of the Rubicon by Cesar? Repeat Mr. Whately's de-
seription of Middleton Dale. By what is the sublimity of this scene much in-
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s though it does not prove the fact, yet justifies the supposition,
““and it gives credit to the tales of the country people, who, to
« aggravate its horrors, always point to a precipice, down which
“they say a young woman of the village threw herself head-
“long, in despair at the neglect of a man whom she loved;
““and shew a cavern, where a skeleton oncé was discovered,
“but of what wretch is unknown; his .bones were the only
““memorial left of him.”—Observations upon modern garden-
iug, p. 93. _ :

It is surely unnecessary to remark, how much the sublimity
of this extraordinary scene is increased, by the circumstances
of horror which are so finely connected with it.

One of the sublimest objects in natural scenery, is an old and
deep wood, covering the side of a mountain, when seen from
below ; yet how much greater sublimity is given to it by Dr.
Akenside, by the addition of the solemn images which, in the
following lines are associated with it!

Mark the sable woods

That shade sublime yon mountain’s nodding brow.
With what religious awe the solemn scene
Commands your steps! as if the reverend form

Of Minos or of Numa, should forsake

Th’ Elysian seats, and down the embowering glade
Move to your pausing eye.—-

Pleas. Frag. b. iii.

I'here is a passage in one of the Odes of the same poet, in which
a scene, which is in general only beautiful, is rendered stri-
kingly sublime, from the imagery with which it is associated.

"Tis thus to work her baneful power,
Suspicion waits the sullen hour
Of fretfulness and strife,
When care the infirmer bosom wrings,
Or Eurus waves his murky wings,
To damp the seats of life.
But come, forsake the scene unbless’d
Which first beheld your faithful breast
To groundless fears a prey;

creased’l. What is one of the sublimest objects in natural scenery; and by
whom is its sublimity greatly increased? Repeat the passage. What i3 re-
marked of & passage in one of the Odes of the same poet? Repeatit. In
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Come, where with my prevailing lyre
The gkies, the streams, the groves conspire
. To charm your doubts away.
Thron’d in the sun’s descending car
What power unseen diffuseth far .
This tenderness of mind ?
. What Genius amiles on yonder flood !
. What God in whispers from the wood
Bids every thought be kind ?
Ode to Suspicion.

I know not, however, any instance, where the effect of any
association is so remarkable in bestowing sublimity on objects,
to which it does not naturally belong, as in the following inimi-
table poem of Buchanan’s on the month of May. This season
is, in general, fitted to excite emotions very different from sub.
limity, and the numerous poems which have been written in
celebration of it, dwell uniformly on its circumstances of “ ver-
nal joy.” In this ode, however, the circumstances which the
poet has selected, are of a kind, which, to me, appear inex-
pressibly sublime, and distinguish the poem itself by a degree
and character of grandeur, which I have seldom found equalled ,
in any other composition. The idea of it was probably taken from
these fine lines of Virgil in the second Georgic, in describing
the effects of spring :

Non alios, prima crescentis origine mundi
Nluxisge dies, aliumve habuisse tenorem
Crediderim : ver illud erat, ver magnus agebat
Orbis, et hybernia parcebant fiatibus Euri:

Cum primum lucem pecudes hausere, virimque,
Ferrea progenies duris caput extulit arvis,
Immissmque fers sylvis, et cidera ceelo.

Then did the new creation first appear, ,

Nor other was the tenor of the year;

When laughing heaven did the great birth attend,
And eastern winds their wintry breath puspend—

what poem is the effect of association most remarkably exemplified? This
season i8, in general, fitted to excite emotions of what kind, and on what do
the poems that have been written in celebration of it, uniformly dweil? In
this ode, however, of what kind are the circumstances which the poet has se-
lected ; and how do they distinguish the poem? Whence was the idea of it
probably taken? Repeat the passage. Repeat the ode also. What effect have
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Then sheep first saw the sun in open fields,

And savage beasts were sent to stock the wilds—
And golden stars flew up to light the skies,

And man'’s relentless race from stony quarries rise.

Dryden.

I believe, however, that no man will doubt how much Buchanan
has improved upon this beautiful idea.

CALENDZE MALE.

Salvete sacrie deliciis sacre
Maiee calends, lmtitie et mero
Ludisque dicate jocisque
Et teneris charitum choreis.
Salve voluptas et nitidum decus
Anni recurrens perpetua vice,
Et flos renascentis juvente
In senium properantis Zvi.
Cum blanda veris temperies novo
Tluxit orbi, primaque secula
Fulsere flaventi metallo,
Sponte sua, sine lege, justa,
Talis per omnes cantinuus tenor
Annos tepenti rura Favonio
Mulcebat, et nullis feraces
Seminibus recreabat agros.
Talis beatis incubat insulis
Felicis aurs perpetuus tepor,
Et nesciis campis senectse
Difficilis, querulique morbi.
Talis silentum per tacitum nemus
Levi susurrat murmure spiritus,
Lethenque juxta obliviosam
Funereas agitat cupressos.
Forsan supremis cum Deus ignibus
Piabit orbem, leetaque secula
Mundo reducet, talis aura
Zthereos animos fovebit.
Salve fugacis gloria feculi,
Salve secunda digna dies nota,
Salve vetusts vite imago,
Et specimen venientis Evi.

THE FIRST OF MAY: .
Hail to thee, delicious day,
Fair and sacred first of May—
Sacred unto wine and mirth
Where the game and feast have birth—
Sacred to the gentle dance
Yhere the Graces’ dark eyes glance—
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Hail ! delight, and shining grace !
Ever following the pace

Of the aye revolving year,

Time’s unwearied traveller !

‘When Spring’s life-inspiring rays
Lit the world in other days,

Those delicious days of old

In the bleseed age of gold,

Such unceasing milduess charmed »
Fields which soft Favonius warmed :
Earth’s unsown fertility

Gave forth fruits spontaneously.
Such a warmth of ther smiles

Ever on the Blessed Isles,

And the Fields where sad decay

And old age held never sway !

Such a gentle murmur blows
Through the silent grove where flows
Lethe’s quiet water on, |

Fraught with sweet oblivion !

When God sends his judgment fires,
Purging Earth till sin expires,
Perchance an air like this will cherish !
Ethereal souls that cannot perish.
Hail! glory of the fleeting age—
Praiseworthy in man’s pilgrimage—
Image of Earth’s early bloom,

And type of life beyond the tomb !

National associations have a similar effect, in increasing the +”
emotions of sublimity and beauty, as they, very obviously, in-
creasge the number of images presented to the mind. The fine
lines which Virgil has dedicated in his Georgics, to the praises of
his native country, however beautiful to us, were, undoubtedly,
read with a far superior emotion by an ancient Roman. The
prodigies which the same poet has described, as preceding the
death of Ceesar, and the still more minute description which
Lucan, in the first book of his Pharsalia, has given of such
events, on the approach of the civil war, must, probably, have
.given to a Roman, who was under the dominion of such na-
tional superstitions, the strongest emotions of sublimity and

national agsociaiions; and why? How is this illusirated, from the fine lines

which Virgil has dedicated to the praises of his native country, from the de-

scription of the prodigies that preceded the death of Cesar, and from the de-

scription that Lucan has given of similar events? With what emotion only,
5
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terror. But we read them now without any other emotiorr.
than that which arises from the beauty of the composition.
The influence of such associations, in increasing either the
beauty or the sublimity of musical composition, can hardly
have escaped any person’s observation. 'The tune called Belle-
isle March is said, by a very eminent writer, to have owed its
popularity among the people of England to the supposition,
that it was the tune which was played, when the English army
marched into Belleisle, and to its consequent association with
images of fame, and conquest, and military glory. There are
other tunes of the same character, which, without any peculiar
merit, always serve to please the people, whenever they are
performed. The natives of any country, that possesses a na-
tional or characteristic music, need not be reminded how strongly
the performance of such airs brings back to them the imagery
of their native land ; and must often have had occasion to re-
mark how inferior an emotion they excite in those who are
strangers to such associations. The effect of the celebrated
national song, which is said to have overpowered the Swiss sol-
dier in a foreign land, with melancholy and despair, and which
it is therefore found necessary to forbid in the armies in which
they serve, cannot surely be attributed to its composition alone,
but to the recollections that it brings, and to those images that
it kindles in his mind, of peace, and freedom, and domestic
pleasure, from which he is torn, and to which he may never
return. Whatever may be the sublimity of Handel’s music,
the singular effect of it on some late occasions is, doubtless,
not to be ascribed to that sublimity alone, but in a peculiar
manner to the place where it was performed; not only from
the sacredness of that place, which is, of itself, so well fitted
to excite many awful emotions; but in a considerable degree,
also, from its being the repository of so many * illustrious dead,”

do we now read them? What is remarked of the influence of such associa-
tions, in increasing the beauty or the sublimity of musical composition ? How
isth is illustrated from Belleisle March; and from other tunes also of the same
character? Of whatneed not the natives of any country, that possesses a na-
tional music, be reminded; and what must they often have had occasion to
remark? How is this illustrated, from the effect of the celebrated national
song upon the Swiss soldier ? Of the sublimity and effect of Handel’s music
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and the scene, perhaps of all others, most sacred to those who
have any sensibility to the glories of their country.

There are associations, also, which arise from particular
professions, or habits of thought, which serve very well to
illustrate the same observation. No man, in general, is sensi-
ble to beauty, in those subjects with regard to which he has not
previous ideas. The beauty of a theory, or of a relic of aati-
quity, is unintelligible to a peasant. The charms of the coun-"
try are altogether lost upon a citizen who has passed his life in.
town. In the same manner, the more our ideas are increased,
or our conceptions extended upon any subject, the greater is
the number of associations we connect with it, and the stronger
is the emotion of sublimity or beauty we receive from it.

The pleasure, for instance, which the generality of mankind
receive from any celebrated painting, is trifling when compared
to that which a painter feels, if he is a man of any common
degree of candor. What is to them, only an accurate repre-
sentation of nature, is, to him, a beautiful exertion of genius,
and a perfect display of art. The difficulties which occur to
his mind in the design and execution of such a performance,
and the testimonies of skill, of taste, and of invention, which
the accomplishment of it exhibits, excite a variety of emotions
in-his breast, of which the common spectator is altogether un-
susceptible ; and-the admiration with which he thus contem-
plates the genius and art of the painter, blends itself with the
peculiar emotions which the picture itself can produce, and
enhances to him every beauty that it may possess.

The beauty of any scene in nature is seldom so striking to
others, as it is to a landscape painter, or to those who profess
the beautiful art of laying out grounds. The difficulties, both
of invention and execution, which from their professions are
familiar to them, render the profusion with which nature often

-
[
)

on some late occasions, what is observed? What dtBer associations also, serve
to illustrate the same observation? In what subjects is no man sensible of
beauty ; and to whom is the beauty of a theory, or relict of antiquity, unintel-
ligible? Upon whom are the charms of the country altogether lost 7 In the
same manner, what is observed, when our ideas become increased upon any
subject? How is this remark illustrated, from the comparative pleasure
which a painter, and the generality of mankind receive, from a celebrated
painting? 'T'o whom is the heauty of any scene in nature more striking than
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scatters the most picturesque beauties, little less than miracu-
lous. Every little circumstance of form and perspective, and
light and shade, which are unnoticed by a common eye, are
important in theirs; and mingling in their minds the ideas of
difliculty, and facility in overcoming it, produce altogether an
emotion of delight; incomparably more animated than any that
the generality of mankind usually derive from it.

The delight which most men of education receive from the
consideration of antiquity, and the beauty that they discover in
every object whieh is connected with ancient times, is in a’
great measure to be ascribed to the same cause. The anti-
quarian in his cabinet, surrounded by the relics of former ages,
seems to himself to be removed to periods that are long since
past, and indulges in the imagination of living in a world, which,
by a very natural kind of prejudice, we are always willing to
believe was both wiser and better than the present. All that
is venerable or laudable in the history of these times, present
themselves to his memory. The gallantry, the heroism, the
patriotism of antiquity, rise again before his view, softened by
the obscurity in which they are involved, and rendered more
seducing to the imagination by that obscurity itself, which,
while it mingles a sentiment of regret amid his pursuits, serves,
at the same time, to stimulate his fancy to fill up, by its own
creation, those long intervals of time of which history has pre-
served no record. The relics he contemplates seem to draw
him still nearer to the ages of his regard. The dress, the fur.
niture, the arms of the times, are so many assistances to his
imagination, in guiding or directing its exercise, and, offering
him a thousand sources of imagery, provide him with an honest,
inexhaustible field, in which his memory and his fancy may
expatiate. 'There are few men who have not felt somewhat, at
least, of the delight of such an employment. 'There is no man
‘in the least acquainted with the history of antiquity, who does
not love to let his imagination loose on the prospect of its re-

to others; and why? What remark follows? Of the delight which most men
of educationlreceive from the consideration of antiquity, what is observed ?
How is this fully illustrated, in the case of the antiquarian? In what do all
men, acquainted with the history of antiquity, love to_indulge their imagina-
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mains, and to whom they are not in some measure sacred, from
the innumerable images which they bring. Even the peasant,
whose knowledge of former times extends but to a few gene.
rations, has yet in his village some monument of the deeds or
virtues of his forefathers; and cherishes with a fond veneration
the memorial of those good old times to which his imagination
returns with delight, and of which he loves to recount the sim.
ple tales that tradition has. brought him.

And what is it that consgtutes that emotion of sublime de-
light, which every man of common sensibility feels upon the
first prospect of Rome? It is not the scene of destruction
which is before him. It is not the Tiber, diminished in his
imagination to a paltry stream, flowing amid the ruins of that
magnificence which it once adorned. It is not the triumph of
superstition over the wreck of human greatness, and its monu-
ments erected upon the very spot where the first honors of
humanity have been gained. It is ancient Rome which fills
his imagination. It is the country of Cesar, and Cicero, and
Virgil, which is before him. It is the mistress of the world
which he sees, and who seems to him to rise again from her
tomb, to give laws to the universe.  All that the labors of his
youth, or the studies of his maturer age have acquired, with
regard to the history of this great people, gpen at once before
his imagination, and present him with a field of high and solemn
imagery, which can never be exhausted. Take from him these
associations, conceal from him that it is Rome that he sees, and
how different would be his emotion!

II. The effect which is thus produced, by associations, in
increasing the emotions of sublimity or beauty, is produced
also, either in nature, or in description, by what are generally
termed picturesque objects. Instances of such objects are fami.
liar to every one’s observation. An old tower in the middle of

tion? Of the peasant, whose knowledge of former times extends but to a
few generations, what is obeerved 7 What is it not, and what is it, that con-
stitutes that emotion of sublime delight, which every man of common sensi-
bility feels upon the first prospect of Rome? What, open at once, before his
imagination? Take from him these associations, and what will be the cou-
sequence? By what also, is the effect which is thus produced by associations,
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a deep wood, a bridge flung across a chasm between rocks, a
cottage on a precipice, are common examples. If I am not
mistaken, the effect which such objects have on every one’s
mind, is to suggest an additional train of conceptions, beside
what the scene or description itself would have suggested ; for
it is very obvious, that no objects are remarked as picturesque,
which do not strike the imagination by themselves. They are,
in general, such circumstances, as coincide, but are not neces-
sarily connected with the character of the scene or description,
and which, at first, affecting the mind with an emotion of sur.
prise, produce afterwards an increased, or additional train of
imagery. The effect of such objects, in increasing the emo-.
tions either of ‘beauty or sublimity, will probably be obvious
from the following instances :

The beauty of sunset, in a fine autumnal evening, seems
almost incapable of addition from any circumstance. The
various and radiant coloring of the clouds, the soft light of the
sun, that gives so rich a glow te every object on which it falls,
the dark shades with which it is contrasted, and the calm and
deep repose that seems to steal over universal nature, form
altogether a scene, which serves, perhaps, better than any

_other in the world, to satiate the imagination with delight:
Yet there is no man who does not know how great an addition
this fine scene is capable of receiving from the circumstance of
the evening bell. In what, however, does the effect of this
most picturesque circumstance consist? Is it not in the addi-
tiona] images which are thus suggested to the imagination ?
images indeed of melancholy and sadness, but which still are
pleasing, and which serve most wonderfully to accord with
that solemn and pensive state of mind, which is almost irre-
sistibly produced by thia charming scene.

Nothing can be more beautiful than Dr. Goldsmith’s descnp-
tion of evening, in the Deserted Village :

produced? What are instances of such objects? What is the effect which
such objects have on one's mind ; and why? Of these circumstances, what
is obeerved? Why does the beauty of sunset, on a fine autumnal evening,
seem almost incapable of addition from any circumstance? Yet, from what
may it receive a great addition? In what does the effect of this most pic-
taresque circumstance consist; and of these what is observed? "What is
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Sweet was the sound, when oft at evening’s close
Up yonder hill the village murmur rose.
There, as I pase’d with careless steps and slow,
The mingling notes came softened from below :
The swain responsive as the milkmaid sung,
The =ober herd that low’d to meet their young.
The noisy geese that gabbled o’er the pool,
The playful children just let loose from school,
The watch-dog’s voice that bay’d the whisp’ring wind,
And the loud laugh, that spoke the vacant mind.

Yet how much is the beauty of this description increased, by
the fine circumstance with which it is closed!

Theee all in soft confusion sought the shade,
And fill'd each panse the nightingale had made.

There is a beauty of the same kind produced in the ¢ Seasons,”

by the addition of one of the most picturesque circumstances
that was ever imagined by a poet :

Lead me to the mountain brow,
Where sits the shepherd on the grassy turf,
Inhaling, healthful, the descending sun.
Around him feeds his many bleating flock,

Of various cadence, and his sportive lambs
Their frolics play; and now the sprightly race
Invites them forth, when swift, the signal given,
They start away, and sweep the mossy mound
That runs around the hill, the rampart once
Of iron war, in ancient barbarous times.

Spring.

The scene is undoubtedly beautiful of itself, without the addi-
tion of the last circumstance ; yet how much more beautiful
does it become by the new order of thought which this circum.
stance awakens in the mind, and which, contrasting the remem-
brance of ancient warfare and turbulent times, with the serenity
and repose of the modern scene, agitate the imagination with
a variety of indistinct conceptions, which otherwise could never
have arisen in it!

The physical arguments of Buchanan, in his poem ¢ de

observed of Dr. Goldsmith’s description of evening ? Repeat it. By what is
the beauty of this description much increased? Repeat them. Where is
there a beauty of the same kind? Repeat the passage that contains it. Of
the scene, of itself, what is obeerved; yet by what is the beauty much in-
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Spheera,” against the doctrine of the motion of the earth, are
probably read with little emotion ; but it is impossible to read
the following lines of it without delight, from the very pictu-
resque imagery which they contain : D

Ergo tam celeri tellus si concita motu
Iret in Occasum, rursusque rediret in Ortum,
Cuncta simul quateret secum, vastoque fragore,
Templa, eedes, miserisque etiam cum civibus, urbes
Opprimerit subite strages inopina ruinz.
Ipse etiam volucres tranantes aera leni
Remigio alarum, celeri vertigine terrse
Abreptas gemerent sylvas, nidosque tenclla
Cum sobole et chara forsan cum conjuge : nec se
Auderet zephyro solus committere turtur,
Ne procul ablatos, terra fugiente, Hymensos
Et viduum longo luctu defleret amorem.

Lab. 1.

For were the globe thus rapidly to make

Its flight from west to east, it needs must shake
Its temples, houses, cities to the ground,

And with wild noise spread desolation round.

The very bird that wings his course through air
‘Would mourn the vanished woods that held his care,
The nest where slept his nestlings and his mate,
Torn from him by earth’s swift-revolving weight !
Nor would the gentle turtle dare expand

His wing to zephyr, lest the flying land

Far from his sight his partner should remove,
And leave him mourning for his widowed love!

There is a very striking beaut)" of the same kind in a little poem
of Dr. Beattie’s, entitled ¢ Retirement :”

Thy shades, thy silence now be mine,
Thy charms my only theme;
My haunt, the hollow cliff, whese pine
Waves o'er the gloomy stream ;
Where the scar’d owl on pinions grey
Breaks from the rustling boughs,
And down the lone vale sails away
To more profound repoze.

creased? What is observed of the physical arguments of Buchanan, againsi
the dodrine of the motion of the earth? But of the following lines, what is
remarked? Repeat them. Repeat the passage from Dr. Beattie’s  Retire-
ment,” containing a beauty of the same kind. What says Mr. Whately, in
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<« All,” says Mr. Whately, in describing the Tinian Lawn at
Hagley, “all here is of an even temper, all mild, placid, and
«gerene; in the gayest season of the day, not more" than
« cheerful, in the stillest watch of night, not gloomy. The
«gcene is indeed peculiarly adapted to the tranquillity of the
« latter, when the moon seems to repose her light on the thick
« foliage of the grove, and steadily marks the shade of every
“bough. It is delightful then to saunter here, and see the
“«grass and the gossamer which entwines it glistening with
« dew, to listen, and hear nothing stir, except perhaps a wither-
<« ed leaf, dropping gently through a tree, and sheltered from
<« the chill, to catch the freshness of the evening air.” It is
difficult to conceive any thing more beautiful than this descrip-
tion; yet how much is its beauty increased by the concluding
circumstance ? “ A solitary urn, chosen by Mr. Pope for the
“gpot, and now inscribed to his memory, when seen by a
« gleam of moonlight through the trees, fixes that thoughtful-
< ness and composure, to which the mind is insensibly led by
«the rest of this elegant scene.”’-—Observations on gardening,
p- 201. .

I shall conclude these instances of the effect of picturesque
objects, in increasing the emotion of beauty, with a passage from
the Iliad, which contains one of the most striking images that
I know of in poetry, and which I am the more willing to quote,
as it has not been taken so much notice of as it deserves. It
is the appearance of Achilles, when Pheenix and Ulysses are
sent from the Grecian camp to appease his wrath :

Tw 05 Bogny wope Jve vohuphadSoo Sahaderg,
ThoAAa pork suyopeves younyw Ewodiyouw,
Priduss wemibsiv peyalas peevas Aswxbao:
Mugpsbovev 8 &1 g8 xNGIog xou vyt Ixsadny.
Tov &” 600y pesver TEPTOUEVOY Gopiiiyys Arysim
Koy, Soudahey, em & agyvpsos Lyos nev
Ty agsr’ 6§ evapwy, wrolw Herswvog ohsooog
Ty bys Supov sregmev, asids 6” aga xhso avdgov.
Iiad, lib. ix. v. 182.

describing the Tinian Lawn at Hagley? Of this description, what is ob-
served; yet by what circumstance is its beauty much increased? With
what passage does our author conclude these instances of the effect of pic-

6
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Through the still night they march, and hear the roar .
Of murmuring billows, on the sounding shore :
And now arriv'd, where on the sandy bay,
The Myrmidonian tenta and vessels lay,
Amus’d, at ease, the godlike man they found
Pleas’d with the solemn harp’s harmonious sound.
With this he sooths his angry soul, and sings
Th’ immortal deeds of heroes and of kings.
B. ix. v. 236.

It was impossible for the poet to have imagined any other occu-
pation so well fitted to the mighty mind of Achilles, or so effec-
tual ‘in interesting the reader in the fate of him, whom Dr.
Beattie calls, with truth, the most terrific human personage
that poetical imagination has feigned.

The sublime is increased in the same manner, by the addi-
tion of picturesque objects. The striking image with which
Virgil concludes the description of the prodigies which attended
the death of Cwsar, is well known :

Scilicet et tempus veniet cum finibus illis
Agricola, incurvo terram molitus aratro,
Exesa inveniet scabré rubigine pila :

Aut gravibus rastris, galeas pulsabit inanes,
Grandiaque effoeis mirabitur ossa sepulchris.

And in the course of time the day will come
When, as the farmer ploughs the heavy loam,
The rusted darts upturned shall meet his eye,
And empty helmets ’neath his harrow lie—
‘Then shall he marvel at the akeletons,

Th’ unsepulchred remains of mighty ones! ;

There are few passages more sublime in the Pharsalia of
Lucan, than the description, in the third book, of one of Pom-
pey’s armies, blocked up by Ceesar in a part of the country
where there was no water, and where the soldiers were perish.
ing with thirst. Afler describing, very minutely, the fruitless
attempts of the army to obtain relief, and the miserable expedi-
ents with which they endeavored to supply their wants, he

tureaque objects; and what is observed of it ? Repeat it. On this passage
what remark follows? Of the effects of piciuresque objects on the sublime,
what is obgerved? In support of this remark, what paseage is introduced ?
Repeat it. What description in the Pharsalia is considered one of the most
sublime the work contains 7 With what remark is it introduced? Repeat
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proceeds in the following nervous and beautiful lines, of which,
I am persuaded, the last circumstance is too striking to require
any comment :

O fortunati, fugiens quos barbarus hostis,
Fontibus immistos stravit per rurameneno. ~.
Hos licet in fluvios saniem, tabemque ferarum
Pallida, Dictmis, Cemsar, nascentia saxis
Infundas aconita palam, Romana juventus
Non decepta bibet—torrentur viscera flamma
. Oraque gicca rigent squamosis aspera linguis ;
Jam marcent venz, nulloque humore rigatus
Aéris alternos angustat Pulmo meatus,
Reacissoque nocent suspiria dura palato.
Pandant ora siti, nocturnumque aéra captant.
Expectant imbres, quorum modo cuncta natabant
Impulsu, et siccis vultus in nubibus heerent.
Quoque magis miseros unde jejunia solvant
Non, super arentum Meroen, Cancrique sub axe -
Qua nudi Garamantes arant, sedere, sed inter
Stagnantem Sicorim et rapidum, deprensus Iberum
Spectat vicinos; sitiens excrcitus, amnes.
Lab. iii. ad med.
Oh happy they for whom the barbarous foe
- When flying made the founts with poison flow—
Cemsar! though in these rivers thou should’st pour
Corrupted blood and wild beasts’ thickened gore,
And the Dicteean rock’s pale aconite,
The Roman youth would drink with death in sight!
Though scorching flames their entrails flashed along,
And to the dry mouth stuck the scaly tongue.
Now shrink the veins; with moisture unbedewed
The gasping lungs seek for their airy food—
With pain the palate lets the sigh go through;
Thirsty they ope their mouths to catch the dew!
They pray for showers which late did freely move,
And fix their eyes on the dry heaven above !
Nor were they camped on Meroé's hot isle,
Nor where ihe naked Garamantes toil—
But where the lagy Sycoris doth flow,
And swift Iberus’ waves all freshly go—
The soldiers perishing with thirst extreme,
Gazed hopelessly upon each neighboring stream !

The fine description in the Jerusalem Delivered, of a similar .
distress in the army of Godfrey, before the walls of Jerusalem,

it. Whence was the fine description in the Jerusalem Delivered, of a similar
distress in the army of Godfrey, probably borrowed ; and in it, what is it
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has probably been borrowed from this passage of Lucan; and
it is pleasing to observe, with what address Tasso has imitated,
though not copied, the picturesque circumstance with which the
description of the Roman poet is closed. Instead of aggra.
vating the distress of the soldier, by the prospect of waters, which
he could not approach, he recalls to his remembrance the cool
shades and still fountains of his native land—a circumstance,
not only singularly pathetic, but more fertile also of imagery,
than, perhaps, any other that the poet could have imagined :

S'alcun giammai tra frondeggiante rive
Puro vide stagnar liquido argento,
O git precipitose ir acque vive.
Per Alpe o'n piaggia érbosa & passo lento;
Quelle al vago degio forma, ¢ descrive,
E ministra materia al suo tormento :
Che Vimmagine lor gelida e molle
L’asciuga e scalda, e nel pensier ribolle.

Can. xiii. St. Lx.

He that the gliding rivers earst had seene,
Adowne their verdant chanels gently rold,
Or falling streames which to the vallies greene
Distill’d frem tops of Alpine mountaines cold,
Those he desir'd in vaine, new torments beene,
Augmented thus, with wish of comforts old,
Those waters coole he dranke in vaine conceit
Which more encreast hia thirst, encreast his heat.
FAIRFAX.

In Thomson’s description of Winter in the northern regions,
though the description itself is sublime, yet one additional cir-
cumstance adds powerfully to its sublimity :

Thence winding eastward to the Tartar coast,
She sweeps the howling margin of the main,
Where, undissolving from the first of time,
Snows swell on snows, amagzing, to the sky,
And icy mountains, high on mountains pil'd,
Seem to the shivering sailor, from afar,
Shapeless and white, an atmosphere of clouds.
Ocean itself no longer can resist

The binding fury: but in all its rage

Of tempest, taken by the boundless frost,

Is many a fathom to the bottom chain’d,

And bid to roar no more—a bleak expanse

pleasing to obgerve? How is this illustrated? Repeat the passage. By
what §s the sublimity in Thomson’s description of Winter in the northern
regions, increased? Repeat the whole passage. Of the following masterly




OF SUBLIMITY AND BEAUTY, 45

Shagg’d o’er with wavy-rocks, cheerlese, and void,
Of every life, that from the dreary months

Flies, conscious, southward. Miserable they!
Who, here entangled in the gathering ice,

Take their las' look of the descending sun,

While full of death, and fierce with tenfold frost,
The long long night, incumbent o'er their heads
Falls horrible.———

In the following masterly description of a very sublime
scene in nature, by Mr. Whately, I doubt not but that it will be
acknowledged, how much the sublimity of it is increased, by
the very picturesque imag-ry which the occupations of the in-
habitants afford. ¢ A scene at the New Weir, on the river
¢ Wye, which in itself is truly great and awful, so far form be-
¢¢ing disturbed, becomes more interesting and important, by the
¢ business to which it is destined. It is a chasm between two
¢ ranges of hills, which rise almost perpendicularly from the
¢¢ water ; the rocks on the sides are mostly heavy masses, and
«¢ their color is generally brown; but here and there a pale
<¢ craggy cliff starts up to a vast height above the rest, uncon.
¢ nected, broken, and bare : large trees frequently force out
¢¢ their way amongst them, and many of them stand far back
< in the covert, where their natural dusky hue is deepened by
¢¢ the shadow which overhangs them. The river, too, as it
¢¢ retires, loses itself amid the woods, which close immediately
<< above, then rise thick and high, and darken the water. In
<s the midst of all this gloom is an iron forge, covered with a
<¢ black cloud of smoke, and surrounded with half-burned ore,
<¢ with coal, and with cinders. The fuel for it is brought down
¢¢ g path, worn into steps, narrow, and steep, and winding
<¢ among the precipices ; and near it is an open space of barren
<¢ moor, about which are scattered the huts of the workmen.
<« Tt stands close to the cascade of the Weir, where the agita-
¢ tion of the current is increased by large fragments of rocks
sc which have been swept down by floods from the banks, or
<t ghivered by tempests from the brow ; and at stated intervals,
< the sullen sound, from the strokes of the great hammers in
«¢ the forge, deadens the roar of the waterfall.”—Page 109.

description from Mr. Whately, what is observed? Repeat it. Where isthere
a eimilar beauty found; and what is it? With what passage are these
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There is a similar beauty, if I am not mistaken, in the con-
clusion of the following passage from Mons. Diderot.

“ Qu’est ce qu'il faut au poéte? Est.ce une nature brute ou
¢ cultivée 7 paisible ou troublée? Préféra-t-il la beauté d’un
% jour pur et serein, a I’horreur d’une nuit obscure, oi le sifle-
‘“ ment interrompu des vents se méle par intervalles au mur.
“mure sourd et continu d’un tonnere éloigné, et ol il voit
¢ 1’éclair allumer le ciel sur sa téte ? Préféra-t.il le spectacle
¢ d’une mer tranquille, 3 celui des flots agitées? le muet et
* froid aspect d’un palais, 3 la proménade parmi des ruines ?
“ un édifice construit, un éspece planté de la main des hommes,
“au touffa d’une antique forét, au creux ignoré d’une roche
‘ deserte 7 des nappes d’eau, des bassins, des cascades, i la
¢ v(e d’une cataracte qui se brise en tombant & travers des
¢ rochers, et dont le bruit se fait entendre au loin du berger,
“qui & conduit son troupeau dans la montagne, et qui 'écoute
“ avec éffroi V’—Epitre ¢ Mons. Grimm. sur la Poésie Drama-
1] n‘que.

I shall conclude these illustrations with a very sublime one
from the Paradise Regained of Milton, in which I believe the
force of the concluding stroke will not be denied.

Either tropic now

’Gan thunder, and both ends of heaven; the clouds
From many a horrid rift abortive, pour'd

Fierce rain, with lightning mix’d; nor slept the winds
Within their stony caves, but rush’d abroad

From the four hinges of the world, and fell

On the vex’d wilderness, whose tallest pines, -
Though rooted deep as high, and sturdiest oaks

Bow'd their stiff neck-, loaden with stormy blasts

Or torn up sheer——I11 wast thou shrouded then,

O patient Son of God ! Book iv.

. In these, and a thousand other instances that might be pro-
duce«}, I believe every man of sensibility will be conscious of
a variety of great or pleasing images passing with rapidity in
his imagination, beyond what the scene or description immedi-
ately before him can, of themselves, excite. They seem often

illustrations concluded? Repeat it. In these, and a thousand other instances
that might be produced, of what must every mau of sensibility be conscious ?
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indeed, to have but a very distant relation to the object that at
first excited them ; and the object itself appears only to serve
as a hint, to awaken the imagination, and to lead it through every
analogous idea that has place in the memory. It is then, in-
deed, in this powerless state of reverie, when we are carried
on by our conceptions, not guiding them, that the deepest emo-
tions of beauty or sublimity are felt ; that our hearts swell with
feelings which language is t6o weak to express; and that, in
the depth of silence and astonishment, we pay to the charm
that enthrals us, the most flattering mark of our applause.

* The power of such characters in nature,” says Mr. Whately,
from whom I am happy to borrow the following observations,
not only from the beauty of their expression, but from their
singular coincidence in the illustration of the fact I have been
endeavoring to establish; “the power of such characters is
“ not confined to the ideas which the objects themselves imme-
¢¢ diately suggest ; for these are connected with others, which
<« insensibly lead to subjects far distant perhaps from the origi-
« nal thought, and related to it only by similitude 1n the sensa.
“tions they excite. In a prospect enriched and enlivened with
* inhabitants and cultivation, the attention is caught first by
“ the circumstances which are gayest in the season, the bloom
¢« of an orchard, the festivity of a hay-field, and the carols of
<t g harvest home ; but the cheerfulness which these infuse into
<¢ the mind, expands aflerwards to other objects than those
<t immediately presented to the eye, and we are thereby dis-
«¢ posed to receive, and delighted to pursue, a variety of pleas-
< ing ideas, and every benevolent feeling. At the sight of a
<¢ yuin, reflections on the change, the decay, and the desolation
<« before us naturally occur; and they introduce a long succes-
<¢ gion of others, all tinctured with that melancholy which these
«¢ have inspired: or if the monument revive the memory of
<¢ former times, we do not stop at the simple fact which it re.
<¢ cords, but recollect many more coeval circumstances, which
<¢ we see, not perhaps as they were, but as they are come down

How do they often seem? When is it that the deepest emotions of beauty or
sublimity are felt ; and that we pay, to the charm that enthrals us, the most
flattering mark of our applause? On this subject, what says Mr. Whately ?
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“to us, venerable with age, and magnified by fame. Even
« without the assistance of buildings, or other adventitious cir.
¢ cumstances, nature alone furnishes materials for scenes which
“ may be adapted to almost every kind of expression. Their
“ operation is general, and their consequences infinite : the
‘“mind is elevated, depressed, or compo‘sed, as gaiety, bloom,
¢ or tranquillity prevail in the scene, and we soon lose sight of
‘ the means by which the character is formed. We forget the
« particular objects it presents, and, giving way to their effects
‘ without recurring to the cause, we follow the track they have
“ begun, to any extent, which the dispositions they accord with
“ will allow. It suffices that the scenes of nature have power
“ to affect our imagination and our sensibility : for such is the
« constitution of the human mind, that if once it is agitated, the
¢ emotion often spreads beyond the occasion : when the passions
‘ are roused, their course is unrestrained ; when the fancy is on
¢ the wing, its flight is unbounded, and quitting the inanimate
‘ objects which first gave them their spring, we may be led by
« thought above thought, widely differing in degree, but still
< correspounding in character, till we rise from familiar subjects
“to the sublimest conceptions, and are rapt in the contempla-
“ tion of whatever is great or beautiful, which we see in nature,
« feel in man, or attribute to the Divinity.” p. 154.

IIT. The influence of such additional trains of imagery, in
increasing the emotions of sublimity or beauty, might be illus-
trated from many other circumstances equally familiar, I am
induced to mention only the following, because it is one of the
most striking that I know, and because it is probable that most
men of education have at least in some degree been conscious
of it :—the influence, I mean, of an acquaintance with poetry
in our earlier years, in increasing our sensibility to the beauties
of nature.

The generality of mankind live in the world, without receiv-
ing any kind of delight from the various scenes of beauty which

From w!mt might the influence of guch additional trains of imagery, be
farther illustrated? What only does our author mention ; and why? How
do the generality of mankind live in the world? How is this remark illus-
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"its order displays. The rising and setting of the sun, the vary-.

ing aspect of the moon, the vicissitude of seasons, the revolu.-
tion of the planets, and all the stupendous scenery that they
produce, are to them only common occurrences, like the ordi-
nary events of every day. They have been so long familiar,
that they cease to strike them with any appearance either of
magnificence or beauty, and are regarded by them with no other
sentiments, than as being useful for the purposes of human life.
‘We may all remember a period.in our lives, when this was the
state of our own minds; and it is probable most men will re-
colléct, that the time when nature began to appear to them
in another view, was, when they were engaged in the study of
classical literature. In most men, at least, the first appearance
of poetical imagination is at.school, when their imaginations
begin to be warmed by the descriptions of ancient poetry, and
when they have acquired a new sense, as it were, with which
they can behold the face of nature.

How different, from this period, become the sentiments with
which the scenery of nature is contemplated, by those who
have any imagination! The beautiful forms of ancient my-
thology, with which the fancy of poets peopled every element,
are now ready to appear to their minds, upon the prospect of
every scene. The descriptions of ancient authors, so long
admired, and so deserving of admiration, occur to them at
every moment, and with them, all those enthusiastic ideas of
ancient genius and glory, which the study of so many years of
youth so naturally leads them to form. Or, if the study of
modern poetry has succeeded to that of the ancient, a thousand
other beautiful associations are acquired, which, instead of
destroying, serve easily to unite with the former, and to afford
a new source of delight. "The awful forms of Gothic supersti-
tion, the wild and romantic imagery, which the turbulence of
the middle ages, the Crusades, and the institution of chivalry,

trated? Why isthisthe case? What period in our lives may we all remem-
ber; and what, {8 it probable, most men will recollect? What, to most men,
ia the firet appearance of poetical imagination? By whom do the sentiments
with which pature is contemplated, from this period, become very different ?
How is this illustrated ? Or, if the study of modern poetty has succeeded to

that of the ancient, what follows? Of this remark what illustration is given?

(2
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have spread over every country of Europe, arise to the imagi-
nation in every scene; accompanied with all those pleasing
recollections of prowess, and adventure, and courteous man-
ners, which distinguished those memorable times. With such
images in their minds, it is not common nature. that appears to
surround them. It is nature embellished and made sacred by
the memory of Theocritus and Virgil, and Milton and Tasso ;
their genius seems .still to linger among the scenes which
inspired it, and to irradiaté every object where ft dwells ; and
the creations of their fancy seem the fit inhabitants of that
nature, which their descriptions have clothed with beauty."
Nor is it only in providing so many scenes of association,
that the influence of an acquaintance with poetry consists, It
is yet still more powerful in giving character to the different
appearances of nature, in connecting them with various emo-
tions and affections of our hearts, and in thus providing an
almost inexhaustible source, either of solemn or of cheerful
meditation. What to ordinary men is but a common occur-
rence, or common scenery, to those who have such associa-
tions, is full of beauty. The seasons of the year, which are
marked only by the generality of mankind by the different
occupations or amusements they bring, have each of them, to
such men, peculiar expressions, and awaken them to an exer-
cise either of pleasing or of awful thought. The seasons of
the day, which are regarded only by the common spectator as
the call to labor, or to rest, are to them characteristic, either
of cheerfulness or solemnity, and connected with all the vari-
ous emotions which these characters excite. Even the familiar
circumstances of general nature, which pass unheeded by a
common eye, the cottage, the sheep-fold, the curfew,—all have
expressions to them, because, in the compositions to which
they have been accustomed, these all are associated with pecu-
liar characters, or rendered expressive of them, and leading
them to the remembrance of such associations, enable them to

With such images in their minds, what is it that surrounds them; and why?
In what is poetry still more powerful ? What, to ordinary men, is but a com-
mon occurrenee, is to those who have such associations full of what? How
is this illustrated from the seasons of the year, and the seasons of the day?
‘Why have even the familiar circumstances of general nature expressions to
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behold, with corresponding dispositions, the scenes which are
before them, and to feel from their prospect the same powerful
influence, which the eloquence of poetry has ascribed to them.

Associations of this kind, when acquired in early life, are
seldom altogether lost; and whatever inconveniences they
may sometimes have with regard to the general character, or
however much they may be ridiculed by those who do not expe.
rience them, they are yet productive, to those who possess them,
of a perpetual and innocent delight. Nature herself is their
friend ; in her most dreadful, as well as her most lovely scenes,
they can discover something, either to elevate their imagina-
tions, or to move their hearts; and amid every change of
scenery, or of climate, can still find themselves among the early
objects of their admiration, or their love.

them? Of amsociations of this kind, when acquired in early life, what is
observed ; and why ?
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CHAPTER 1L
ANALYSIS OF THIS EXERCISE OF IMAGINATION.

SECTION I.

Tug illustrations in the preceding chapter seem to shew,
that whenever the emotions of sublimity or beauty are felt, that
exercise of imagination is produced, which consists in the in-
dulgence of a train of thought ; that when this exercise is pre-
vented, these emotions are unfelt or unperceived; and that
whatever tends to increase this exercise of mind, tends in the

same proportion to inerease these emotions. If these illustra- -

tions are just, it seems reasonable to conclude, that the effect
prodaced upon the mind by objects of sublimity and beauty,
consists in the production of this exercise of imagination.

Although, however, this conclusion seems to me both just
and consonant to experience, yet it is in itself too general, to
be considered as a sufficient account of the nature of that ope-
ration of mind which takes place in the case of such emotions.
There are many trains of ideas of which we are conscious,
which are unattended with any kind of pleasure. There are
other operations of mind, in which such trains of thought are
necessarily produced, without exciting any similar emotion.
Even in the common hours of life, every man is conscious of a
continued succession of thoughts passing through his mind,
suggested either by the presence of external objects, or arising
from the established laws of association ; such trains of thought,
however, are seldom attended with pleasure, and still seldomer
with an emotion, corresponding, in any degree, to the emotions
of sublimity or beauty.

There are, in like manner, many cases where objects excite
a train of thought in the mind, without exciting any emotion of

What do the illustrations in the preceding chapter seem to shew 7 If these
illustrations are just, what does it seem reasomable to conclude? Of this
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pleasure or delight. The prospect of the house, for instance,
where one has formerly lived, excites very naturally a train of
conceptions in the mind ; yet it is by no means true that such
an exercise of imagination is necessarily accompanied with
pleasure, for these conceptions not only may be, but very ofien
are, of a kind extremely .indifferent, and sometimes also simply
painful. The mention of an event in history, or of a fact in
science, naturally leads us to the conception of a number of
related events, or similar facts ; yet it is obvious, that in such
a case the exercise of mind which is produced, if it is accom.
panied with any pleasure at all, is in most cases accompanied
with a pleasure very different from that which attends the emo-
tions of sublimity or beauty

If therefore some train of thought, or some exercise of ima-
gination is necessary for the production of the emotions of taste,
it is obvious, that this is not every train of thought of which we
are capable. To ascertain, therefore, with any precision,
either the nature or the causes of these emotions, it is previ-
ously necessary to investigate the nature of those trains of
thought that are produced by objects of sublimity and beauty,
and their difference from -hose ordinary trains, which are un-
accompanied with such pleasure.

As far as | am able to judge, this difference consists in two
things. 1st. In the nature of the ideas or conceptions which
compose such trains : and 2dly. Inthe nature of the law of their
succession, .

I. In our ordinary trains of thought, we must all be con-
scious that the ideas which compose them, are very! frequently
of a kind which excite no emotions, either of pleasuke or pain.
There is an i ifinite variety of our ideas, as well .gs of our sen-
sations, that may be termed indifferent, which ~;.%*pel‘!:eived

conclusion what is observed; and why? Even in the common hours of life,
of what is every man conscious? There are, in like manner, many cases of
what? What instances are mentioned to illustrate this remark? What con-
clusion, therefore, follows? To ascertain, with any precision, either the na-
ture or the causes of these emotions, what investigation is previously neces-
sary? Inwhat two things does this difference consist? In our ordinary
trains of thought, of what must we all be conscious? How, is tLis remark

-\



>4 NATURE OF THE EXOTIONS

without any sentiment either of pain or pleasure, and which
pass, as it were, before the mind, withowt making any farther
improssion than simply exeiting the consciousnese of their ex.
istence. That such ideas compose a great part, and perhaps
the greatest part, of our ordinary traine of thought, is apparent
from the single consideration, that sach trains are seldom at-
tended with emotion of any kind. -

The traine of theught which are saggemed by external ob-
jects, are very frequently of a similar kind. The greater part
of such objects are simply indifferent, or, at least, are regarded
as indifferent in our common hours, eithér of occwpatien or
amusement : the conceptions*which they produce, by the laws
of association, partake of the nature or character of the object
which originally excited them, and the whole train pasees
through our mind withewt leaving any further emotion, than
perhaps the genersl emotion of pleasure which accompanies
the exercise of owr faculties. It is scarcely possible for us
to pass an hour of our lives without experieaciag some train of
thought of this kind, suggested by some of the external ob-
Joots whick heppen to surrousd us, The indifference with
which such treing are either pursued or deserted, is a sufficient
evidence that the ideas of which they are composed, are, in
general, of a kind unfitted to produce any emotion, either of
pleasure or pain.

In the case of those trains of thought, on the contrary, which
are suggested by objects either of sublimity or beauty, I appre.
hend it will be found, that they are, in all cases, composed of
ideas capable of exciting some affection or emotion ; and that
not enly the whole succession is accompanied with that pecu.
liar emotion, which we call the emotion of beauty or sub-
limity, but that every individual idea of such a succession is,in
itself, productive of some simple emotion or other, Thus the

illustrated? From what consideration is it evident that such ideas compose
a great part of our ordinary trains of thought? How does it appear that the
trains of thought which are suggested by external objects, are very frequently
of a similar kind? How is this illustrated? Of what is the indifference with
which such trains are either pursued or deserted, a sufficient proof? Inthe
case of those trains of thought, on the contrary, which are suggested by ob-
jects, either of sublimity or beauty, of what is it apprehended they will, in all
cases, be found to be composed ; and of them what is observed? How is this
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ideas suggested by the scenery of spring, are productive of emo-
tions of cheerfulness, of gladness, and of tenderness. The
images suggested by the prospect of ruins, are images belong-
ing to pity, to melancholy, and to admiration. The ideas, in
the same manner, awakened by the view of the ocean in a
storm, are ideas of power, of majesty, and of terror. In every
case, where the emotions of taste are felt, I conceive it will be
found, that the train of thought which is excited, is dietinguished
by some character of emotion, and that it is by this means distin-
guished from our common or ordinary successions of thought. To
preventa very tedious and unnecessary circumlocution,such ideas
may perhaps, without any impropriety, be termed ideas of
emotion ; and I shall beg leave, therefore, to use the expres- -
sion in this sense.

The first circumstance, then, which seems to distinguish
those strains of thought which are produced by objects, either
of sublimity or beauty, is, that the ideas or conceptions of which
they are composed, are ideas of emotion.

II. In our ordinary trains of thought, there seldom appears
any general principle of connexion among the ideas which com-
pose them. Each idea, indeed, is related, by an established law
of our nature, to that which immediately preceded and that
which immediately follows it, but in the whole series there is no
predominant relation or bond of connexion. This want of
general connexion is so strong, that even that most general of
all relations, the relation either of pleasure or pain, is fre-
quently violated. Images both of the one kind and the other,
succeed each other in the course of the train; and when we
put an end to it, we are often at a loss to say, whether the whole
series was pleasant or painful. Of this irregularity, I think
every man will be convinced, who chooses to attend to it,

In those trains, on the contrary, which are suggested by
objects of sublimity or beauty, however slight the connexion

illustrated ? In every case where the emotions of taste are felt, what is re-
marked of the train of thought? To prevent a very tedious circamlocution,
what may such ideas be termed? What, then, is the first circumstance that
seems to distinguish them? In our ordinary trains of thought, what seldom
appears among the ideas which compose them? To what is each idea re-
lated ; and of this want of general connexion what is observed? How is this
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between individual thoughts may be, I believe it will be found,
that there is always some general principle of connexion which
pervades the whole, and gives them some certain and definite
character. They are either gay, or pathetic, or melancholy, or
solemn, or awful, or elevating, &c. according to the nature of
the emotion which is first excited. Thus the prospect of a
Serene evening in summer, produces first an emotion of peace-
fulness and tranquillity, and then suggests a variety of images
corresponding to this primary impression. The sight of a
torrent, or a storm, in the same manner, impresses us first with
sentiments of awe, or solemnity, or terror, and then awakens in
our minds a series of conceptions allied to this peculiar emo-
tion. Whatever may be the character of the original emotion,
the images which succeed seem all to have a relation to this
character ; and if we trace them back, we shall discover not
only e connexion between the individual thoughts of the train,
but also & general relation among the whole, and a conformity
to that peculiar emotion which first excited them. ~

The train of thought, therefore, which takes place in the

' mind, upon the prospect of objects of sublimity and beauty,
- may be considered as consisting in a regular, or consistent
.train of ideas of emotion, and as distinguished from our ordi-
'nary trains of thought. 1st. In respect of the nature of the
ideas of which it is composed, by their being ideas productive
~of emotion : and 2dly. In respect of their succession, by their
i being distinguished by some general principle of connexion,
{which subsists through the whole extent of the train.

The truth of the account which I have now given of the
nature of that train of thought which attends the emotions
of sublimity and beauty, must undoubtedly at last be deter-
mined by its conformity to general experience and observation,
There are some considerations, however, of a very obvious and
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lustrated? In those trains, on the contrary, which are suggested by objects
of sublimity or beauty, what will be found ; and of them what is remarked ?
How is this illustrated ? Whatever may be the character of the original emo-
tion, of the images that succeed it, what is observed 7 In what may the train
of thought which takea place in the mind, upon the prospect of objects of sub-
limity and beauty, be considered as consisting? In respect of the nature of
the ideas, and in respect of their succession, what is observed? How must
the truth of the account which has now been given, be determined? Why
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familiar kind, which it may be useful to suggest to the reader,
for the purpose of affording him a method of investigating with
accuracy the truth of this account.

If it is true that the ideas that compose the train of thought,
which attends the emotions of taste, are uniformly ideas of
emotion, then it ought, in fact, to be found that no objects or
qualities are experienced to be beautifil or sublime, but such
as are productive of some simple emotion.

If it is true that such trains of thought are uniformly distin.
guished by some general principle of connexion, then it ought
also to be found, that no composition of objects or qualities
produces such emotions, in which this unity of character or of
emotion is not preserved.

I shall endeavor, at some length, to illustrate the truth of
both these propositions.

SECTION II.

That no objects, or qualities in objects, are, in fact, felt
either as beautiful or sublime, but such as are. productive of
some simple emotion, seems evident from the following familiar
considerations.

I. Wherever the emotions of sublimity or beauty are felt, 1
believe it will be found, that, by the presence of the object, some
affection is uniformly excited, before the more complex emo-
tion of beauty is felt; and that if no such affection is excited,
no emotion of beauty or sublimity is produced. The truth ‘of
this observation may be illustrated, both from common lan-
guage, and common experience.

1. If any man were to assert that some object, though posi-
tively indifferent or uninteresting, is yet beautiful or sublime,
every one would consider the assertion an. absurdity. If, on
the other hand, he should assert, that the object has neither
beauty nor sublimity to him, because there is no quality in it

may it be useful to suggest the following considerations to the reader? What
jsthe first? What isthesecond? With what remark does this section open ?
Wherever the emotions of sublimity or beauty are felt, what will be found to
be theireffect? From what sources may the truthof thisobservation beillas-
trated? Repeat the firab illustration. Beiween what emotions is there a

8



58 NATURE OF THE EMOTIONS

which can give him any emotion, I apprehend we shall not only
clearly understand his meaning, but very readily allow his rea-
son; and if the object is such as appears to 'us in the light,
either of sublimity or beauty, and we wish to make him sensi-
ble of it, the course that we shall naturally take is to point
out to him some affecting or interesting quality, which he inta-
gines he has overlooked, and which we feel to be the founda-
tion of our own emotion.

There is, undoubtedly, a very great difference between the
emotion of taste, and any simple emotion, as of cheerfulness,
tenderness, melancholy, solemnity, elevation, terror, &c. as
such emotions are frequently felt without any sentiment of
beauty or sublimity ; but there is no case I believe, where the
emotions of taste are felt, without the previous production of
some such simple emotion. 1t is often, indeed, difficult to say,
what is the quality of the object which produces the einotion of
beauty ; and it is sometimes difficult, in the case of complex
objects, when different qualities unite in the production of emo-
tion, to define thé exact nature of that emotion which we feel ;
but whether the general impressiorr we receive is that of gaiety,
or tenderness, or melancholy, or solemnity, or elevation, or
terror, &c. we have never any difficulty of determining: and
8o strong is our conviction of the dependence of the emotions
of taste upon some such previous simple emotion, that when-
ever we endeavar to explain the beauty or sublimity of any
object, we uniformly proceed by pointing out the interesting or
affecting quality in it, which is fitted to produce this previous
emotion. It is not only impossible for us to imagine an object
of taste that is not an object of emotion ; but it is impossible to
describe any such object without resting the description upon
that quality, or those qualities in it, which are productive of
simple emotion.

2. Every man has had reason to observe a difference in his
sentiments, with regard to the beauty of particular objects, from
those of other people, either in his considering certain objects

great difference; and why? But there is no case where the emotion of taste
is felt without what? What do we often find a diffieulttask? But about what
have we never any difficulty in determining? What is the effect of our con-
viction of the dependence of the emotions of taste upon some such previous
simple emotion; and why? What difference in his sentiments has every man
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as beautiful, which did not appear so to them, or in their con-
sidering certain objects as beautiful, which did not appearsoto -
him. There is no instance of this more common than in the
case of airs in music. In the first case of such a difference of
opinion, we generally endeavor to recollect, whether there is
not some accidental association of pleasure which we have with
such objects, and which affords us that. delight which other
people do not share ; and it not unfrequently happens, that we
assign such associations as the cause of our pleasure, and as our
apology for differing from their opinion. In the other case, we
génerally take it for granted, that they who feel a beauty
where we do not, have some pleasing association with the
object in question, of which we are unconscious, and which is
accordingly productive to them of that delight in which we are
unable to share. In both cases, though we may not discover
what the particular association is, yet we do not fail to suppose
that some such association exists, which is the foundation of
the sentiment of beauty, and to consider this difference of
opinion as sufficiently accounted for on such a supposition.
This very natural kind of reasoning could not, I think, take
place, if we did not find from experience, that those objects
only are productive of the sentiment of beauty, which are capa-
ble of exciting emotion.

3. The different habits and occupations of life produce a
similar effect on the sentiments of mankind with regard to the
objects of taste, by their tendency to confine their sensibility to
a certain clags of objects, and to render all others indifferent to
them. In our progress from infancy to manhood, how much
do our sentiments of beauty change with our years! how of.
ten, in the course of this progress, do we look back with con.
tempt, or at least with wonder, upon the tastes of our earlier
days, and the objects that gratified them! and how uniformly
in all this progress do our opinions of beauty coincide with

had reason to observe? In what instance is this most common? Inthe first
case of such a difference, what do weendeavor to recollect? Inthe other case,
what do we generally take for granted? In both cases, though we may not
discover what the particular aseociation is, yet what do we not fail to sup-
pose? Under what circumstances could not this very natural kind of rea-
soning take place? How do the different habits and occupations of life pro-
duce a similar effect on the sentiments of mankind, with regard to objects of
taste? How is this remark illustrated in our progress from infancy to man-
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the prevalent emotions of our hearts, and with that change of
sensibility which the progress of life occasions! As soon as
any class of objects loses its importance in our esteem, as soon
as their presence ceases to bring us pleasure, or their absence
to give us pain, the beauty in which our infant imagination ar-
rayed them disappears, and begins to irradiate another class of
objects, which we are willing to flatter ourselves are more de-
serving of such sentiments, but which have often no other
value, than in their coincidence with those new emotions that
begin to swell in our breasts. The little circle of infant beauty
contains no other objects than those that can excite the al-
fections of the child. The wider range which youth discovers,
is still limited by the same boundaries which nature has pre-
scribed to the affections of youth. It is only when we arrive
at marhood, and still more, when either the liberality of our
education, or the original capacity of our minds,has led us to
experience, or to participate in all the affectionsof our nature,
that we acquire that comprehensive taste, which enables us to
discover, and to relish, every species of suplimity and beauty.
It is easily observable, also, that besides the natural progress
of life, the habits of thought, which men acquire from the
diversity of their occupations, tend, in the same proportion, to
limit their sense of beauty or sublimity, as they limit their emo-
tions to a particular character or kind. The lover reads or
hears with indifference, of all that is most sublime in the history
of ambition, and wonders only at the folly of mankind, wha
can sacrifice their ease, their comforts, and all the best plea-
sures of life, to the unsubstantial pursuit of power. The man,
whose life has been passed in the pursuits of commerce, and
who has learned to estimate every thing by its value in money,
laughs at the labors of the philosopher or the poet, and beholds,
with indifference, the most splendid pursuits of life, if they are
not repaid by wealth. The anecdote of alate celebrated ma-

hood? What objects only does the little circle of infant beauty contain; and
by what is the wide range which youth discovers, still limited? When only
do we acquire that comprehensive taste which enables us to discover and to
relish every species of sublimity and beauty ? What is observed of the influ-
ence of particular habits of thought? In the case of the lover, how is this
illustrated? How, in the case of the man who has passed his life in the pur-
suits of commerce? What anecdote is here introduced of a late celebrated
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‘thematician is well known, who read the Paradise Lost, without
being able to discover in it any thing that was sublime, but
who said he could never read the queries at the end of New-
ton’s Optics, without feeling his hair stand on end, and his
blood run cold. There are thousands who have read the old
ballad of Chevy Chase, without baving their imaginations ih-
flamed with the ideas of military glory. It is the brave only,
who in the perusal of it, like the gallant Sir Philip Sidney,
feel  their hearts moved, as by the sound of a trumpet.”

The effect of such habits of mind upon the sense of beauty,
may, in some degree, be observed in all the different classes of
mankind ; and there are probably few men, who have not had
occasion to remark how much the diversity of taste corresponds
to the diversity of occupations, and, even in the most trifling
things, how strongly the sentiments of beauty, in different
men, are expressive of their prevailing habits, or turn of mind.
It is only in the higher stations, accordingly, or in the liberal
professions of life, that we expect to find men of either a del:-
cate, or a comprehensive taste. The inferior situations of
life, by eontracting the knowledge and the affections of men,
within very narrow limits, produce, insensibly, a similar con-
traction in their notions of the beautiful or the sublime. The
finest natural taste is seldom found able to withstand that nar.
rowness and insensibility of mind, which is, perhaps, necessarily
acquired by the minute and uninteresting details of the mecha-
nical arts; and they who have been doomed, by their profes-
sions to pass their earlier years in populous and commercial
cities, and in the narrow and selfish pursuits which prevail there,
soon lose that sensibility which is the most natural of all—the
sengibility to the beauties of the country: because they lose
all those sentiments of tenderness and innocence, which are
the foundation of much the greater part of the associations we
connect with the scenery of nature.

mathematician? Of the old ballad of Chevy Chase, what is observed? How
extensively may the effect of such habits of mind be observed? What have
most men had occasion to remark? Where only, then, can we expect tofind
anen of either a delicate or comprehensive taste? Of the inferior stations of
life, what is observed ? What is the finest natural taste seldom found able to
withstand? What is observed of those who have been doomed, by their pro-
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4. The difference of original character, or the natural ten.
dency of our minds to particular kinds of emotion, produces a
similar difference in our sentiments of beauty, and serves, in
a very obvious manner, to limit our taste to a certain class or
character of objects. There are men, for instance, who, inall
the varieties of external nature, find nothing beautiful but as it
tends to awaken in them a sentiment of sadness—who meet
the return of spring with minds only prophetic of its decay,
and who follow the decline of autumn with no other remem-
brance than that the beauties of the year are gone. There
are men, on the contrary, to whom every appearance of nature
is beautiful, as awakening a sentiment of gaiety :—to whom
spring and autum are equally welcome, because they bring to
them only different images of joy; and who, even in the most
desolate and wintry scenes, are yet able to discover something
in which their hearts may rejoice. It is not surely, that nature
herself is different, that so different effects are produced upon
the imaginations of these men ; but it is because the original
constitution of their minds has led them to different habits of
emotion—because their imaginations seize only those expres.
sions in nature which are allied to their prevailing dispositions,
and because every other appearance is indifferent to them, but
those which fall in with the peculiar sensibility of their hearts.
The gaiety of nature is beautiful only to the cheerful man; it
is melancholy to the man of sadness; because these alone are
the qualities which accord with the emotions they are accusto--
med to cherish, and in which their imaginations delight to in.
dulge.

The same observation is equally applicable to the different
tastes of men in poetry, and the rest of the fine arts; and the
productions that all men peculiarly admire, are those which
suit that peculiar train of emotion, to which, from their origi-

fessiong, to pass their earlier yoars in populous and commercial cities; and
why? What produces & similar difference in our sentiments of beauty ; and
what does it serve to limit? How is this remark fully illustrated? To what
are we to attribute the different effects upon the imaginations of these men ?
What effect does the gaiety of nature produce upon the cheerful man, what
upon the man of sadnees; and why? 'To what is the same observation equally
applicable ; and what are the productions which all men peculiarly admire ?
How is this remark illustrated from the ardent and gallant mind? How from
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nal constitution, they are most strongly disposed. 'T'he ardent
and gallant mind sickens at the insipidity of pastoral, and the
languor of the elegetic poetry, and delights only in the great
iaterests of the tragic-and the epic muse. The tender and
romantic peruse, with indifference, the Iliad and the Paradise
Lost, and return with gladness to those favorite compositions,
which are descriptive of the joys or sorrows of love. The
gay and the frivolous, on the contrary, alike insensible to the
sentiments, either of tenderness or magnanimity, find their
delight in that cold, but lively style of poetry, which has been
produced by the gallantry of modern times, and which, in its
principal features, is so strongly characteristic of the passion
itself. In general, those kinds of poetry only are delightful,
or excite, in us, any very sensible emotions of sublimity or
beauty, which fall in with our peculiar habits of sentiment or
feeling; and if it rarely happens, that one species of poetry is
relished to the exclusion of every other, it arises only from
this, that it is equally rare, that one species of emotion should
have go completely the dominion of the heart, as to exclude all
emotions of any other kind. In proportion, however, as our
sensibility is weak, with regard to any other class of objects,
it is observable, that our sense of sublimity or beauty in such
objects, is weak in the same proportion; and wherever it hap-
pens, for it sometimes does happen, that men, from their ori-
ginal constitution, are incapable of any one species of emotion,
I believe it will also be found, that they are equally insensible
to all the sublimity or beauty which the rest of the world find
in the objects of such emotion.

5. Besides the influence of permanent habits of thought, or
of the diversities of original disposition upon our sentiments ot
beauty, every man must have had opportunity to observe, that
the perception of beauty depends also on the temporary sensi-
bility of his mind; and that even objects of the most experi-

the tender and romantic? In what do the gay and the frivolous find their
delight? In general, what kinds of poetry only are delightful ? If it rarely
happens that one species of poetry is relished to the exclusion of others, from
what does it arise? In proportion as our sensibility is weak, with regard to
any class of objects, what is observable ; and what remark follows ? Besides
the influence of permanent habits of thought, &c., what must every man
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enced beauty, fail in exciting their usual delight,swhen they
occur to him in moments, when he is under the dominion of
different emotions from those with which he usually regards
them. In our seasons of gaiety, we behold, with indifference,
the same objects, which delight our imaginations when we are
under the impressions of tenderness or melancholy. In our
seasons of despondence, we turn, with some kind of aversion,
from the objects or the reflections that enchant us in our hours
of gaiety. In the common hours of life, in the same manner,
when we are either busy, or unoccupied, and when our minds
are free from every kind of sensibility, the objects of taste
make but a feeble impression upon us; and are either alto.
gether neglected, or tacitly reserved till another time, when
we may be more in the temper to enjoy them. The husband-
man who goes out to observe the state of his grounds, the man
of business who walks forth to ruminate about his affairs, or
the philosopher, to reason or reflect, whatever their natural
sensibilities may be, are at such times insensible to every
beauty that the scenery of nature may exhibit; nor do they
begin to feel them, until they withdraw their attention from the
particular objects of their thought, and abandon themselves to.
the emotions which such scenes may happen to inspire.

There are even moments of listlessness and languor, in which
no objects of taste whatever can excite their usual delight, in
which our favorite landscapes, our favorite airs, cease alto-
gether to affect us; and when sometimes we almost wonder
what is the secret spell that hangs over our minds and prevents
us from enjoying the pleasures that are within our reach. Tt
is not that the objects of such pleasures are changed; it is not
even that we have not the wish to enjoy them, for this we fre-
quently attempt, and attempt in vain; but it is because we
come to them either with minds fatigued, and with spirits below
their usual tone, or under the influence of other feelings than
are necessary for their enjoyment. Whenever we return to

have had opportunity to observe? From our seasons of gaiety, and our sea-
sons of despondency, how is this remark illustrated ? Of the impression of
objects of taste in the common hours of life, what is observed? How is thia
illustrated? They do not begin to feel them, until they do what? In mo-
ments of listlessness and languor, what is the state of the mind ? What is not,
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that state of mind which is favorable to such emotions, our
delight returns with it, and the objects of such pleasures become
as favorite as they were before.

IL. It is farther observable, that our sense of the beauty or
sublimity of every object depends upon that quality, or those
qualities of it which we consider ; and that objects of the most
acknowledged beauty, cease to affect us with such emotions,
when we make any of their indifferent or uninteresting quali-
ties the object of our consideration. - There is no production
of taste whatever, which has not many qualities of a very
indifferent kind; and there can be no doubt, both that we have
it in our power to make any of these qualities the object of our
attention, and that we very often do so, without regarding any

" of those qualities of emotion, upon which its beauty or its
sublimity is founded. In such cases, I believe every one has
felt, that the effect upon his mind corresponds to the quality he
considers.

1. It is difficult, for instance, to enumerate the various qua- -

lities which may produce the emotion of beauty, in the statues
of the Venus de Medicis, or the Apollo Belvidere; yet it is
undoubtedly possible for any man to see these masterpieces of
statuary, and yet feel no emotion of beauty. The delicacy,
the modesty, the timidity of the one, the grace, the dignity, the
majesty of the other, and in both, the inimitable art with which
these characters are expressed, are, in general, the qualities
which first impress themselves upon the imagination of the
spectator ; yet the man of the best taste may afterwards see
them, without thinking of any such expressions. He may ob-
gerve their dimensions, he may study their proportions, he may
attend to the particular state of their preservation, the history

and what is the cause of this? When do the objects of such pleasures become
as favorite as they were before?  Upon what is it farther observable that one
gense of the beauty or sublimity of any object depends? As there is no pro-
duction of taste which has not many qualities of a very different kind, of what
. can there be no doubt? In such cases, what has every.one felt 7 How is this
illustrated from the statues of the Venus de Medicis, or the Apollo Belvidere?
In both, what are the qualities which first impress themselves upon the ima-
gination of the spectator? Yet, without what niay the man of the best taste
afterwards see them? How is this illustrated? Of all these qualities, what

4]
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of their discovery, or even the nature of the marble of which
" they are made. All these are as truly qualities of these sta.
tues, as their majesty or their grace, and may certainly, at par.
ticular times, happen to engage the attention of the man of the
most refined taste. That in such cases, no emotion of beauty
would be felt, and that before it could be felt, it would be neces-
sary for the spectator to withdraw his mind from the considera-
tion of such unaffecting qualities, is too obvious to require any
illustration. :

The same observation is applicable to every other production
of taste. There is no poem, no painting, no musical composi-
tion, however beautiful or sublime, that has not ‘many qualities
or attributes, that-are altogether uninteresting, and which may
not be made the object of attention at particular times, although
in general they are left.out of consideration. The inversions
of Milton, the compound epithets of Thomson, are as really
qualities of their compositions, as the sublimity of the one, or
the tenderness of the other. The person who should make
such qualities alone the object of his attention, in the perusal
of the Seasons, or the Paradise Lost, though he might certainly
receive some instruction, would doubtless receive little delight ;
and if he were really capable of feeling the sublimity or beauty
which distinguishes these compositions, it must be to other and
more affecting qualities of them that he must turn his regard.
While these minute and unaffecting circumstances were the
objects of his attention, he could be conscious of no greater
emotion than what he might receive from the perusal of the
most unanimated prose. ' It is in consequence of this, that the
exercise of criticism never fails to destroy, for the time, our
sensibility to the beauty of every composition, @nd that habits
of this kind so generally end in destroying the sensibility of
taste.; They accustom us to consider every composition in re-
lation only to rules; they turn our attention from those quali.

is observed? In such cases, what is too obvious to require illustration ?
From what does it appear that the samec observation is applicable to every
other work of taste? How is this illustrated from Milton and from Thom-
son? Of the person who should make such qualities alone the object of his
attention, in the perusal of these works, what is remarked? While these cir-
cumstances were the objects of his.attention, of what would he not be con-
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ties upon which their effect is founded as objects of taste, to
the consideration of the principles by which this effect is at-
tained ; and instead of that deep and enthusiastic delight which
the perception of beauty or sublimity bestows, they afford us
at last no higher enjoyment, than what arises from the obser-
vation of the dexterity of art.

2. The effect of familiarity, which has so often been ob-
served, in diminishing our sensibility to the objects of taste,
may serve also as an illustration of the same principle. This
effect indeed is generally resolved into the influence of habit,
which in this, as in every other case, is supposed to diminish
the strength of our emotions ; yet that it is not solely to be
ascribed to habit, seems evident from the following considera-
tion—that such indifference is never permanent, and that there
are times when the most familiar objects awaken us to the
fullest sense of their beauty. The necessity which we are
under of considering all such objects when familiar, in very
different aspects from those in which they appear to us a¢
objects of beauty, and of attending only to their unaffecting
qualities, may, perhaps, better account, both for this gradual

- decay of our sensibility, and for its temporary returns.

- When a man of any taste, for instance, first settles in a
romantic country, he is willing to flatter himself that he can
never be satiated with its beauties, and that in their contem-
plation he shall continue to receive the same exquisite delight.

-The aspect in which he now sees them, is solely that in which

they are calculated to produce emotion. The streams are known
to him only by their gentleness or their majesty—the woods by
their solemnity—the rocks by their awfulness or terror. Ina
very short time, however, he is forced to consider them in very
different lights. They are useful to him for some purposes,
either of occupation or amusement. They serve as distinc-

scious? What, in consequence of this, is the effect of the exercise of criti-
cism? How is this remark illustrated? The effect of what may also serve
to illustrate the same principle ? Into what is this effect generally resolved;
and of it what is observed 7 Yet that it is not solely to be ascribed to habit,
seems evident from what consideration? What may, perhaps, better account,
both for this gradual decay of our sensibility, and for its temporary returns ?
From the settling of a man of taste in a romantic country, how is this illus-
trated? In a very short time, how is he forced tn consider them; and why?
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tions of different properties, or of different divisions of the coun.
try.. They become boundaries or landmarks, by which his
knowledge of the neighbourhood is ascertained. It is with
these qualities that he hears them usually spoken of by all who
surround him. It is in this light that he must often speak and
think of them himself. It is with these qualities accordingly,
that he comes at last insensibly to consider them, in the com-
mon hours of his life. Even a circumstance so trifling as the
agsignation of particular names, contributes in a great degree,
to produce this effect; because the use of such names, in
marking the particular situation or place of such objects, natu-
rally leads him to consider the objects themselves in no other
light than that of their place or situation. It is with very dif-
ferent feelings that he must now regard the objects that were
once so full of beauty. They now occur to his mind only as
topographical distinctions, and are beheld with the indifference
which such qualities produce. Their majesty, their solemnity,
their terror, &c., are gradually obscured, under the mass of un-
affecting qualities with which he is obliged to consider them ;
and excepting at those times when either their appearances or
their expressions are new, or when some other incident has
awakened that tone or temper of thought with which their ex-
pressions agree, and when of consequence he is disposed to
consider them in the light of this expression alone, he must be
content, at last, to pass his life without any perception of their
beauty. '

It is on the same account that the great and the opulent be-
come gradually so indifferent to those articles of elegance or
magnificence with which they are surrounded, and which are
so effectual in exciting the admiration of other men. The man
of inferior rank, whose situation prevents him from all familia-
rity with such objects, sees them in the light of their magnifi.
cence and elegance alone; he sees them, too, as signs of that

What remarks follow? What is the influence of a circumstance so trifling
aa the agsignation of particular names; and why? With what feelings does
he now regard objects that were once so full of beauty? How is this illus-
trated? And excepting at what times must he be content to pass his life
without any perception of their beauty ? Of the great and the opulent, for the
same reason, what is observed? How does the man of inferior rank see such

)
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happiness and refined pleasure, which men in his condition so
usually, and so falsely attribute to those of elevated rank ; and
he feels, accordingly, all that unmingled emotion of admiration
which such expressions are fitted to produce. But the pos-
sessor must often see them in different lights. Whatever may be
their elegance or their beauty, they still serve some end, or
answer some purpose of his establishment. They are destined
to some particular use, or are ornaments of some particular
place : they are articles in the furniture, of such a room, or
ingredients in the composition of such a scene : they were de-
signed by such an artist, executed after such a model, or cost
such a sum of money. In such, or in some other equally un-
interesting 'light, he must frequently be obliged, both to speak
and to think of them. In proportion as the habit of consider.
ing them in such a light increases, his disposition, or his oppor-
tunity to consider them as objects of taste diminishes. Their
elegance or their magnificence gradually disappears, until, at
last, he comes to regard them, except at particular times, with
no farther emotion, than what he receives from the common
furniture of his house. The application of the same observa-
tion to many more important sources of our happiness, is too
obvious to require any illustration.

There is no man, in like manner, acquainted with the history
or the literature of antiquity, who has not felt-his imagination
inflamed by the most trifling circumstances connected with
such periods. The names of the Ilyssus, the Tiber, the Fo-
rum, the Capitol, &c. have a kind of established grandeur in
our apprehensions, because the only light in which we regard
them, is that of their relation to those past scenes of great.
ness, No man, however, is weak enough to believe, that to
the ciiizen of Athens, or of Rome, such names were produc-
tive of similar emotions. - To him they undoubtedly conveyed
no other ideas, than those of the particular divisions of the city

objects; and what emotion does he feel? How does it appear that the pos-
gessor must often see them in different lights? The habit of considering
them in such a light, produces what effect? Of the application of the same
observation to many more important sources of our happiness, what is ob-
served? No man is acquainted with the history or the literature of antiquity,
who has not felt what? What examples are mentioned, what is said of them ;
and why? Yet what is no man weak enough to believe; and to him what
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in which he dwelt, and were heard, of consequence, with the
‘same indifference that the citizen of London now hears of the
Strand, or the Tower.

3. The influence of fashion in producing so frequent revolutions
in the sentiments of men, with regard to the beauty of those
objects to which it extends, and in disposing us to neglect or to
despise at one time, the objects which we cansidered as beautiful,
may, at another, perhaps, be explained upon the same principle.
Fashion may be considered, in general, as the custom of the
great. It is the dress, the furniture, the language, the man.
ners of the great world, which constitute what is called the
fashion in each of these articles, and which the rest of man.
kind are in such haste to adopt, after their example. What.
ever the real beauty or propriety of these articles may be, itis
not in this light that we consider them. They are the signs of
that elegance, and taste, and splendor, which is so liberally at-
tributed to elevated rank ; they are associated with the conse-
quence which such situations bestow; and they estahlish a
kind of external distinction between this envied station, and
those humble and mortifying conditions of life, to which no
man is willing to belong. It is in the light, therefore, of this
connexion only, that we are disposed to consider them; and
they accordingly affect us with the same emotion of delight
which we receive from the consideration of taste or elegance,
in more permanent instances. As soon, however, as this asso-
ciation is destroyed—as soon as the caprice or the inconstancy
of the great have introduced other usages in their place, our
,opinion of their beauty is immediately destroyed. The quality
which was formerly so pleasing or so interesting in them—the -
quality which alone we considered, is now appropriated to
other objects, and our admiration readily transfers itself to
those newer forms, which have risen into distinction from the
same csuse. 'The forsaken fashion, whatever may be its real

idea only did they convey? 'The influence of what, in producing what ef-
fects, may perhaps be explained upon the same principle? What may fashion,
in general, be considered; and why? Whatever the real beauty or propriety
of .these articles may be, how do we consider them? As it is in the light of
this connexion only that we are disposed to consider them, how do they affect
us? When is our opinion of their beauty immediately destroyed ; and why ?
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or intrinsic beauty, falls, for the present at least, into neglect
or contempt ; because, either our admiration of it was founded
only upon that quality which it has lost, or because it has now
descended to the inferior ranks, and is of consequence asso-
ciated with ideas of meanness and vulgarity. A few years bring
round again the same fashion. The same association attends
it, and our admiration is renewed as before. - It is on the same
account, that they who are most liable to the seduction of fash-
ion, are people on whose minds the slighter associations have a
strong effect. A plain man is incapable of such associations :
a man of sense is above them ; but the young and the frivolous,
whose principles of taste are either unformed, or whosc minds
are unable to maintain any seitled opinions, are apt to lose
sight of every other quality in such objects, but their relation
to the practice of the great, and of course to suffer their senti-
ments of beauty to vary with the caprice of this practice. Itis»
the same cause which attaches the old to the fashions of their
youth, They are associated with the memory of theif better
days‘;.with a thousand recollections of happiness, and gaiety,
and heartfelt pleasures, which they now 'ne longer feel. The
fashions of modern times have no such pleasing associations to
them. They are connected to them, only with ideas of thought.
less gaiety, or childish caprice. It is the fashions of their youth
alone, therefore, that they consider as beautiful.

III. It may farther be observed, that the dependence of
taste upon sensibility, or the necessity of some.simple emotion
being excited, before the beauty or sublimity of any object is
perceived, is so far from being remote from general observa-
tion, that it is the foundation of some of the most common
judgments we form with regard to the characters of men.

1. When we are but slightly acquainted with any person, and
have had no opportunities of knowing the particular nature of

Into what does the forsaken fashion fall, and for what reason? What effect
does the lapee of a few years produce? Who are most liable to the seductions
of fashion; and for what reason? Why are the old attached to the fashions
of their youth? Why have not the fashions of modern times such pleasing
associations to them? What may farther be observed? Under what circum-
stances do we not venture to pronounce, with regard to a person's taste 7 1f.
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his sentiments or turn of mind, we never venture to pronounce,
or even to guess with regard to his taste ; and if, in sucha
stage of our acquaintance, we find that his opinions of beauty
are very different from our own, we are so far from being sur.
prised at it, that we set ourselves very deliberately to account
for it, either by recalling to mind those habits or occupations of
his life which may have led him to different kinds of emotion,
or by supposing that his natural sensbility is very different from
our own. On the other hand, when we are well acquainted
with any person, and know intimately the particular turn or
sensibility of his mind, although we should never have hap-
pened to know his sentiments of sublimity or beauty, we yet
venture very boldly to pronounce, whether any particular class
of objects will affect him with such sentiments or not. The
foundation of our judgment, in such cases, is the agreement or
disagreement of such objects, with the particular turn or cha-
racter of his affections; and if we are well acquainted with
the person, our judgment is seldom wrong. In the same man-
ner, although we are altogether unacquainted with any person,
yet if we are informed of his particular taste, or of his favorite
objects of beauty or sublimity, we not only feel ourselves dis-
posed to conclude from thence, with regard to his particular
turn or character of mind, but if the instances are sufficiently
numerous, we, in general, conclude right. It is scarcely pos-
sible for any man to read the works of a poet, without forming
some judgment of his character and affections as a man, or
without concluding, that the magnanimity, the tenderness, the
gaiety, or the melancholy, distinguished him in private life,
which characterize the scenes or descriptions of his works. I
am far from contendiug, that such judgments, in general, are
Just ; not only from the rashness with which they so commonly
are formed, but still more, in those cases where we reason from
any person’s taste, from the impossibility of knowing whether

in such a stage of our acquaintance, we find that his opinions of beauty are
very different from our own, what do we do? On the other hand, of a person
whom we intimately know, what is observed ? What is, in such cases, the
foundation of our judgment ; and if we are well acquainted with the person,
what will follow? What remark follows, of a person with whose faste only we
are acquainted ? Without what, is it scarcely possible for any man to read
the worka of a poet? For what is our author far from contending ; and for
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this taste is genuine, or whether it is founded upon some
accidental associations. All that I mean to conclude is, that
such judgments are a proof of the connexion between taste and
sensibility ; and that they could not be formed, unless we found
from experience, that no qualities affect us with the pleasures
of taste, but such as are productive of some simple emotion.

‘2. It is farther to be observed, that the sense of the depend.
ence of the emotions of sublimity or beauty, upon the acci-
dental, or temporary disposition of the mind, is also very
strongly expressed, both in common conduct and in common
conversation. To a man under some present impression of joy,
we should not venture to appeal with regard to the beauty of
any melancholy or pathetic composition—to a2 man under the
dominion of sorrow, we should much less presume to present,
even the most beautiful composition,which contained only images
of joy. In both cases we should feel that the compositions
in' question demanded different emotions from those that the
persons had in their power to bestow—that while their present
dispositions continued, there was no chance of the composi.
tion’s being interesting to them; and if we really wished to
know their opinions, we would naturally wait till we should find
them in such a disposition as was favorable to the emotions to
which either of the compositions was addressed.

When any poem, or painting, or scene in nature peculiarly
affects us, we are generally in haste to shew it to some friend,
whose taste we know is similar to our own ; and our minds are
not fully satiated with its beauties, until we are able to unite
with our own peculiar emotion, that pleasing surprise which we
participate with one to whom it was new, and that sentiment of
gladness, which it is so natural to feel, when we find that we have
been able to communicate delight. It sometimes happens,
however, that the person to whom we shew it does not feel the
pleasure we expected. In such a case, though we are a little

what reason? What is all that he means to conclude? What is farther to
be observed? How is this remark illustrated ? In both cases what should we
feel? And if we really wished to know their opinions, for what should we
naturally wait? When any poem, or painting, or scene in nature, particu-
larly affects us, to do what are we generally in haste? Until when are not
our minds fully satisfied of its beauties? What, however, sometimes hap~

%
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surprised, we are not much disappointed. We tell him, that he
happens not to be in the humor to be pleased—that at another
time we are sure he will feel its beauty ; and though we should
not happen to know what is the peculiar cause of his indif-
ference, we yet satisfy ourselves that there is some cause
which prevents him from the indulgence of the particular emo-
tion which the scene of the composition demands, and which
we know he is, in general, disposed to indulge. It happens,
accordingly, if we are really well acquainted with the person,
and if this beauty is not founded upon some particular associa-
tion of our own, that our expectation is gratified, and that, when
be returns to his ordinary temper of mind, he becomes sensible
to all the beauty or sublimity which we bad found in it. Many
other instances of the same kind might be produced. In all
eases, I think, where we discover in other people a weaker
sense with regard to the beauty of particular objects than in
ourselves, and when we can recollect no accidental association
which may account for the superiority of our own emotion, we
are naturally inclined to attribute it, either to some temporary
occupation or embarrassment of their minds when such objects
were presented to them ; or, if we find that this was not the
case, to some original deficiency in the sensibility of their
hearts. To say that a man has no feelings of tenderness or
magnanimity, accounts to us at once for his want of sensibility
to the beauty of any actions or species of composition, which
are founded on such emotions. In the same manner, to say
that, at any particular time, he was under the dominion of op-
posite feelings, as fully accounts to us for his insensibility at
such a time to the beauty of such actions or compositions. I
apprehend, that these very natural and very common judgments
couldnot be formed, unless we found from experience, that those

pens? In such a case, how are we affected ? What do we tell him? Though
we should not happen to know what is the peculiar cause of his indifference,
yet of what do we satisfy ourselves? 1If we are well acquainted with the per-
son, what, accordingly, happens? In all cases, when we discover in other
people a weaker sense with regard to the beauty of particular objecta than in
ourgelves, to what are we naturally inclined to atiribute it? To say that a
man has no feelings of tenderness or magnanimity, accounts to us for what?
In the same manner to say what, accounts for what? Under what circum-
stances could not these judgments be formed? From what, particularly,
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qualities only are felt as beautiful or sublime, which are
found to produce emotion.

IV. The proposition which I have now endeavored to illus-
trate, might be illustrated from a variety of other considera-
tions, and particularly from the nature of the fine arts. The
object of these arts is to produce the emotions of taste; and
it might easily be shown—

1. That the only subjects that are, in themselves, proper for
the imitation of these arts, are such as are productive of some
species of simple  emotion—

2. That when these subjects are of a contrary kind, the
method by which alone they can be rendered either beautiful
or sublime, is by the addition of some interesting or affecting
quality—

3. That the extent, as well as the power of the differeat fine
arts, in producing such emotions, is in proportion to the capa-
<ity which they afford the artist of making such additions ; and
that, in this respect, poetry, by employing the instrument of
language, by means of which it can express every quality of
naind as well as of body, has a decided superiority over the rest
-of these arts, which are limited to the expression of the quali-
ties of body alone.

These considerations, however, besides their being familiar to
those who have reflected upon these subjects, would necessarily
lead to discussions far beyond the limits of these Essays. The,

reader, who would wish to see some of these principles illus- 'J_i

trated, will find it very fully and very beautifully done in Dr.
Beattie’s Essays upon poetry and music,

- If the preceding illustrations are just—if it is found, that no
qualities are felt, either as beautiful or sublime, but such as
accord with the habitual or temporary sensibility of our minds-—
that objects of the most acknowledged beauty fail to excite
their usual emotions, when we regard them in the light of any
~of their uninteresting or unaffecting qualities; and that our

maight the proposition which our author has endeavored to illustrate, be illus-
trated? What is the object of these arts; and what, in the first place, might
casily be shown? What, in the second? What, inthe third? Of these con-
siderations, what is observed? Where are these priuciples illustrated? Under
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common judgments of the characters of men are founded upon
this experience, it seems that there can be no doubt of the truth
- of the proposition itself.

SECTION HI.

If it is true, that those trains of thought which attend the
emotions of taste, are uniformly distinguished by some general
principle of connexion, it ought to be found, that no composi-
tion of objects or qualities in fact produces such emotions, in
which this unity of character or of emotion is not preserved.
This proposition also may be illustrated from the most superfi-
cial review of the principles of composition, in the different arts
of taste.

A
[

I There is no man of common taste, who has not often
lamented that confusion of expression which so frequently takes
place, even in the most beautiful scenes of real nature, and
which prevents him from indulging to the full, the peculiar
emotion which the scene itself is fitted to inspire. 'The cheer.
fulness of the morning is often disturbed by circumstances of

- minute or laborious occupation, the solemnity of noon by noise
and bustling industry, the tranquillity and melancholy of even-
ing by vivacity and vulgar gaiety. It is seldom even that any
unity of character is preserved among the inanimate objects of
such scenery. The sublimest situations are often disfigured by
objects that we feel unworthy of them—by the traces of culti.
vation, or attempts towards improvement—by the poverty of
their woods, or of their streams, or some other of their great
constituent features—by appearances of uniformity or regula-
rity, that almost induce the idea of art. ‘The loveliest scenes,
in the same manner, are frequently disturbed by unaccording
circumstances—by the signs of cultivation, the regularity of

what circumstances can there be no doubt of the truth of the proposition
which our author has endeavored to illustrate ?

With what remark, does this section open? Whence may this proposition
also be illustrated? What has every man of common taste often lamented ?
How is this remark illustrated? How does it appear that unity of character
is seldom preserved among the inanimate objects of such scenery? How are
the loveliest scenes, in the same manner, frequently disturbed? What is the
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inclosures, the traces of manufactures, and, what is worse than
all, by the presumptuous embellishments of fantastic taste.
Amid this confusion of incidents, the general character of the
scene is altogether lost: we scarcely know to what class of
objects to give our attention ; and having viewed it with aston-
ishment, rather than with delight, we, at last, busy ourselves
with imaginary improvements, and in conceiving what its
beauty might be, if every feature were removed which now
serves to interrupt its expression, and to diminish its effect.

What we thus attempt in imagination, it is the business of
the art of gardening to execute; and the great source of the
superiority of its productions to the original scenes in nature,
consists in the purity and harmony of its composition, in the
power which the artist enjoys, to remove from his landscape
whatever is hostile to its effect, or unsuited to its character,
and, by selecting only such circumstances as accord with the
general expression of the scene, to awaken an emotion more
full, more simple, and more harmonious, than any we can re-
ceive from the scenes of nature itself.

It is by this rule, accordingly, that the excellence of all such
compositions is determined. In real nature, we often forgive,
or are willing to forget slight inaccuracies or trifling incon.
sistencies ; but in such productions of design, we expect and
require more perfect correspondence. - Every object that is
not suited to the character of the scene, or that has not an
effect in strengthening the expression by which it is distin.
guished, we condemn as an intrusion, and consider as a re-
proach upon the taste of the artist. When this expectation,
on the contraty, is fully gratified—when the circumstances of
the scenery are all such as accord with the peculiar emotion
which the scene is fitted to inspire—when the hand of the artist
disappears, and the embellishments of his fancy press them.
selves upon our belief, as the voluntary profusion of nature, we

effect of this confusion of incidents; and what is the consequence? It is the
business of what art, to execute what we thus attempt in imagination? In
what does the great source of the superiority of its productions, to the original
scenes in nature, consist ? In real nature, what do we often forgive ; but in
such productions of design, what do we expect? How is this illustrated ?
‘When do we pronounce that the composition is perfect, and ackmowledge that
the artist has attained the end of his art? How do we afford him the most
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immediately pronounce that the composition is perfect—we
acknowledge that he has atiained the end of his art; and, in
yielding ourselves up to the emotion which his composition de-
mands, we afford him the most convincing mark of our ap-
plause. In the power which the art of gardening thus pos-
sesses, in common with the other fine arts, of withdrawing
from its imitations, whatever is inconsistent with their expres-
sion, and of adding whatever may contribute to strengthen,
or to extend their effect, consists the great superiority which
it possesses over the originals from which they are copied.

II. The art of landscape painting is yet superior in its effect,
from the capacity which the artist enjoys, of giving both greater
extent and greater unity to his composition. In the art of
gardening, the great materials of the scene are provided by
nature, and the artist must satisfy himself with that degree of
expression which she has bestowed. In a landscape, on the
contrary, the pamter has the choice of the circumstances he is
to represent, and can give whatever force or extent he pleases
to the expression he wishes to convey. In gardening, the ma-
terials of the scene are few, and those few unwieldy ; and the
artist often contents himself with the reflection, that he has
given the best disposition in his power to the scanty and intrac-
table materials of nature. In a landscape, on the contrary,
the whole range of scenery is before the eye of the painter.
He may select the circumstances which are to characterize a
single composition from a thousand scenes, and may unite into’
one expression, the scattered features with which nature has
feebly marked a thousand situations. The momentary effects
of light or shade—the fortunate incidents which chance some-
times throws in, to improve the expression of real scenery,
and which can never again be recalled, he has it in his power
to perpetuate upon his canvass; above all, the occupations of
men, so important in determining, or in heightening the cha.-

convincing mark of our applause? Of the power which the art of gardening
thus possesses, what is observed? Why is the art of landscape painting still
superior, in its effects? How is this remark tully illustrated? What has he
it in his power to perpepuate upon his canvass? What fall easily within the
reach of his imitation; and of them, what is observed? Whilst it is by the
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racters of nature, and which are seldom compatible with the
scenes of .gardening, fall easily within the reach of his imita.
tion, and afford him the means of producing both greater
strength, and greater unity of expression, than is to be found,
-either in the rude, or in the embellished state of real scenery.

While it is by the invention of such circumnstances that we !
estimate the genius of the artist, it is by their composition that
his taste is uniformly determined. The mere assemblage of
picturesque incidents, the most unimproved taste will condemn.
Bome general principle is universally demanded, some decided
expression, to which the meaning of the several parts may be
referred, and which, by affording us, as it were, the key of the
scene, may lead us to feel, from the whole of the composition,
that full and undisturbed emotion which we are prepared to
indulge. It is this purity and simplicity of eomposition, ac.
cordingly, which has uniformly distinguished the great masters
of the art from the mere copiers of nature. 1t is by their ad-
herence to it, that their fame has been attained ; and the names
of Salvator and Claude Lorrain, can scarcely be mentioned
without bringing to mind the peculiar character of their com.
positions, and the different emotions which their representations
of nature are destined to produce.

It is not, however, on our first acquaintance with this art, that
‘we either discover its capacity, or feel its effects; and perhaps
the progress of taste, in this respect, may afford a farther illus.
tration of the great and fundamental principle of composition.
What we first understand of painting is, that it is a simple art )
of imitation, and what we expett to find in it, is the representa- |
tion of the common scenes of nature that surround us. Itis
with some degree of surprise, accordingly, that we first observe
the different scenery with which the painter presents us, and
with an emotion rather of wonder than of delight, that we gaze

inversion of such circumatances that we estimate the genius of the artist, by
what is his taste determined? How is thia illustrated? This purity and sim-
plicity of composition, consequently, distinguishes whom 7 What has been the
consequence of their adherence to it; amd without what, can the names of
Salvator and Claude Lorrain scarcely be mentioned? Of our first acquaint-
ance with this art, what is observed 7 What do we first understand of paint-
ing; and what do we expect to find in it? What remark follows? How do
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at a style of landscape, which bas so little resemblance to the
\ordinary views to which we are accustomed. In the copy of

real scene, we can discover and admire the skill of the artist ;
but in the representation of a desert or of desolate prospects,
in appearances of solitude or tempest, we perceive no traces
of imitation, and wonder only at the perversity of taste, which
could have led to the choice of so disagreeable subjects.

As soon, however, as from the progress of our. own sensi-
bility, or from our acquaintance with poetical composition, we
begin to connect expression with such views of nature, we
begin also to understand and to feel the beauties of landscape.
painting. It is with a different view that we now consider it.
It is not for imitation we look, but for character. It is not the
art but the genius of the painter, which now gives value to his
compositions ; and the language he employs is found, not only
to speak to the eye, but to affect the imagination and the heart.
It is not now a simple copy which we see, nor is our emotion
limited to the cold pleasure which arises from the perception
of accurate imitation. It is a creation of fancy which the
artist presents us, in which only the greatest expressions of
nature are retained, and where more interesting emotions are
awakened, than those which we experience, from the usual
tameness of common scenery. In the same proportion in
which we thus discover the expression of landscape, we begin
to collect the principles of its composition. The crowd of in-
cidents which used to dazzle our earlier taste, as expressive
both of the skill and of the invention of the artist, begin to
appear to us as inconsistence or confusion.  When our hearts
are affected, we seek only for objects congenial to our emodtion :
and the simplicity which we used to call the poverty of land-
scape, begins now to be welcome to us, as permitting us to in.
dulge, without interruption, those interesting trains of thought

thecopyoftherealacene, and the representationofa desert,&c. respectivelyaffect
us? When do we begin to understand and tofeel the beauties of landscape paint-
ing ? With what view do we now congider it ; and for what do we lock? What
now gives value to his composition ; and of the language he employs, what
is observed 7 What is it not, that we now see? What is it that the artist pre-
sents us; and of it, what is remarked ? In what proportion do we collect the
principles of its composition in a landecape? How is this illustrated 7 When
our hearts are affected, what is the consequence? What is the effect of an
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which the character of the scene is fitted to inspire. As our
knowledge of the expressions of nature increases, our sensi-
bility to the beauty or to the defects of composition becomes
more keen, until at last our admiration attaches itself only to
those greater productions of the art, in which one pure and
unmingled character is preserved, and in which no feature is
admitted, which may prevent it from falling upon the heart with
one full and harmonious effect.

In this manner, the object of painting is no sooner discovered
than the unity of expression is felt to be the great secret: of
its power ; the superiority which it at last assumes over the
scenery of nature, is found to arise, in one important respect,
from the greater purity and simplicity which its composition
can attain, and perhaps this simple rule comprehends all that
criticism can prescribe for the regulation of this delightful art.

ITII. But whatever may be the superiority of painting to tho'|
originals from which it is copied, it is still limited, in compa:-’
rison of that which poetry enjoys. The painter addresses
himself to the eye. The poet speaks to the imagination. The
painter can represent no other qualities of nature, but those
which we discern by the sense of sight. The poet can blend
with those, all the qualities which we perceive by means of our
other senses. The painter can seize only ¢ne moment of ex-
istence, and can represent no other qualities of objects than
what this single moment affords. The whole history of nature is
. within the reach of the poet, the varying appearances which its
different productions assume in the progress of their growth and
decay, and the powerful effects which are produced by the
contrast of these different aspects or expressions. The painter
can give to the objects of his scenery only the visible and ma-
terial qualities which are discerned by the eye, and must leave
the interpretation of their expression to the imagination of the
spectator ; but the poet can give animation to whatever he de.

increase of knowledge of the expressions of nature? In this manner, what is
observed ? From what is the superiority which it assumes found to arise ; and
of this simple rule what is observed? In comparison of what, is the supe-
riority of painting very limited? How is this remark fully illusirated 7 What
are at his disposal; and how can be, at once, produce an impression which
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scribes.  All the sublimity and beauty of the moral and intel-
lectual world are at his disposal; and, by bestowing on the
inanimate objects of his scenery the characters and affections
of mind, he can produce at once, an expression which every
capacity may understand, and every heart may feel. Whatever
may be the advantage which painting enjoys from the greater
clearness and precision of its images, it is much more than
balanced by the unbounded powers which the instrument of
language 'affords to the poet, both in the selection of the objects
of his description, and in the decision of their expression.

It is, accordingly, by the preservation of unity of character
or expression, that the excellence of poetical description is
determined ; and perhaps the superior advantages which the
poet enjoys, in the choice of his materials, renders our demand
for its observance more rigid, than in any of the other arts of
taste. In real nature we willingly accommodate ourselves to
the ordinary defects of scenery, and accept with gratitude those
singular aspeéts in which some predominant character is tolers- -
bly preserved. In the compositions of gardening, we make
allowance for the narrow limits within which the invention of
the artist is confined, and are dissatisfied only when great in-
consistencies are retained. Even in painting, we are still
mindful that it is the objects only of one sense that the artist
can represent ; and rather lament his restraints, than condemn
his taste, if our minds are not fully impressed with the emo-
tions he studies to raise, or if the different incidents of his com.
position do not fully accord in the degree, as well as in the
nature of their expression. But the descriptions of the poet
can claim no such indulgence. With the capacity of blending
in his composition, the objects of every sense—with the past
and the future, as well as the present, in his power—above all,

every capacity may understand, and every heart may feel ? By what are the
advantages of painting much more than balanced ? By what is the excellence
of poetical description determined ; and what remark follows? In real nature,
to what do we willingly accommodate ourselves; and what do we accept
with gratitude? In the composition 6f gardening, for what do we mmake
allowance; and when only are we dissatisfied? Even in painting, of what
are we 5till mindful; and what do we lament ? Why cannot.the descriptions
of the poet claim any such indulgence ; and when do we feel that he is un-
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- with the mighty spell of mind at his command, with which he
can raise every objeet that he touches into life and sentiment,
we feel that he is unworthy of his art, if our imaginations are
not satiated with his composition, and if in the chastity, as well
as the power of his expression, he has not gratified the demand
of our hearts. ' ' —

It would be an unpleasing, and indeed an unnecessary task,
to illustrate this observation by the defects or absurdities of
poets of inferior genius, or imperfect taste. It will pehaps be
more useful, to produce a few instances of description from
some of the greatest poets, in which very trifling circumstances
serve to destroy, or at least to diminish their effect, when they
do not fully coincide with the nature of the emotion which the
descriptions are intended to raise.

In that fise passage in the second book of the Georgics, in
which Virgil celebrates the praises of his native country, after
these fine lines, ’

Hic ver assiduum atque alienis mensibus wstas,

Bis gravide pecudes, bis pomis utilis arbos : 1
At rabida tigres absunt, et seva leonum

Semina, nec miseros fallunt aconita legentes,

Nec rapit immensos orbes per humum, neque tanto
Squameus in spiram tractu se colligit anguis—

Perpetual spring our happy climate sees,

Twice breed the cattle and twice bear the trees—
And summer suns recede by slow degrees.

Our land is from the rage of tigers freed;

Nor nourishes the lion’s angry seed—

Nor poisonous aconite is here produced,

Or grows unknown, or is, when known, refused.
Nor in 50 vast a length our serpents glide,

Or raised on such a spiry volume ride.

Dryden.
There is no reader whose enthusiasm is not checked by the
cold and prosaic line which follows :

Adde tot egregias urbes, operumque laborem.

Next add our cities of illustrious name,
Their costly labour and stupendous frame.
Dryden,

worthy of his art 7 What would be an unpleasing and an unnecessary task ?
‘What will, perhaps, be more useful? Repeat the firet passage introduced.
What is the effect of the line that follows 7 Repeat it. What is observed of it}
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The tameness and vulgarity of the transition dissipates, at’
once, thle emotion we had shared with the poet, and reduces
him, in our opinion, to the level of a mere describer.

The effect of the following nervous and beautiful lines in the
conclusion of the same book, is nearly destroyed by a similar
defect. Adter these lines, .

i
Hanc olim veteres vitam coluere Sabini
Hanc Remus et frater ; sic fortis Etruria crevit,
Scilicet et rerum facta est pulcherrima Roma—

Such was the life the frugal Sabines led,

So Remus and his brother god were hred—
From whom the austere Etrurian virtue rose
And this rude life our homely fathers chose—
0Old Rome from such a race derived her birtb,
The seat of empire, and the conquered earth.

. Dryden.
We little expect the following spiritless conclusion :

Septemque una sibi muro circumdedit arces.

Which now on seven high hills triumphant reigns.
Dryden.

There is a still more surprising instance of this fault in one
of the most pathetic passages of the whole poem—in the descrip-
tion of the disease among the cattle, which concludes the third
Georgic. The passage is as follows :

v

Ecce autem duro fumans sub vomere taurus
Concidit : et miztum spumis vomit ore cruorem.
Extremosque ciet gemitus: it tristis arator
Mcerentem abjungens fraterna morte juvencum,
Atque opere in medio defixa relinquit aratra.

The steer, who to the yoke was bred to bow,
(Studious of tillage and the crooked plough,)
Falls down and dies—and dying spews a flood
Of feamy madness mixed with clotted blood !
The clown, who, cursing Providence, repines,
His mournful fellow from the team digjoins ;
With many a groan forsakes his fruitful care,
And in th’ unfinish’d furrow leaves the share.

Dryden.

What is the next passage intro&uced; and how is its effect destroyed ? Where
is there a still more surprising instance of this fault ? Repeat the passage.
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The unhappy image in the second line is less calculated to
excite compassion than disgust, and is singularly ill suited to
that tone of tenderness and delicacy which the poet has every
where else so successfully maintained, in describing the pro-
gress of this loathsome disease.

In the speech of Agamemnon to Idomeneus in the fourth
bock of the Iliad, a circumstance is introduced altogether in.
consistent both with the dignity of the speech, and the majesty
of epic poetry :

Divine Idomeneus ! what thanks we owe

To worth like thine ! what praise shall we bestow !
To thee the foremost honors are decreed,

First in the fight, and every graceful deed.

For this, in banquets, when the generous bowls
Restore our blood, and raise the warriors’ souls,

Though all the rest with stated rules be bound,
Unmixed, unmeasured are thy goblcts crown’d.

Instances of the same defect may be found in the comparison
of the sudden cure of Mars’ wound to the coagulation of curds
—in that of Ajax retreating before the Trojans to an ass driven
by boys from a field of corn—in the comparison of an obstinate
combat between the Greeks and the Trojans, to the stubborn
struggle between two peasants, about the limits of their re-
spective grounds—in that of Ajax flying from'ship to ship, to
encounter the Trojans, to a horseman riding several horses at
once, and showing his dexterity, by vaulting from one to
another.

There is a similar fault in the two following passages from
Milton, where the introduction of trifling and ludicrous cir-
cumstances diminishes the beauty of the one, and the sublimity
of the other. :

Now morn her rosy steps in the eastern clime
Advancing, sow’d the earth with orient pear],
When Adam wak'd : so custom’d, for his sleep
Was airy light, from pure digestion bred,

And temp'rate vapors bland, which th’ only sound

What is observed of the unhappyimage in the second line ? What is observed
of a circamstance introduced in the speech of Agamemnon to Idomeneus?
Repeat the passage. Where may instances of the same defect be found ? of
the two following passages from Milton, what is observed ? Repeat them.
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Of leaves and fuming rills, Aurora's fan
Lightly dispers’d, and the shrill matin song
Of birds on every bough.
‘Book v.

They ended parle, and both address’d for fight
Unspeakable; for who, though with the tongue
Of angels, can rejate, or to wbat things
Liken on earth conspicuous, that may lift
Human imagination to such height
Of godlike power? for likest gods they seem’d ;
Stood they or mov’d, in stature, motion, arms,
Fit to decide the empire of great heav'n.

. Now wav'd their fiery ewords, and in the air

Made horrid circles; two broad suns their shields
Blaz'd oppoeite, while expectation stood
In horror ; from each hand with speed retir'd
Where erst was thickest fight, th’ angelic throng,
And left large fleld, unsqfe within the wind
Qf such commaotion.
Book vi.-

In the following passage from the sixth book of Lucan’s
Pharsalia, where he describes the incantations of the witch
Eryctho, and of whose voice he had before said with great sub-

limity,

Omne nefas superi, prima jam voce precantis
Concedunt, carmenque timent audire secundum—

She speaks—the gods above at once comply,
And tremble lest again her voice she try :

In labaring to increase the terror of the reader, he has rendered
his deseription almost ludicrous, by accumulating images which
serve only to confuse, and which, in themselves, have scarcely
any other relation than that of mere noise.

Tum vox Letheos cunctis pollentior herbis
Excantare Deos, confundit murmura primum
Dissona, et humans multum discordia linguse.
Latratus habet illa canum, gemitusque luporum
Quod trepidus bubo, quod strix nocturna queruntur,
Quod strident, ululantque fers, quod sibilat anguis,
Exprimit, et planctus illise cautibus unda=
Silvarumque sonum, fractsque tonitrua nubis;

Tot rerum vox una fuit.——

~———

What is the subject of the following passage from Lucan’s Pharsalia 7 Repeat
the lines. In laboring to increase the terror of the resder, what haa he done;
and how ? Repeat the passage. Such a collection of unaccording images is
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And then a voice more powerful than herbe
The gods of Leths's solitude disturbe—
At first discordant murmurs float along,
And mixed confusions of the human tongue—
The dog’s fierce bark, the wolf's rapacious howl,
The night bird’s cry—the hooting of the owl,
The wild beast’s roar—the hissing of the snake,
The dashing wave which on the rock doth break—
The crash of woods—the thunder of the cloud,

+ All these combined in her gole voice do crowd.

Such = collection of unaccording images is scarcely Mss
absurd than the following description of the nightingale, by
Marini: , \

Una voce pennuta un suon’ volante

E vestito di penne, un vivo flato,

Una piuma canora, un canto alato,

Un spirituel che &’ harmonia composto
Vive in anguste viscere nascosto.

A feathered voice, a flying sound and dressed with wings—a living breath,
a singing plumage—a winged song—a little spirit, which, made up of har-
mony, lives hidden in a narrow bosom.*

Even less obvious inconsistencies are sufficient to diminish
the effect of poetical description, when they de not perfectly
coincide with the general emotion.

There is a circumstance introduced in the following passage
from Horace, which is liable to this censure :

Solvitur acris Hyems, grata vice veris et Favoni,
Trahuntque siccas machine carinas,

Ac neque jam stabulis gaudet pecus, aut arator igni,
Nec prata canis albicant pruinis.

Jam Cytherea choros ducit Venus, imminente Luna,
Juncteeque Nymphis Gratie decentes

Alterno terram quatiunt pede.——

Winter yields unto the sway
Of the weet wind and of May,

[ 3

scarcely less absurd than what7 Repeat it. When are less obvious inconsis-
tencies sufficient to diminish the effect of poetical description? Repeat the
passage introduced from Horace, illustrative of thig remark. Why ia the

* It was the Editor’s original intention to introduce into his work poetic
iranslations only; but from the peculiarity of Marini’s description of the
Nightingale, he thinks it will be better understood in a simply literal drees.
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7" And the dry ships now are seen

L~Dra'wn Jrom stocks by the machine ;*
Flocks no more the stall desire,
And the ploughman shuus the fire—

. And the fresh and fruitful mead
From the hoary frost is freed—
Now doth Venus lead the dance
’Neath the moon’s benignant glance,
And the Graces trip along
With the nymphs, mid mirth and song.

The image contained in the second line is obviously impro-
per. It suggests ideas of labor, and difficulty, and art, and
has no correspondence with that emotion of gladness with
which we behold the return of the spring, and which is so suc-
cessfully maintained by the gay and pleasing imagery in the
rest of the passage.

In a description of the morning, in the charming poem of the
Minstrel, there is a circumstance to which the severity of cri-
ticism might object upon the same principle :

The cottage curs at early pilgrim bark,

Crown'd with her pail, the tripping milkmaid sings,

The whistling ploughman stalks afield, and hark!

Down the rough slope the ponderous wagon rings.
The image in the last line, though undoubtedly a striking one
in itself, and very beautifully described, is yet improper, as it
is inconsistent both with the period of society, and the scenery
of the country to which the Minstrel refers.

Thers is a similar error in the following fine description from
Shakspeare :

The current, that with gentle murmur glides,
Thou knowest, being stopp’d, impatiently doth rage,

But when his fair course is not hindered,
He makes sweet music with the enamell’d stones,

image contained in the second line improper? What is observed of the de-
scription of morning, in the Minstrel? Repeat the passege. Of the image in
the last line, what is observed 7 In what description is there a similar error?

* The Editor may, perhaps, be charged with want of poetry in the iransla-
ion of “Trahuntque siccas machine carinas,” found in the third and fourth
lines of the transiation; but when it is recollected that the criticism rests
altogether upon that line, the neceseity of rendering it as literal as rhyme
will admit, must appear obvious to every reader.
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Giving a gentle kiss to every sedge

He overtaketh in his pilgrimage :

And so by many winding nooks he strays
With willing sport to the wild ocean.

"T'he pleasing personification which we attribute to a brook, is
founded upon the faint belief of voluntary motion, and is imme-
diately checked, when the poet descends to any minute or par-
ticular resemblance.

Even in that ininitable description which- Virgil has g,iven of
a storm, in the first book of the Georgics, a very accurate taste
may perhaps discover some light deficiencies :

Swzpe etiam immensum ceelo venit agmen aquarum,
Et feedam glomerant tempestatem imbribus atris
Collectee ex alto nubes. Ruit arduus ther

Et pluvia ingenti sata leta, boumque, labores,
Diluit. Inplentur fosse, et cava flumina crescunt
Cum eonitu, fervetque fretis spirantibus :quor.
Ipee pater, medi& nimborum in nocte, corusca
Fulmina molitur dextra, quo maxuma motu
Terra tremit : fugére fere, et mortalia corda

Per gentes humiles stravit pavor. Ile flagranti
Aut atho, aut Rhodopen, aut alta Ceraunia telo
Dejicit : ingeminant Austri, et densjssimus imber.

And oft whole sheets descend of sluicy rain,
Sucked by the spongy clouds from off the main—
The lofty skies at once caine pouring down, ’
The promised crop and golden labors drown.

The dikes are filled ; and with a roaring sound ;
‘The rising rivers float the nether ground—

And rocks the bellowing voice of boiling seas rebound.
The father of the gode his glory shrouds,

Involved in tempests and a night of clouds;

And from the middle darkness flashing out,

By fits he deals his fiery bolts about—

Earth feels the motion of her angry god,

Her entrails tremble, and her mountains nod---
And flying beasts in forests seek abode.

Deep horror seizes every human breast,

Their pride is humbled, and their fear confess’d,
‘While he from high his rolling thunder throws,
And fires the mountains with repeated blows—

Upon what is the pleasing personification which we atiribute to a brook
founded? What is observed of the inimitable description which Virgil hes °
given of a storm? Repeat it. To what passages, in these }me«, does our au-

12
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The rocks are from their old foundations rent,
The wind redoubled and the rains augment.
n.

If there are any passages to which I object in these wonder-
ful lines, they are those that are marked in Italics. ¥ acknow.
ledge, indeed, that the “ pluvia ingenti sata leta boumque labo-
res diluit,” is defensible from the connexion ef the imagery
with the subject of the poem; but the ¢ implentur foss®” is
both an unnecessary and a degrading circurhstance, when com.
pared with the magnificent effects that are described in the
rest of the passage.

I shall conclude these illustrations, with two passages, de-
scriptive of the same scene, from different poets, in which the
effects of imperfect and of harmonious composition are stri-
kingly exemplified.

In the ¢ Argonautica” of Apollonius Rhodius, when Medea
is described in a state of deep agitation between her unwilling-
+ ness to betray her father, and her desire to save her lover Jason,

the anxiety of her mind is expressed by the following contrast,
of which I give a literal translation :

“The night now covered the earth with her shade; and in
¢“the open sea the pilots, upon their decks, observed the star-
“of Orion. The travellers and the watchmen slumbered.
« Even the grief of mothers who had lost their children, was
“ guspended by sleep. In the cities there was neither heard
“the cry of dogs, nor the noise nor murmur of men. Silence
¢ reigned in the midst of darkness. Medea alone knew not the
¢ charms of this peaceful night, so deeply was her soul impressed

- % with fears for Jason.”
Virgil describes a similar situation as follows :

Nox erat, et placidum carpebant fessa soporem
Corpora per terras, sylveque et smva quierant
ZEquora: quum medio volvunter sidera lapsu
Quum tacet omnis ager : pecudes, pictaeque volucres,
Queque lacus late liguidos, quseque aspera dumis
Rura tenent, somno posits sub nocte silenti

thor object; and what does he observe of them? With what passages
does he conclude these illustrations? What are the circumstances of the
first 7 Repeat it. How does Virgil describe a similar situation? What says
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Lenibant curas, et corda oblita laborum :
At non infelix animi Phaenissa.

"Twas dead of night, when weary bodies closc
Their eyes in balmy sleep and soft repose—
The winds no longer whisper through the woods,
Now murmuring tides disturb the gentle floods—
The stars in silent order moved around, .
And Peace, with downy wings, was brooding on the ground.
The flocks and herds, and parti-color'd fowl
‘Which haunt the woods, or skim the weedy 2001,
Stretch’d on the quiet earth securely lay,
Forgetting the past labors of the day.
All else of nature’s common gifts partake,
Unhappy Dido was alone awake.
. Dryden.

« On voit ici,” says M. Marmontel, with his usual taste and
discernment, “non seulement la superiorité du talent, la vie,
< et 'ame repandues dans une poesie harmonieuse, et du coloris

¢ ]e plus pur, mais singuliérement encore la superiorité du goft..
« Dans la peinture du poéte Grec, il y a des details inutiles, il

“y en a des contraires i I'effet du tableau. Les observations
¢ des pilotes, dans de silence de la nuit, portent eux-mémes le
“ caractére de la vigilance et de Vinquictude, et ne contrastent
“ point avec le trouble de Medée. L’image d’une mere qui a
“ perdu ses enfants est faite pour distraire de celle d’une amante ;
‘“elle en affoiblit P'interét, et le poéte en la lui opposant, est
“ allé contre son dessein ; a lieu que, dans le tableau de Virgile,
“tout est réduit i Punité. C’est la nature entiére, dans le
¢ calme et dans le sommeil, tandis que la malheureuse Didon
“veille seule, et se livré en proie i tous les tourments de
“Yamour. Enfin, dans le poéte Grec, le cri des chiens, le
« sgommeil des portiers, sont des details minutieux et indignes de
<« I’epopée, au lieu que dans Virgile tout est noble et peint &
< grands traits : huit vers embrassant la nature.”—Encyclope-
die, voc. Imrrarion. _

In these illustrations of the necessity of unity of expression,
for the production of the emotions of sublimity and beauty, I
have chiefly confined myself to such instances in poetry, as
are descriptive of natural scenery, because they are most within

Marmontel, with his usual taste and discernment ? In these illustrations, to
what has our author chiefly confined himself; and why? To what does the
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the observation of that class of readers, to whom any illustra-
tions of this point are necessary. 'The same principle extends,
with equal force, to every other branch of poetical imitation—
to the description of the characters, the sentiments, and the
passions of men : and one great source of the superiority which
such imitatiops have over the originals from which they are
copied, consists in these cases, as well as the former, in the
power which the artist enjoys of giving an unity of character
to his descriptions, which is not to be found in real nature.
The illustration of this point, however, as well as of the gene-
ral fact, that all such descriptions are defective, in which this
unity is not preserved, I must leave to the reader’s own obser-
vation. In the same view, I leave the consideration of the
effect of contrast—a principle which may at first seem adverse
to these conolusions, but which, in fact, is one of the strongest
confirmations of them. The reader who is accustomed to such
speculations, need not be reminded, that the real end of con-
trast is to strengthen the effect of the general emotion—that
its propriety is determined by the nature of that emotion—that
it is justly applied only in those cases, where the emotion is
violent and demands relief, or faint and requires support, or
long-continued and needs repose ; and that in all cases where
it exceeds these limits, or where it does not serve to invigorate
the character of the composition, it serves only to obstruct or
to diminish its effect; and the reader to whom these principles
are new, may find amusement in verifying them.

‘e:IV. The unity of character which is thus demanded in poeti-

- ¢al description, for the production of the emotions of taste, is

demanded also in every species of poetical composition, what-
ever may be its extent, '

In describing the events of life, it is the business of the his-
torian to represent them as they really happened; to investi-

same principle, with equal force, extend? In what does one great source of
their superiority consist? To what is the illustration of this point left? In
the same view the consideration of what ig left ; and what is said of it? Of

‘what need not the reader who is accustomed to such speculations, be remind-

ed? In whot may the reader to whom these principles are new, find amuse-
ment? In what is the unity of character, which is thus demanded in poetical
description, also demanded ? In describing the events of life, in what manner
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gate theéir causes, however minute ; and to report the motives
of thé dctors, however base or mean. In a poetical represen-
tation of such events, no such confusion is permitted to appear.
A representation destined by its nature to affect, must not only
be founded upon some great or interesting subjeet, but, in the
mandgement of this subject, such means only must be employed
as are fitted to preserve, and to promote the interest and the
sympathy of the reader. The historian who should relate the
voyage of Eneas, and the foundation of Rome, must of peces-
sity relate many trifling and uninteresting events, which could
be valudblé only from their being tiue. The poet whe should
attempt this suibject, must introdiice only pathétic or sublime
events—must unfold their connexion with greater clearness—
must point out their consequences as of greater moment—
and must spread over all that tone and eharacter of dignity
which we both expect and demand in a composition, destined
to excite the sensibility, and to awakes the admiration of man-
kind. Even that species of poem which has been called by
the critics the historical epic, and whieh is only a poetical nar-
ration of real events, is, in some measure, subjected fo the
same rule ; .and though we do not expeot from it the sublime
méchinery, or the artful conduct of the real epic, we yet de.
mand a more uniform tone of elevation, and a purer and more
dignified selection of incidents, than from the. strict narrative
of real history. In both, the poet assumes the character of a
person deeply impressed with the magnitude or the interest of
the story he relates. To impress his reader with similar senti-
ments, is the end and object of his work; and he can do.this
in no other way, but by presenting to his mind such incidents
only as accord with these great emotions, leaving out whatever,
in the real history of the event, may be mean or uniteresting ;
and by the invention of every circumstance that, while it is
consistent with probability, may raise the subject of his work

should the historian represent them? What is the case in poetry? Of a
representation deatined by its nature to affect, what is observed ? In relating
the voyage of KEneas, what would the historian be compelled to do? What
course would the poet pursue? Of thas species of poem even, which has been
called the historical epic, what is obeerved? In both, what character does
the poet assume? What is the end and object of his work; and in what
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into greater importance in his esteem. That it is by this nile
accordingly the conduct of the epic poem is determined, is too
obvious to require any illustration.

The same unity of emotion is demanded in dramanc poetry,
at least, in the highest and nobleat species of it—tragedy; and
in the conduct of the drama, this unity of character is fully as
essential as any of those three unities, of which every book of
criticism is so full. [f it is painful to us, when we are deeply
engaged in some great interest, to turn our minds to the con-
sideration of some other event; it is fully as painful to us,
in the midst of our admiration or our sympathy, and while our
hearts are swelling with tender or with elevated emotions, to.
descend to the consideration of minute, or mean, or unimpor-
tant incidents, however naturally they may be connected with
the story, or however much we may be convinced that they ac-
tually took place. The envy which Elizabeth entertained of
the beauty of Mary of Scotland, was certainly one cause, and
probably a great cause of the distresses of that most unfortu-
nate Queen; but if a poet, in a tragedy founded upon her
pathetic story, should introduce the scene which Melville de-
seribes in his memoirs, and in which the weakness of Elizabeth
is so apparent, we should consider it both as degrading to the
dignity of tragedy, and unsuited to the nature of the emotion
which the story is fitted to raise. [t is hence that tragi-comedy
is utterly indefensible, after all that has been said in its defence.
If it is painful to us in such cases to descend to the considera-
tion of indifferent incidents, it is a thousand times more painful
to be forced to attend to those that are ludicrous; and there is
no man of the ia0st common sensibility, who does not feel his
mind revolt, and his indignation kindle at the absurdity of the
poet, who can thus break in upon the sacred retirement of his
sorrow, with the intolerable moise of valgar mirth. Had the

way only can he do this? In what other kind of poetry is the same unity of
emotion demanded? This unity of character is as essentisl as what? How
is this remark illustrated? The envy which Elizabeth entertained of the
beauty of Mary of Scotland was one cause of what; but what, in poetry,
would be unsuited to the nature of the emotion which the story is fitted to
raise? Hence, what is indefensible; and why? How is this illustrated in
the case of Shakspeare? Who is the first tragedian of modern Europe who
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taste of Shakspeare been equal to his genius, or had his know-
ledge of the laws of the drama corresponded to his knowledge
of the human heart, the effect of his compositions would not
only bave been greater than it now is, but greater perhaps,
than we can well imagine; and had he attempted to produce,
through a whole composition, that powerful and uniform inter-
est which he can raise in a single scene, nothing of that per-
fection would have been wanting, of which we may conceive
this sublime art to be capable.

Of the necessity of this unity of emotion, Corneille is the
first tragedian of modern Europe who seems to Lave been
sensible ; and I know not whether the faults of this poet have
not been exaggerated by English critics, from their inattention
to the end which he seems to have prescribed to himself in his
works. To present a faithful picture of human life, or of hu.
man passions, seems not to have been his conception of the in-
tention of tragedy. His object, on the contrary, seems to
have been, to exalt and to elevate the imagination~—to awaken
only the greatest and noblest passions of the human mind;
and, by presenting such scenes and such events alone, as
could most powerfully promote this end, to render the theatre
a school of sublime instruction, rather than an imitation of
common life. To effect this purpose, he was early led to see
the necessity, or disposed by the greatness of his own mind,
to the observation of an uniform character of dignity ; to-dis-
regard whatever, of common, of trivial, or even of pathetic in
the originals from which he copied, might serve to interrupt
this peculiar flow of emotion; and instead of giving a simple
copy of nature, to adorn the events he represented, with all
that eloquence and poetry could afford. He maintains, accor-
dingly, in all his best plays, amid much exaggeration, and much
of the false eloquence of his time, a tone of commanding, and
even of facinating dignity, which disposes us almost to believe,
that we are conversing with Beings of an higher order than
our own ; and which blinds us, at least for a time, to all the

scoms to have been sensible of the necesaity of this unity of emotion; and
by whom, and why have his faults been exaggerated? What seems not,
and what seems to have been his object? To effect this purpose, to what
was be early led? In all his best plays, what does he, accordingly, main-
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faults and all the imperfections of his composition. I am far
from being supposed to defend his opinions of tragedy, and
still less to excuse his extravagance and bombast; but I con-
ceive that no person can feel his beauties, or do justice to his
merits, who does not regard his tragedies in this view ; and I
think that some allowance ought to be made for the faults of a
post, who first shewed to his country the example of regular
tragedy, and whose works the great Prince of Condé called
¢ The Breviary of kings.”

In the former section I endeavored to show, that no objects
are, in tHemselves, fitted to produce the emotions ef sublimity
or beauty, which are not productive of some simple emotion.

- In this, I have attempted to show, that no composition of ob-
jects or qualities is in fact productive of such emotions, in
which an unity of character is not preserved. The slight
illustrations which I have now offered, are probably sufficient to
point out the truth of the general principle; but the applica-
tion of it to the different arts of taste and the explanation of
the great rules of composition from this constitution of our
nature, are objects far beyond the limits of these Essays. I
must satisfy myself, therefore, with observing in general, that,
in all the fine arts, that composition is most exeellent, in which
the different parts most fully unite in the production of one un-
mingled emotion, and that the taste the most perfect, where the
_perception of this relation of objects, in point of expression, is
most delicate and precise.

CONCLVSION.

1. The illustrations of the first chapter of this Essay are in-
tended to show, that whenever the emotions of beauty or sub-

tain; and what is its effect? To defend what, i# our author far from being
disposed? But how only can his plays be rightly estimated; and for what
should some allowance be made? Inthe former section, what did our author
endeavor to show? What hag he attempted to show in this7 For what are
the slight illustrations now offered, probably sufficient; but what are objects
far beyond the limits of these Easays? With what general observation.
therefore, must our author satisfy himself?
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limity are felt, that exercise of imagination is produced which
consists in the prosecution of a train of thought.

The illustrations in the second chapter are intended to point
out the distinction between such trains, and our ordinary trains
of thought, and to show that this difference consists, 1st, In the
ideas which compose them, being in all cases ideas of emotion ;
and 2dly, In their possessing an uniform principle of connexion
through the whole of the train. The effect, therefore, which
is produced upon the mind, by objects of taste, may be con-
sidered as consisting in the production of a regular or consist-
ent train of ideas of emotion.

+ II. The account which I have now given of this effect, may,
perhaps, serve to point out an important distinction between the
emotions of taste, and all our different emotions of simple plea-
sure. In the case of these last emotions, no additional train
of thought is necessary. The pleasurable feeling follows im-
mediately the presence of the object or quality, and hasno de-
pendence upon any thing for its perfection, but the sound state
of the sense by which it is received. The emotions of joy,
pity, benevolence, gratitude, utility, propriety, novelty, &ec.
might undoubtedly be felt, although we had no such power of
mind as that by which we follow out a train of ideas, and cer-
tainly are felt in & thousand cases when this faculty is unem.
ployed.

In the case of the emotions of taste, on the other hand, it
seems evident, that this exercise of mind is necessary, and that
unless this train of thought is produced, these emotions are
unfelt. Whatever may be the nature of that simple emotion
which any object is fitted to excite—whether that of gaiety,
tranquillity, melancholy, &c.—if it produce not a train of thought
in our minds, we are conscious only of that simple emotion,

‘What are the illustrations, in the first chapter of this Essay, intended to
ghow? For what are the illustrations, in the second, intended? In what,
therefore, may the effect which is produced upon the mind be considered as
consisting? The account now given, may serve to point out what distinction?
In the case of these last emotions, what is not necessary; and why? How is
this illustrated? In the case of the emotions of taste, on the other hand,
what seems evident? What two remarks follow? If the author of our na-

13
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Whenever, on the contrary, this train of thought, or this exer-
cise of imagination is produced, we are conscious of an emo-
tion of a higher and more pleasing kind; and which, though
it is impossible to describe in language, we yet distinguish by
the name of the emotion of taste. If, accordingly, the author
of our nature had denied us this faculty of imagination, it
should seem that these emotions could not have been felt, and
that all our emotions would have been limited to those of sim-
ple pleasure. .

The emotions of taste may, therefore, be considered as distin-
guished from the emotions of simple pleasure, by being depend.’
ent upon the exercise of our imagination ; and though founded,
in all cases, upon some simple emotion, still requiring the em-
ployment of this faculty for their existence.

III. As in every operation of taste there are, thus, two dif-
ferent faculties employed, viz. some affeetion or emotion raised,
and the imagination excited to a train of thought correspond.
ing to this emotion, the peculiar pleasure which attends, and
which constitutes the emotions ot taste, may naturally be con.
sidered as composed of the pleasures which separately attend
the exercise of these faculties ; or, in other words, as produeced
by the union of pleasing emotion, with the pleasure which, by
the constitution of our nature, is annexed to the exercise of
imagination. That both these pleasures are felt in every ope-
ration of taste, seems to me very agreeable to common experi-
ence and observation.

1. That in every case of the emotions of sublimity or beauty,
that simple emotion of pleasure is felt, which arises from the
peculiar nature of, the object perceived, every maa, I conceive,
may very easily satisfy himself. In any beautiful object, the
character of which is cheerfulness, we are conscious of a feel-

ture had denied ua this faculty of imagination, what would have been the
consequence? From what may the emotions of taste therefare be considered
as distinguished ; and how? In every object of taste, what two different
faculties are employed? Of what may the peculiar pleasure which attends,
and which constitutes the emotions of taste, be considered as composed?
That both these pleasures are felt in every operation of taste seems agreeable
towhat? Of what may every man very easily satisfy himself? How is this
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ing of cheerfulness—in objects of melancholy, of a feeling of
sadness—in objects of utility, of a feeling of satisfaction and
complacence, similar to what we feel from objects of the same
kind when the emotion of beauty is not excited. In sublime
objects, in the same manner, whatever their character may
be, whether that of greatness, terror, power, &c. we are
conscious of the feelings of admiration, of awe, of humility,
&c. and of the same pleasures from the exercise of them,
which we feel in those cases where the emotion of sublimity
is not produced. In the trains of thought which are not excited
by objects, either of sublimity or beauty, every man knows
that the character of those trains is determined by the peculiar
nature of the object; and instead of the emotions of taste
being attended with one uniform species of pleasure, every
man must have felt, that the sum of his pleasure is in a great
degree composed of the peculiar pleasure which the exercise
of different affections bring.

2. That there is a pleasure, also annexed, by the constitution
of our nature, to the exercise of imagination, is'a proposition
which seems to require very little illustration. In common
opinion, the employment of imagination is always supposed to
communicate delight; when we yield to its power, we are con-
sidered as indulging in a secret pleasure ; and every superiority,
in the strength or sensibility of this faculty, is believed to be
attended with a similar increase in the happiness of human life.
Nor is this persuasion of the connexion of pleasure with the
exercise of imagination, confined to those cases where the mind
is employed in contemplating images of joy only; for even in
those men whose constitution disposes them to gloomy or me.
lancholy thought, we have still a belief that there is some secret
and fascinating charm in the disposition which they indulge,
and that, in this operation of mind itself, they find a pleasure

illustrated from objecte of beauty, of melancholy, of utility, and of sublimity ?
In the trains of thought which are excited by objects, either of sublimity or
beauty, what does every man know; and what must every one have felt?
What other proposition seems to require very little illustration? In common
opinion, what is the employment of imagination always supposed to commu-
nicate; and what follows? Of this persuasion of the connexion of pleasure
with the exercise of imagination, what is observed; and why? What state
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which more than compensates for all the pain which the cha.
racter of their thoughts may bring. There is a state of mind,
also, which every man must have felt, when, without any par-
ticular object of meditation, the imagination seems to retire
from the realities of life, and to wander amid a creation of
its own—when the most varied and discordant scenes rise as
by enchantment before the mind ; and when all the other facul-
ties of our nature seem gradually to be obscured, to give, to
this creation of fancy, 2 more radiant glow. With what de.
light such employments of imagination are attended, the young
and the romantic can tell, to whom they are often more dear
than all the real enjoyments of life ; and who, from the noise
“and tumult of vulgar joy, often hasten to retire to solitude and
silence, where they may yield, with security, to these illusions
of imagination, and indulge again their visionary bliss.

On a subject of this kind, however, when illustration is, per-
haps, less important than description, I am happy to be able to
transcribe a passage, which will render umnnecessary every
illustration that I can give. It is a passage from a posthumous

work of M. Rousseau, in which he describes his mode of life, .

during a summer which he passed in the island of St. Pierre,
in the middle of the little lake of Bienne.
¢ Quand le beau tems m’invitoit, j’allois me jetter seul dans
“un bateau que je conduisois au milieu du lac, quand I’eau
- « étoit calme, et 13, m’étendant tout de mon long dans le bateau,
¢ les yeux tournés vers le ciel, je me laissois aller et dériver
“lentement au gré de leau, quelquefois pendant plusieurs
¢ heures, plongé dans mille réveries confuses, mais délicieuses,
“ et qui sans avoir aucun objet bien déterminé ni constant, ne
* laissoient pas d’etre 4 mon gré cent fois préférables A tout ce
“que j’avois trouvé de plus doux dans ce qu’on appelle les
< plaisirs de la vie.
¢ ———Quand le soir approchoit, je descendois, des cimes de
“le I'isle, et j’allois volontiers m’asseoir au bord du lac, sur la
¢ gréve dans quelque asyle caché; la le bruit des vagues, et

of mind also, must every man have felt? Who can tell with what delight
such employments of imagination are attended ; and what is observed of the

estimation in which they are held by them? On this subject what is our

author happy to be able to do; and where is it found? Repeat the passage.
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«'ggitation de 1’eau fixant mes sens, et chassant de thon ame
“toute autre agitation, la plongeoient dans une réverie déli-
« cieuse, o la nuit me surprenoit souvent sans que je m’en
<« fugse appercu. Le flux et reflux de cette eau, son bryit
<« continu, mais renflé par intervalles, frappant sans reliche mon
¢ oreille et mes yeux, suppléoient aux mouvemens internes que
< la réverie éteignoit en moi, et suffisoient pour me faire sentir
“ gvec plaisir mon éxistence, sans prendre la peine de pen.
“ ger. ‘

“ Tel est Pétat od je me suis trouvé souvent i Visle
¢« de St. Pierre dans mes réveries solitaires, soit couché dans
“mon bateau que je laissois dériver au gré de 1’eau, soit assis
< gur les rives du lac agité, soit ailleurs au bord d’'une belle
“ riviere, ol d’'un ruisseau murmurant sur le gravier. Telle
< est la maniére dont )’ai passé mon tems, durant le séjour que
“ 3y ai fait. Qu’on me dise & present ce qu’il y a 1i d’assez
< attrayant pour exciter dans mon cceur des regréts si vifs, si
« tendres, et si durables, qu'au bout de quinze ans il m’est im-
« possible de songer 4 cette habitation cherie, sans m’y sentir
4 3 chaque fo1s transporter encore par les élans du desir.

¢ ———Jai pensé quelquefois assez profondement, mais
* rarement avec plaisir, presque toujeurs contre mon gré, et

"« comme par force ; la réverie me délasse et m’amuse, la reflex-

“jon me fatigue et m’attriste.  Quelquefois mes réveries
« finissent par meditation, mais plus souvent mes meditations
« finissent par la réverie ; et durant ces égaremens mon ame
“ erre et pline dans ’univers sur les ailes de Vimagination,
« dans des éxtases qui passent toute autre jouissance.

« Tant que je goutai celle.la dans toute sa pureté, toute autre
¢ gceupation me fut toujours insipide. Mais quand une fois,
¢ jetté dans la carriére littéraire, par des impulsions étrangers,
< je sentis la fatigue du travail d’esprit, et I'importunité d’une
« célebrité malheureuse, je sentis en méme tems languir et
« g’attiédir mes douces réveries, et bientdt forcé de m’occuper
“¢ malgré moi de ma triste situation, je ne pus plus retrouver,
< que bien rarement, ces cheres éxtases, qui durant cinquante
¢ ans m’avoient tenu lieu de fortune et de gloire ; et sans autre
<¢ dépense que celle du tems, m’avoient rendu dans Poisieveté
#¢ le plus heureux des mortels,”—Les Réveries, Promenade 5 et 7.
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If itis allowed, then, that there is a pleasure annexed, by the
constitution of our nature, to the exercise of imagination ; and
if the illustrations in the first chapter are just, which are intend.
ed to show, that when this exercise of mind i# not produced,
the emotions of taste are unfelt, and that when it is increased,
these emotions are increased with it, we seem to possess suffi-
cient evidence to conclude, that this pleasure exists, and forms
a part of that peculiar pleasure which we receive from objects
of sublimity and beauty.

The pleasure, therefore, which accompanies the emotions of
taste, may be considered aot as a simple, but as a complex
pleasure ; and as arising, not from any separate and peculiar
sense, but from the union of the pleasure of SiMpLE Exorion,
with that which is annexed, by the constitution of the human
mind, to the exercise of IMAGINATION.

IV. The distinction which thus appears to subsist between
the emotions of simple pleasure, and that complex pleasure,
which accompanies the emotions of taste, seems to require a
similar distinction in philosophical language. I believe, indeed,
that the distinction is actually to be found in the common lan.
guage of conversation ; and I apprehend that the term pELIGHT

_is very generally used to express the peculiar pleasure which
attends the emotions of taste, in contradistinction to the general
term pleasure, which is appropriated to simple emotion. We
are pleased, we say, with the gratification of any appetite or
affection—with food when hungry, and with rest when tired—
with the gratification of curiosity, of benevolence, or of resent.
ment: But we say, we are delighted with the prospect of a
beautiful landscape, with the sight of a fine statue, with hear.
ing a pathetic piece of musie, with the perusal of a celebrated
poem. In these cases the term delight is used to denote that

If what has been said be allowed to be true, to form what conclusion does
there seem io be sufficient evidence? How may the pleasure, therefore, which
accompanies taste be considered; and as arising from what? What does
the distinction, which is thus found to exist, seem to require? Where does our
author believe that this distinction is actually found; and of the term delight
what does he apprehend? How is this remark illustrated? In these cases, to
denote what, is the term delight used? Of this distinction what does our
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pleasure which arises from sublimity and beauty, and to distin.
guish it from those ‘simpler pleasures which arise from objects
that are only agreeable. I acknowledge, indeed, that this dis-
tinction is not very accurately adhered to in common language,
because, in most cases, either of the terms equally expresses our
meaning ; but I apprehend, that the observation of it is suffi-
ciently general, to shew some consciousness in mankind of a
difference between these pleasures, and to justify such a dis-
tinction in philosophical language as may express it.

If I were permitted therefore, I should wish to appropriate
the term delight, to signify the peculiar pleasure which attends
the emotions of TASTE, or which is felt, WHEN THE IMAGINATION
18 EMPLOYED IN THE PROSECUTION OF A REGULAR TRAIN OF IDEAS
OF EMOTION.

author acknowledge; and why? But what does he apprehend? What ap-
propriation does he desire should be made of the term delight ?



ESSAY II

OF THE SUBLIMITY AND BEAUTY OF THE
MATERIJAL WORLD.

CHAPTER. 1.
INTRODUCTORY.

Ir the illustrations in the preceding Essay are just, if that
exercise of mind which takes place when the emotions of beauty
or sublimity are felt consists in the prosecution of a regular train
of ideas of emotion, and if no other objects are in fact produc-
tive of the emotions of taste, but such as are fitted to produce
some simple emotion, there arises a question of some difficulty, -
and of very considerable importance, viz. What is the source
of the suBLiMITY and BRAUTY of the MATERIAL WoORLD !

It cannot be doubted, that many objects of the material world
are productive of the emotions of sublimity and beauty: some of
the fine arts are altogether employed about material objects;
and far the greater part of the instances of beauty or sublimity
which occur in every man’s experience, are found in matter, or
in some of its qualities.

On the other hand, I think it must be a.llowed that matter, in
itself, is unfitted to produce any kind of emotion. ‘The various

Under what circumstances, does a question of some difficulty arise; and _
what i3 it7 What cannot be doubted? How is this illustrated? On the
other hand, what must be allowed? How is this illustrated? What language

’ 14
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qualities of matter are known to us only by means of our ex-
ternal senses; but all that such powers of our nature convey,
is sensation and perception ; and whoever will take the trouble
of attending to the effect which such qualities, when simple
and unassociated, produce upon his mind, will be satisfied, that
in no case do they produce emotion, or the exercise of any of
his affections. The common language of mankind upon this
subject, perfectly coincides with this observation. Such quali.
ties, when simple, are always spoken of as producing sensa-
tion, but in no case as producing emotion; and although per-
haps the general word feeling, as applied both to our external
and internal senses, may sometimes be used ambiguously, yet
if we attend to it, we shall find, that, with regard to material
qualities, it is uniformly used to express sensation, and that if
we substitute emotion for it, every man will perceive the mis.
take. The smell of a rose, the color of scarlet, the taste of a
pine-apple, when spoken of merely as qualities, and abstracted
from the objects in which they are found, are said to produce
agreeable sensations, but not agreeable emotions. In the same
manner, the smell of assafeetida, or the taste of aloes, when
spoken of as abstract qualities, are uniformly said to produce
unpleasing sensations, but not unpleasing emotions. If we
could conceive ourselves possessed of those powers only which
we have by means of our external senses, I apprehend there
can be no doubt, that, in such a case, the qualities of matter
would produce only sensation and perception ; that such sen-
sations might be either pleasing or painful, but that, in no case,
ﬁould they be attended with any emotion.

{7 But although the qualities of matter are, in themselves, inca-
pable of producing emotion, or the exercise of any affection,
yet it is obvious that they may produce this effect, from theix
association with other qualities; being, either the signs or ex-

perfectly coincides with this observation? How are such qualities, when
simple, always spoken of ; and of the general word feeling, what is observed ?
What observation on the smell of the rose, of assafeetida, &c. follows? If we
could conceive ourselves possessed of those powers only which we have by
means of our external senses, of what would there be no doubt? Though
the qualities of matter are, in themselves, incapable of producing emotion,
yet how may they produce this effect; and why? From the human body,
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pressions of such qualities as are fitted, by the constitution of
our nature, to produce emotion. Thus, in the human body,
particular forms or colors are the signs of particular passions
or affections. ' In works of art, particular forms are the signs
of dexterity, of taste, of convenience, of utility. In the works
of nature, particular sounds and colors, &c. are the signs of
peace, or danger, or plenty, or desolation, &c. In such cases,
the constant connexion which we discover between the sign
and the thing signified, between the material quality and the
quality productive of emotion, renders, at last, the one expres-
sive to us of the other, and very often disposes us to attribute
to the sign, that effect which is produced only by the quality
signified.

That such associations are formed with material qualities,
every man has sufficient evidence in his own experience ; and
there are many causes which may be assigned, both of the
extent and of the universality of such associations. I shall
remark a few of these, without pretending to an accurate enu-
meration.

1. All those external objects, which, from their nature or
constitution, are productive to us, either of use, of convenience,
or of pleasure, or which in any other way are fitted to produce
emotion, are known and distinguished by their qualities of form
and color. Such qualities, therefore, are naturally, and even
necessarily expressive to us of those uses, or conveniences, or
pleasures. It is by them that we become acquainted with the
subjects from which such utilities arise ; it is by them that we
learn to distinguish such subjects from one another; and as
they are the permanent signs of these several utilities, they
affect us with the same emotion which the utilities signified by
them are fitted to produce. The material qualities, for instance,
which distinguish a ship, a plough, a printing-press, or a musical

from works of art, and from works of nature, how is this remark illustrated ?
In such cases, what is the effect of the constant connexion which we discover
between the eign and the thing signified, &c.? That such associations are
formed with material qualities, in what has every man sufficient evidence;
and what remark follows? What only will our author rematk? What ob-
jects are known and distinguished by their qualities of form and color; and
of such qualities, what is observed 7 By them, with what do we become
Acquainted, what do we learn, and what follows? How is this remark illus-
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instrument, do not afford us the perception of certain colors
or forms only, but along with- this perception they bring the
conception of the different uses or pleasures which-such com-
positions of material qualities produce, and excite in us the
same emotion with the utilities or pleasures thus signified. As, in
this manner, the utilities or pleasures of all external objects are
cxpressed to us by their material signs of color and of form,
such signs are naturally productive of the emotions which pro-
perly arise from the qualities signified. :

2. The qualities of design, of wisdom, of skill, are uniformly
expressed to us by certain qualities of form, and certain com-
positions of forms, colors, and sounds. Such qualities, there-
fore, or compositions of gualities, become the signs of design,
or wisdom, or skill, and, like all other signs, affect us with
the same emotion we receive from the qualities signified.

3. All our knowledge of the minds of other men, and of their
various qualities, is gained by means of material sigus. Power,
strength, wisdom, fortitude, justice, benevolence, magnanimity,
gentleness, tenderness, love, &c. are all known to us by means
of the external signs of them in the countenance, gesture, or
voice. Such material signs are therefore very early associated
in our minds with the qualities they signify; and as they are
constant and invariable, become soon productive to us of the
same emotions with the qualities themselves.

In the same manner, the characters, the dispositions, the in-
stincts of all the various tribes of animals, are known to us by
certain signs in their frame, or voice, or gesture. Such signs
become therefore é¢xpressive to us of these characters, or in.
stincts, or dispositions, and affect us with all the emotions which
such qualities are fitted to produce.

4. Besides these immediate expressions of qualities of mind
by material signs, there are others which arise from resem.
blance, in which the qualities of matter become significant to us

tr?.ted'? What observation follows? How are the qualities of design, of
wisdom, or of gkill, uniformly expresged to us?  Of such qualities, therefore,
what is observed? How is all our knowledge of the minds of other men
gained? How is this illustrated? Of such material signs, what is remark-
¢d? Inthe same manner, what are known to us, and by what? Of what do
+hese signs become expressive; and how do Yhey affect us? Besides these,




OF THE MATERIAL WORLD. 109

of some affecting or interesting quality of mind. We learn
from experience, that certain qualities of mind are signified by
certain qualities of body. When we find similar qualities of
body in inanimmate matter, we are apt to attribute to them the
same expression, and to conceive them as signifying the same
qualities in this case, as in those cases where they derive their
expression immediately from mind. Thus, strength and deli.
eacy, boldness and modesty, old age and youth, &c. are all ex.
pressed by particular material signs in the buman form, and in
many cases by similar signs in the forms of animals. When
we find similar appearances in the forms of inanimate matter,
we are disposed to consider them as expressive of the same
qualities, and to regard them with similar emotions. The uni-.
versality of such associations is evident from the structure of
the rudest languages. The strength of the oak, the delicacy
of the myrtle, the boldness of a rock, the modesty of the violet,
&c., are expressions common in all languages, and so common
that they are scarcely in any considered as figurative ; yet every
man knows, that strength and weakness, boldness and modesty,
are qualities, not of matter, but of mind, and that without our
knowledge of mind, it is impossible that we should ever have
had any conception of them. How much the effect of de-
scriptions of natural scenery arises from that persenification,
which is founded upon such associations, I believe there is-no
man of common taste who must not often have been sensible.
5. We are led, by the constitution of our nature, also, to
perceive resemblances between our sensations and emotions,
and of consequence between the objects that produce them.
Thus, there is some analogy between the sensation of gradual
ascent, and the emotion of ambition—between the sensation of
gradual descent, and the emotion of decay—between the lively
sensation of sunshine, and the cheerful emotion of joy—be.
tween the painful sensation of darkness, and the dispiriting emo-.

what others are there? What do we learn from experience ; and what remark
follows7 How is this remark illustrated? When we find similar appear-
ances in the forms of inanimate matter, what is the consequence? Fromr
what is the universality of such associations evident? How is this illue-
trated? Of what must every man of common taste, often have been sensible ?
What other resemblances are we, by the constitution of our nature also, led
to perceive? How is this remark fully illustrated? Of the objects, there-
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tion of sorrow. In the same manner, there are analogies be.
tween silence and tranquillity—between the lustre of morning,
and the gaiety of hope—between sofiness of coloring, and gen-
tleness of character—between slenderness of form, and deli-
cacy of mind, &c. The objects, therefore, which produce such
sensations, though in themselves not the immediate signs of
such interesting or affecting qualities, yet in consequence of
this resemblance, become gradually expressive of them, and if
not always, yet at those times at least, when we are under the
dominion of any emotion, serve to bring to our minds the
images of all those affecting or interesting qualities, which we
have been accustomed to suppose they resemble. How exten-
sive this source of association is, may easily be observed, in
the extent of such kinds of figurative expression in every lan-
guage.

6. Besides these, language itself is another very important
cause of the extent of such associations.—The analogies be-
tween the qualities of matter, and the qualities of mind, which any
individual might discover or observe, might perhaps be few, and
must of course be limited by his situation and circumstances ;
but the use of language gives, to every individual who employs
it, the possession of all the analogies which so many ages have
observed, between material qualities, and qualities capable of
producing emotion. Of how much consequence this is, may
be discovered in the different impressions which are made by
the same objects on the common people whose vocabulary is
limited by their wants, and on those who have had the advan.
tage of a liberal education.

7. To all these sources of associations is to be added, that
which is peculiar to every individual. There is scarcely any
man who has not, from accident, from the events of his life, or
from the nature of his studies, connected agreeable or interest-
ing recollections with particular colors, or sounds, or forms, and
to whom such sounds or colors, &c. are not pleasing from such

fore, which produce such associations, what is observed? From what may
the extent of this source of association be perceived? What is another very
important cause of the extent of such associations? How is this illustrated ?
In what may the importance of this be discovered? To these sources of asso-
ciation what is to be added? What illustration of this remark follows? How
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an association. They affect us, in some measure, as the signs
of these interesting qualities, and, as in other cases, produce in
us the same emotion with the qualities they signify.

These observations are probably sufficient to show the nu-
merous and extensive associations we have with matter and its
various qualities, as well as to illustrate some of the means by
which it becomes significant or expressive to us of very differ.
ent, and far more interesting qualities than those it possesses in
itself. By means of the connexion, or resemblance, which sub-
sists between the qualities of matter, and qualities capable of
producing emotion, the perception of the one immediately, and
very often irresistibly, suggests the idea of the other; and so
early are these associations formed, that it requires afterwards
some pains to separate this conpexion, and to prevent us from

attributing to the sign, that effect which is produced alone by
the quality signified.

Whatever may be the truth of these observations, it cannot
at least, be doubted, that the qualities of matter are often asso-
.ciated with others, and that they affect us in such cases, like
all other signs, by leading our imaginations to the qualities they
signify. It seems to be equally obvious, that in all cases
where matter, or any of its qualities, produces the emotions of
sublimity or beauty, this effect must arise, either from those
material qualities themselves, from their being fitted by the
constitution of our nature to produce such emotions: or from
some other qualities with which they are associated, and of

which they operate as the signs or expressions.

It should seem, therefore, that a very simple, and a very ob-
vious principle is sufficient to guide our investigation into the
source of the sublimity and beauty of the qualities of matter.
If these qualities are, in themselves, fitted to produce the emo-
tions of sublimity or beauty, or, in other words, are in them.
selves beautiful and sublime, I think it is obvious that they
must produce these emotions, independently of any association.

do these affect us ? For what are these observations, probably, sufficient ?
By means of what connexion, does the perception of the one often suggest the
idea of the other; and what follows 7 Whatever may be the truth of these
obeervations, what cannot be doubted? What seems to be equally obvious ?
What, therefore, should seem evident? If these qualities are, in themselves,



112 SUBLINITY AND BEAUTY

If, on the comtrary, it is found that these qualities only pro.
duce such emotions when they are associated with interesting
or affecting qualities, and that when such associatioms are de.
stroyed, they no longer produce the same emotions, I think it
must also be allowed, that their beauty or sublimity is to be
ascribed, not to the material, but to the associated qualities.

That this is in reality the case, I shall endeavor to show,
by a great variety of illustrations. It is necessary, however,
for me to premise, that I am very far from considering the in-
quiries which follow, as a complete examination of the subject.
They are indeed only detached observations oan the sublimity
and beauty of some of the most important classes of material
qualities,but which, however imperfect they may severally be,
yet seem to possess considerable weight from their collective
evidence.

fitted to produce the emotions of sublimity or beauty, what is obvious? What
remark follows? How is it to be shown that this ig in reality, the case?
What is it necessary to premise? Of these what is observed ?
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CHAPTER IL

ON THE SUBLIMITY AND BEAUTY OF SOUND.

'TaE senses by which we chiefly discover beauty or sublimity
in material objects, are HEARING and SEEING.

The objects of the first are sounps, whether sMPLE or com-
FOSED.

The objects of the second are, corLors, ForRMs, and MOTION.

SECTION I.-

OF SIMPLE SOUNDS.

I shall begin with considering some of those instances, where
simple sounds are productive of the emotions of sublimity or
beauty. Such sounds are capable of many divisions, but it
may be sufficient at present, to consider them in the iollowing
order— :

1. Sounds that occur in inanimate nature.

2. The notes of animals.

8. The tones of the human voice.

PART 1.

OF MISCELLANEQUS SOUNDS.

OF thg first class, or of those miscellaneous sounds that occur
in inanimate nature, there are many which produce emotions of
-apblimity and beauty.

By what senses chiefly, do we discover beauty or sublimity in material ob-
‘jecta? What are the objects of the first? What, of the second? With
conndermg what does our author begin ; and what is observed of them? In
what order are they to be considered ?
Of the first class of those mistellaneous sounds that occur in inanimate
nature, what is observed ? In the first place, what sounds are, in gexneral,
5
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L 1. All sounds in general are suBLIME, which are asso-
ciated with ideas of danger; such as thehowling of a storm,—
the murmuring of an earthquake—the report of artillery—the
explosion of thunder, &c.

2. All sounds are in general sublime, which are associated
with ideas of great power or might; such as the noise of a tor-
rent—the fall of a cataract—the uproar of a tempest—the ex-
plosion of gunpowder—the dashing of the waves, &ec.

8. All sounds, in the same manner, are sublime, which are
associated with ideas of majesty, or solemnity, or deep melan-
choly, or any other strong emotion ; such as the sound of the
trumpet, and all other warlike instruments—the note of the or-
gan—the sound of the curfew—the tolling of the passing bell,
&e.

That the sublimity of such sounds arises from the ideas of
danger, or power, or majesty, &c. which are associated with
them, and not from the sounds themselves, or from any original
fitness in such sounds, to produce this emotion, seems to be
obvious from the following considerations :

1. Such sounds, instead of having any permanent or definite
character of sublimity, vary in their effect with the qualities
they happen to express, and assume different characters, accord-
ing to the nature of these qualities.

If sounds in themselves were sublime, it might reasonably
be expected in this, as in every other case of sense, that their
difference of effect would be strictly proportioned to their dif-
ference of character, and that sounds of the same kind or cha-
racter would invariably produce the same emotion. The fol-
lowing instances, however, seem to show, that no specific cha.
racter of sublimity belongs to mere sound, and that the same
sounds may produce very different kinds of emotion, according
to the qualities with which we associate them.

The sound of thunder is, perhaps of all others in nature, the
most sublime. In the generality of mankind, this sublimity is

sublime; and what examples are given? What, in the second place; and
what are the examples? In the third place, what sounds are sublime; and
‘what are examplea? From what does the sublimity of such sounds arise;
and from what does it not? Of such sounds what is remarked? If sounds
in themselves were sublime, what might reasonably be expected? What,
however, do the following instances seem to show? How is this illustrated in
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founded on awe, and some degree of terror; yet how different
is the emotion which it gives to the peasant who sees at last,
after a long drought, the consent of heaven to his prayers for
rain—to the philosopher, who from the height of the Alps, hears
it roll beneath his feet—to the soldier, who, under the impres-
sion of ancient superstition, welcomes it, upon the moment of en-
gagement, as the omen of victory ! in all these cases, the sound
itself is the same; but how different the nature of the sub-
limity it produces! The report of artillery is sublime, from the
images both of power and of danger we associate with it. The
noise of an engagement heard from a distance is dreadfully
sublime. The firing of a review is scarcely more than mag-
pificent. The sound of a real skirmish between a few hundred
men, would be more sublime than all the noise of a feigned
engagement between a bundred thousand men. The strag-
gling fire of a company of soldiers upon a field.day, is con-
temptible, and always excites laughter. The straggling fire of
the same number of men, in a riot, would be extremely sub-
lime, and perhaps more terrible than an uniform report.

The howling of a tempest is powerfully sublime from many
associations ; yet how different to the inhabitant of the land,
and the sailor, who is far from refuge—to the inhabitant of the
sheltered plain, and the traveller bewildered in the mountains—
to- the poor man who has nothing to lose, and the wealthy,
whose fortunes are at the mercy of the storm! In all these
cases, the sound itself is the same, but the nature of
the sublimity it produces is altogether . different, and corres.
ponds, not to the effect upon the organ of hearing, but to the
character or situations of the men by whom it is heard, and the
different qualities of which it is expressive to them. .

The sound of a cascade is almost always sublime; yet no
man ever felt in it the same species of sublimity, in a fruitfal
plain, and in a wild and romantic country—in the pride of sum.
mer, and the desolation of winter—in the hours of gaiety, or

the eage of thunder 7 How is it farther illustrated from the report of artillery ¢
Of the effect of the howling of a tempest upon different individuu!s, what is
observed ? Of the sound itself, in all these cases, what is remarked? Te
what does the sublimity which it produces, correspond? Of the degrees of
sublimity of the sound of a cascade, what is observed? What is remarked of
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tranquillity, or elevation, and in sedsons of melancholy, or anxi-
ety, or despair. The sound of a trumpet is often sublime ; but
how different the sublimity in the day of battle—in the march
of an army in peace, or amid the splendors of a procession.
There are few simple sounds more sublime than the report of
a cannon ; yet every one must have felt the different emotions
of sublimity with which the same sound affects him, and at the
same intervals, in moments of public sorrow, or public re.
joicing.

In these, and in marly other instances that might be men-
tioned, the nature of the emotion that we experience, corres.
ponds not to the nature of the sound itself, but to the nature of
the «ssociation we connect with it; and is in fact altugether
the same with the emotion which the same quality produces,
when unaccompanied with sound. If sounds’in themselves
were fitted, by the constitution of our nature, to produce these
emotions, it would seem that greater uniformity would be found
in their effects ; that the difference of their effects would -be
proportioned to the difference of their nature as sounds ; -and
that the same sounds would permanently produce the same
emotion, ‘ \

2. If any particular sounds are fitted, by our constitution, to
produce the emotion of sublimity, it seems impossible that
sounds of a contrary kind should produce the same emotion.
If, on the contrary, the sublimity of sounds arises from the
qualities we associate with them, it may reasonably be -ex.
pected, that sounds of all kinds will produce this emotion, when
they are expressive of such qualities as are in themselves
sublime. Many very familiar observations seem to illustrate
this point.

The most general character, perhaps, of sublimity in sounds,

"ig that of loudness; and there are, doubtless, many instances

the sound of a trumpet; and of the report of a cannon? In these, and in )
many other instancea that might be mentioned, of the nature of the emotion
that we experience, what is remarked? If sounds, in themselves were fitted,
by the constitution of our nature, to produce these emotions, what wouald
seem to follow 7 If any particular sounds are fitted, by the constitution of
our nature, to produce the emotion of sublimity, what seems impoesible ; ahd,
on the contrary, what is remarked? What is, perhaps, the most general
character of sublimity in sounds; and of it what is remarked? Yet, of what
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where such sounds are constantly sublime : yet these are
many instances also, where the centrary quality of sounds is
also sublime ; and when this-happens, it will universally be found,
that such sounds are associated with ideas of power or danger,
or some other quility capable of exciting strong emetion.
The loud and tumultuous sound of a storm is undoubtedly
sublime ; ‘but there is a low and feeble sound- which frequently
precedes it, more sublime, in reality, than all the uproar of the
storm itself, and which has, accordingly, been frequently made
use of by.peets in heightening their descriptions of such scenes.

Along the woods, along the moorish fens

Sighs the sad genius of the coming storm,

-And up among the loose disjointed cliffs

And fractured mountains wide, the brawling brook

And cave, presageful, send a hollow moan,

"Resounding lo.g in fancy’s listening ear.

Then-comes the father of the tempest forth, &c.

Thomson’'s Winter.

< ﬁid you never observe,” says Mr. Gray in a letter to a friend,
< swhile rocking winds are piping loud, that pause, as the gust is
¢ recollecting ' itself, and rising ‘upon the ear in a shrill and
<t plaintive note, like the sweil of an ‘Eolian barp? 1do assure
© you there is nothing in the world so like the voice ‘of a spirit.”
‘Such a sound, in itself, is inconsiderabte, and ‘ resembles many
others-which are very far from being sublime ; but as the fore-
runner of the storm, and the sign of all the imagery we con-

“mect with it, it is sublime in a very great degree. 'There isin

-the same manner said to be a low rumbling noise preceding an

earthquake, in nself, very inconsiderable, and generally likened
to some very contemptible sounds ; yet in such a situation, and
with all the images of danger and horror to which ‘it leads, I
question whether there is any other sound so dreadfully sublime.
The soft’ and placid tone of the human voice is surely not
sublime ; yet in the following passage, which of the great

&lso, are there many instances; and when this happens, with what are they
always found to be associated? What illustration follows? Repeat the pas-
sage here introduced from Thomson’s Winter. What says Mr. Gray, in a
letter to a friend ? Of such a sound, what is observed? What is remarked
of the low rumbling noise that precedes an earthquake? Of the effect of the
soft and placid tone of the human voice, in the following paseage, what is
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images that precede is so powerfully so? It is a passage from
the first book of Kings, in which the Deity is descr bed as ap-
pearing to the prophet Elijsh. ¢ And he said, Go forth, and
«gtand upon the mount before the Lord. And behold, the
« Lord passed by, and a great and strong wind rent the moun-
¢ tains, and brake in pieces the rocks before the Lord; but
«the Lord was not in the wind: and after the wind an earth-
¢ quake ; but the Lord was not in the earthquake : and after
« the earthquake a fire ; but the Lord was not in the fire : and
« after the fire a still small voice. And it was so, when Elijah
¢ heard it, that he wrapped his face in his mantle.”

Another great division of sounds is into grave and acute. If
either of these classes of sound is sublime in itself, it should
follow, according to the general laws of sensation, that the
other should not be so. In fact, however, the sublime is found
in both, and perhaps it may be difficult to say to which of them
it most permanently belongs. Instances of this kind are within
the reach of every person’s observation.

In the same manner, it may be observed, that the most com-
mon, and, in general, the most insignificant sounds become
sublime, whenever they are associated with images belonging
to pewer, or danger, or melancholy ; or any other strong emo-
tion, although in other cases they affect us with no emotion
whatever. There is scarcely in nature a more trifling sound
than the buzz of flies, yet I believe there is no man of com-
mon taste, who, in the deep silence of a summer’s noon, has
not found something strikingly sublime in this inconsiderable
sound. ‘The falling of a drop of water, produces, in general,
a very insignificant and unexpressive sound ; yet sometimes in
vaults, and in large cathedrals, a single drop is heard to fall at
intervals, from the roof, than which, I know not if there is a
single sound more strikingly sublime. One can scarcely men-

obeerved? Repeat the passage. What is another great division of sounds?
If either of these claases of sounds is sublime in itself, what should follow?
What, however, is the fact; and what might be a difficult task 2 When do
the most common, and, in general, the most insignificant sounds, become
sublime? How is this illustrated from the buzz of flies, the falling of a drop
of water, and the sound of a hammer? Repeat the passage in which Shaks-
peare has made the last remarkably sublime. What is obgerved of the sound
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tion a sound less productive of the sublime, than the sound of
a hammer. How powerfully, however, in the following de-
scription, has Shakspeare made this vulgar sound sublime!

From camp to camp, through the foul womb of night,

The hum of either army stilly sounds,

That the fix’'d sentinels almost receive

The secret whispers of each other’s watch.

Fire answers fire, and through their paly flames

Each battle sees the other’s umber'd face: -

Steed answers steed in high and boastful neighs

Piercing the earth’s dull ear, and from the tents

The armorers accomplishing the knights

With busy hammers, closing rivets up,

Give dreadful note of preparation.

Henry V. Act iii. Chorus.

The sound of oars in water is surely very far from being
sublime, yet in a tragedy of Thomson’s, this sound is made
strikingly sublime, when, in the person of a man who had been
left by the treachery of his companions upon a desert island,
be describes the horrors he felt, when he first found his being
deserted : and adds, )

I never heard
A sound so dismal as their parting oars.——

Instances of the same kind are so numerous, that it is unne-
cessary to insist upon them. If sounds are sublime in them-
selves, independently of all association, it seems difficult to ac-
count for contrary sounds producing the same effect, and for
the same sounds producing differing effects, according to the
associations with which they are connected.

8. When such associations are dissolved, the sounds them-
selves cease to be sublime. There are many cases, undoubt.
edly, in which this experiment cannot be made, because in
many cases the connexion hetween such sounds, and the qua-
lities they indicate, is constant and invariable. The connexion
between the sound of thunder, of a whirlwind, of a torrent, of
an earthquake, and the qualities of power, or danger, or aw-

of oars in water, in a Tragedy of Thomson’s; and under what circam-
stances? If sounds are sublime in themselves, independently of all associa-
tion, to account for what seems difficult? When such associations are dis-
solved, what is the consequence? Why are there many cases in which this
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fulneas, which they signify, and which the objects themselves -
permaneutly involve, is established not by man, but by nature.
It has no dependence upon his will, and cannot be affected by
any disoipline of his imagination. It is no wonder, therefore,
while such connexions are so permanent, that the sublimity
which belongs to the qualities of the objects themselves, should
be attributed to their external signs, and that such signs should
be considered in themselves as fitted to produce this emotion.
The only case in which these associationa are- positively dis-
solved, is when, by some error of judgment, we either mistake
some different sound for the sound of any of these objects, or
are imposed upon by some imitation of these sounds. In such
cases, I think it will not be denied, that when we discover our
mistake, the sounds are no longer sublime.

" There is nothing more common than for people who are
afraid of thunder, to mistake some very common and indiffer-
ent sound for it ; as the rumbling of a cart, or the rattling of a
carringe. While their mistake continues, they feel the sound
to be sublime ; but the moment they are undeceived, they are
the first to laugh at their error, and to ridicule the sound which
occasioned it. Children at first are as much alarmed at the
thunder of a stage, as at real thunder. Whenever they find
that it is only a deception, they amuse themselves with mimick-
ing it. It may be observed also, that very young children show
no symptoms of fear or admiration at thunder, unless, perhaps,
when it is painfully loud, or when they see other people alarmed
about them; obviously from their not having yet associated
‘with it the idea of danger: and perhaps, also, because their
imagination assists the report, and makes it appear much louder
than it really is—a circumstance which seems to be confirmed
by the common mistake they make of very inconsiderable

experiment camnot be made? How is this remark illustrated? Why is this
the case? What, therefore, is not a matter of wonder? What is the only
cave in which these associations are positively dissolved? In such cases,
what will not be desired? What mistake do people very c« ly make;
and of it what is observed ? How is this illustrated in children? What may
also be observed of very young children ? Why is this the case? In what
countries are mistakes, in the same manner, very often made: and between
what? In this cage, of what can there be no doubt; and in all other cases.
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noises for it. Mistakes in the same manner are often made in
those countries where earthquakes are common, between very
inconsiderable sounds, and that low rumbling sound which is
said to precede such an event. There cannot be a doubt, that
the moment the mistake is discovered, the noise ceases to be
sublime. In all other cases of the same kind, where mistakes
of this nature happen, or where we are deceived by imitation,
I believe it is agreeable to every person’s experience, that
while the mistake continues, the sounds affect us as sublime ;
but that as soon as we are undeceived, and that the sign is
found not to be accompanied with the qualities usually signified,
it ceases immediately to affect us with any emotion. If any
sounds were, in themselves, sublime, or were fitted, by the con-
stitution of our nature, to produce this emotion, independently
of all association, it would seem that there could be no change
of our emotion, and that these sounds would as permanently
produce their correspondent emotion, as the objects of every
other sense produce their correspondent ideas.

In all cases, however, where these associations are either
accidental or temporary, and not, as in the former case, perma.
nent in their nature, it will be found, that sounds are sublime
only, when they are expressive of qualities capable of pro-
ducing some powerful emotion, and that, in all other cases, the
same sounds are simply indifferent. In some of the instances
formerly mentioned, where common or vulgar sounds are ren-
dered sublime by association, it is obvious that the same sounds
in general, when they have no such expression to us, are very
different from sublimity. The buzz of flies, the dropping of
water, the sound of a hammer, the dashing of an oar, and many
others which might easily be mentioned, are, in general, sounds
absolutely indifferent, and so far from possessing any sublimity
in themselves, that it might be difficult at first to persuade any

what is agreeable to every person’s experience? If any sounds were in them-
selves sublime, or were fitted, by the constitution of our nature to produce
thia emotion, independently of all association, what would seem to follow ?
In all cases where these associations are either accidental or temporary, when
only will it be found that sounde are sublime? In some of the instances
formerly mentioned, what is obvious? How is this illustrated? To what
only, can their sublimity therefore be attributed ? What is observed of the
16 ,
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man that they could be made so. ‘Their sublimity, therefore,
can only be attributed to the qualities which they signify.
There are few sounds, in the same manner, much more
sublime, than the striking of a clock at midnight. In other
situations the very same sound is altogether different in its ex.
pression. In the morning it is cheerful—at noon indifferent,
or at least unnoticed. In the evening plaintive—at night only
sublime. In the tolling of a bell, the sound is uniformly the
same; yet such a sound has very different expressions, from
the peculiar purposes to which it is applied. The passing bell,
and the funeral bell, alone are sublime. The whistling of the
wind in an autumnal, or in a wintry night, is often felt to be
sublime, and has accordingly been frequently introduced into
poetical descriptions of a similar character. The nicest ear,
however, is unable to distinguish any difference betwixt this
sound, in the seasons before mentioned, and in spring or sum-
mer, when, if it has any character at all, it has a character
very different from sublimity. The trumpet is very generally
employed in scenes of magnificence or solemnity. The sound
of the trumpet in such situations is accordingly very sublime,
and seems to us to be expressive of that solemnity or magnifi-
cence. This instrument, however, as every one knows, is very
often degraded to very mean offices. In such cases, the sound
is altogether indifferent, if not contemptible. The bagpipe has,
to a Scotch Highlander, no inconsiderable degree of sublimity,
from its being the martial instrument of the country, and of
consequence associated with many spirited and many magnifi-
cent images. To the rest of the world, the sound of this instru-
ment is, at best, but barely tolerable. They who are acquainted
with the history of superstition, will recollect many instances
where sounds have become sublime from this association,

siriking of the clock at midnight, in the morning, at noon, and in the even-
ing? What is remarked of the tolling of the bell; and which only are sub-
lime? Of the effect of the whistling of the wind in an autumnal, or in a win-
ter night, and in spring or summer, what is observed? How is the trumpet
very generally employed; and in such situations what is its effect? What is
obeerved of the sound of this instrument, when degraded to mean offices?
Why has the bagpipe to a Scotch Highlander, much sublimity ; and how is
the sound of this instrument regarded by the rest of the world? What will
those persons who are acquainted with the history of superstition readily
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which, to the rest of mankind, were very insignificant, and
which have become also insignificant both to individuals and
to nations, when the superstitions upon which their expression
was founded had ceased.

There are several other considerations, from which the prin-
ciple I here endeavor to illustrate might be confirmed—the
uniform connexion between sublime sounds, and some quality
capable of producing emotion, and the impossibility of finding
an instance where sound is sublime, independently of all asso-
ciation—the great difference in the number of sounds that are
sublime to the common people, and men of cultivated or poeti.
cal imagination—and the difference which every man feels in
the effect of such sounds in producing this emotion, according
to the particular state of his own mind, or according to the par-
ticular strength or weakness of his sensibility to the qualities
which such sounds express. But I am unwilling to anticipate
the reader in speculations which he can so easily prosecute for
himself. If the illustrations I have already offered are just—
if sounds of all kinds are sublime, when they are’expressive of
any qualities capable of producing strong emotions—and if no
sounds continue to be sublime, when they cease to be expres-
sive of such qualities ; it is, I think, reasonable to coficlude, that
the sublimity of such sounds is to be ascribed, not to the mere
quality of sound, but to those asseciated qualities of which it is
significant.

II. There is a great variety of sounds also, that occur in the
scenes of nature, which are productive of the emotion of
BEAUTY ; such as the sound of a waterfall, the murmuring of a
rivulet, the whispering of the winds, the sheepfold bell, the
sound of the curfew, &c.

That such sounds are associated in our minds, with various
qualities capable of producing emotion, I think every man may

recollect? What, among other considerations, are here mentioned, from
which this principle might be confirmed ; but what is our author unwilling
to do? Under what circumstances is it reasonable to conclude that the sub-
limity of such sounds is to be ascribed to those associated qualities of which
it is sigmificant? A great variety of sounds aleo, that occur in the course of
nature, are productive of what; and what are examples? How mzy every
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be satisfied from his own experience. When such sounds cc.
cur, they are expressive to us of some particular character:
they suit one species of emotion, and not others; and if this
were not obvious in itself, it might be made sufficiently obvious,
from the use of such sounds in poetical composition. Every
man, there, judges of the propriety of their introduction, and
determines with regard to the taste and judgment of the poet,
by their suitableness to the nature of the emotion he has it in
his view to excite, Every man, therefore, has some peculiar
emotion associated with such sounds, or some quality, of which
they are considered as the signs or expressions.

That the beauty of such sounds arises from the qualities of
which they are expressive, and not from any eriginal fitness in
them to produce this emotion, may, perhaps, be evident from
the following considerations :

1. To those who have no such associations, or who consider
them simply as sounds, they have no beauty. It islong before
children show any degree of sensibility to the beauty of such
sounds. 'Tothe greater number of them, in the same manner,
the common people are altogether indifferent. To the peasant
the curfew is only the mark of the hour of the evening—the
sheep-bell, the sign of the neighborhond of the flock—the
sound of a cascade, the sign of the falling of water, &c. Give
them the associations which men of cultivated imagination have
with such sounds, and they will infallibly feel their beauty,

In the same manner, men of the best natural taste, who have
not formed such associations, are equally insensible to the
beauty of such sounds. The inhabitant of a country where
there are no waterfalls is stunned at first with the noise of a

one be satisfied that such sounds are associated in our minds, with various
qualities, capable of producing emotion ?  When such sounds occur, of what
are they expressive; and what do they suit? If this were not obvious in
itself, how might it be made sufficiently obvious? What does every man
there do; and what follows? From the following considerations, what may,
perbaps, be evident? To whom have they nobeauty ? How isthis illustrated
in the case of children, of common pevple, and the peasant? How may they
be made to feel their beauty? What is remarked of men of the best natural
taste, who have not formed such associations? How is this illustrated from
_the inhabitant of a country, where there are no waterfalls—from those who
are not accustomed to the curfew—and from the sound of the sheepfold bell?
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cascade, but is not delighted with it. They who are not accus-
tomed to the curfew, and who are ignorant of its being the
evening bell, and, as such, associated with all those images of
tranquillity and peace, which render that season of the day so
charming, feel nothing more from its sound, than from the
sound of a bell at any other hour of the day. The sound of the
sheepfold bell is but an insignificant noise to those who have
never lived in a pastoral country, and who do'not consider it as
expressive of those images of simple and romantic pleasure,
which are so naturally connected with such scenes. Every
man acquainted with the poetry of distant nations, knows, in
the same manner, how much the beauty of many allusions to
peculiar sounds of these countries is lost to those who are
strangers to them, and who, of consequence, have none of those
associations which render them so expressive to the natives.

2. It is farther observable, that such sounds are beautiful
only in particular tempers of mind, or when we are under the
influence of such emotions as accord with the expressions
which they possess. If, on the contrary, such sounds were
beautiful in themselves, although in different states of mind,
we might afford them different degrees of attention; yet in all
situations they would be beautiful, in the same maonner as in
every state of mind the objects of all other senses uniformly
produce their cotrrespondent ideas. The sound of the curfew,
for inatance; so beautiful in moments of melancholy, or tran.
quility, in a joyful oreven in a cheerful hour, would be directly
the reverse. The sound of a waterfall, so valued amid the
luxuriant scenery of summer, is scarcely observed, or if ob-
served, simply disagreeable amid the rigors of winter. The
sound of the hunting horn, so extremely picturesque in seasons
of gaiety, would be insupportable in hours of melancholy.

It is at particular seasons only, in truth, that we are sensible
to the beauty of any of the sounds before mentioned. Where

What does every man, acquainted with the poetry of distant nations, know ?
What is farther observable? If, or the contrary, such sounds were beautiful
in themselves, yet in all situations, in what manner would they be beautiful?
How is this illustrated from the sound of the curfew, the sound of a waterfall,
and the sound of the hunting horn? When only are we sensible to the beauty
of any of the gounds before mentioned ; and why? Under what circumstances
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they affect us once, they occur to us ten times without effect.
The real and the most important business of life could not be
carried on, if we were, at all times, to indulge our sensibility,
either to sublimity or beauty. It is only at those seasons, when
we happen to be in that temper of mind, which corresponds
with the qualities of which they are expressive, that such sounds
affect us with any emotions of beauty. In our common hours,
when we are either thoughtless or busy, we suffer them to
pass without notice. If such sounds were beautiful in them-
selves, such variations in their effects could not possibly hap-
pen.

3. When such associations are dissolved, the sounds, them-
selves, cease to be beautiful. If a man of the most common
taste were carried into any striking scene of an ornamented
garden, and placed within the hearing of a cascade, and were
told in the midst of his enthusiasm, that what he takes for a cas-
cade is only a deception, the sound continues the same, but the
beauty of it would be irrecoverably gone. The tinkling of the
sheepfold bell may be imitated by many very common sounds ;
but who is there who could for a moment listen to any imitation
of this romantic sound? There are a great number of sounds.
which exactly resemble the sound of the hunting horn, and-
which are frequently heard also in the same scenes: when
known, however, some of them are ridiculous, none beautiful.
The same bell which is so strikingly beautiful in the evening,
is altogether unnoticed at noon. ¢ The flute of a shepherd,”
says Dr. Beattie, with hig usual beauty of expression, ¢ heard
“at a distance, in a fine summer’s day, amidst a romantic
“scene of groves, hills, and waters, will give rapture to the
“ ear of the wanderer; though the tune, the instrument, and
“the musician be such as he could not endure in any other
«place.” Instances of a similar kind are so numerous, that I

could not the real and necessary business of life be carried on? When
only do such sounds affect us with any emotions of beauty ; and when do we
suffer them to pass without notice? If such sounds were beautiful in them-
selves, what would be the consequence? When such asaociations are dis-
solved, what follows? How is this illustrated, from a deceptive cascade—the
tinkling of the sheepfold bell—and the sound of the hunting horn? Of the
same bell in the evening and at noon, what is observed? What says Dr.
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forbear to detail them. Upon the supposition of any original
and independent beauty in sounds, such variations are alto.
gether unaccountable.

I shall only farther observe upon this subject, that when it is
considered, how few sounds are beautiful amid the infinite
number which occur in the scenes of nature, and that wherever
they do occur, there is always some pleasing or interest.
ing quality of which they are expressive, there arises a very
strong presumption, independently of all other considerations,
that the beauty of such particular sounds is derived from the
qualities which they express, and not the effect of the mere
sounds themselves,

PART II.

OF THE NOTES OF ANIMALS.

. There are instances, I believe, both of sublimity and beauty
in the notes of animals. That such sounds are associated with
the qualities of the animals to which they belong, and become
expressive of these qualities, cannot, I think, be denied. There
are besides other associations we have with them, from their
manner of life, the scenes which they usually inhabit, and the
countries from which they come.

I. That the notes or cries of some animals are sublime,
every one knows ; such as the roar of the lion, the growling of
bears, the howling of wolves, the scream of the eagle, &c.
In all those cases, these are the notes of animals remarkable
for their strength, and formidable for their ferocity. It would
seem very natural, therefore, that the sublimity of such sounds
should arise from the qualities of which they are expressive ;
and which are of a nature fitted to excite very powerful emo-
tions in our minds.

That this is in reality the case, and that it is not the sounds

Beattie of the flute of a shepherd? Upon what supposition are such variations
unaccountable? What only, on this subject, is farther observed ?

In what are there instances, both of sublimity and beauty? Of such sounds
what cannot be denied ? From what have we other associations with them ?
Of the notes or cries of some animals, what is obeerved ; and what are exam-
ples? These are the notes of animals of what kind? Of the sublimity of



128 SUBLIMITY AND BEAUTY

themselves which have this effect, appears to be obvious from
the two following considerations :

1. When we have no associations of this kind, such sounds
are productive of no such emotion. There is not one of these
sounds which may not be imitated in some manner or other;
and which, while we are ignorant of the deception, does not
produce the same emotion with the real sound: when we are
undeceived, however, we are conscious of no other emotion,
but that, perhaps, of simple pain from its loudness. The howlt
of the wolf is little distinguished from the howl of the dog,
either in its tone or in its strength, but there is no comparison
between their sublimity. There are few, if any of these sounds
g0 loud as the most common of all sounds, the lowing of a cow;
yet this is the very reverse of sublimity. Imagine this sound,
on the contrary, expressive of fierceness or strength, and there
can be no doubt that it would become sublime. The hooting
of the owl at midnight, er amid ruins, is strikingly sublime.
The same sound at noon, or during the day, is very far from
being so. The scream of the eagle is simply disagreeable,
when the bird is either tamed or confined; it is sublime only,
when it is heard amid rocks and deserts, and when it is ex-
pressive to us of liberty, and independence, and savage majesty.
The neighing of a war-horse in the field of battle, or of a
young and untamed horse when at large among mountains, is
powerfully sublime. The same sound in a cart-horse, or a
horse in the stable, is simply indifferent, if not disagreeable.
No sound is more absolutely mean, than the grunting of swine.
The same sound in the wild boar—an animal remarkable both
for fierceness and strength, is sublime. The memory of the
reader will supply many other instances.

2. The sublimity of such sounds corresponds not to their nature
as sounds, but to the nature of the qualities they signify. Sounds
of all kinds are sublime, in proportion as they are expressive
of power or fierceness, or strength, or any other quality capable

such sounds, what would seem very natural? Of this what is remarked?
When we have no association of this kind, what is the consequence? What
is the effect of imitating these sounds? When we are undeceived, of what
only are we conscious? How is this illustrated from the howl of the wolf—
the lowing of a cow—the hooting of the owl—the scream of the eagle—the
neighing of a horse—and the grunting of swine? To what does the sub-
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of producing strong emetions in the animals which they dis.
tinguish. There are many instances, undoubtedly, where loud
cries are sublime, but there are many also, where such notes
are very far from being so. The lowing of cows, the braying
of the ags, the scream of the peacock, and many other inof-
fensive birds, are only mean or disagreeable.

Low or feeble sounds, in the same manner, are generally
considered as the contrary of sublime ; yet there are also many
instances where such sounds are strongly sublime—when they
distinguish the notes of fierce, or dangerous, or powerful ani.
mals. There is not a sound so generally contemptible as that
which we distinguish by the name of hissing, yet this is the
sound appropriated to serpents and the greater part of poison-
ous reptiles, and, as such, is extremely sublime. The noise of
the rattlesnake, that most dangerous animal of all his tribe, is
very little different from the noise of a child’s plaything, yet
who will deny its sublimity ! The growl of the tyger resembles
the purring of a cat: the one is sublime, the other insignifi.
cant. Nothing can be more trifling than the sound produced
by that little animal, which among the common people is called
the death.watch; yet many a bold heart hath felt its power.
The inhabitants of modern Europe would smile, if they were
asked, if there were any sublimity in the notes of chickens, or
swallows, or magpies; yet under the influence of ancient su-
perstition, when such animals were considered ominous, the
bravest among the people have trembled at their sound. The
superstitions of other countries afford innumerable instances of
the same kind.

If these illustrations are just, it should seem, that the subli-
mity of the notes of animals is to be ascribed to the associa-
tions we connect with them, and not to any original fitness in
the mere sounds themselves, to produce this emotion.

limity of such sounds correspond? In proportion to what are sounds of all
kinds sublime? Of-loud sounds what is observed? What sounds are men-
tioned as examples? Of low or feeble sounds what is observed? How is
this illustrated from that sound to which we give the name of hissing—the
noige of the raitlesnake—the growl of the tyger—the sound of the death-watch
~—the notes of chickens, or swallows, or magpies? What afford innumerable
instances of the same kind? If theee illustrations are just, what would seem
17
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IL. That the BEAUTY of the notes or cries of animals arise
from the same cause, or from the qualities of which they are
expressive to us, may perhaps be obvious from considerations
equally familiar.

It seems, at least, very difficult to account for the instances
of such sounds which are universally reckoned beautiful, if we
consider the sounds themselves as the causes of this emotion.

. The number of notes is as various as the different species
of animals, and amid these there are a thousand instances,
where similar sounds are by no means productive of similar ef-
fects; and where, although the difference to the ear is ex-
tremely small, there is yet a great difference in their capacity
of producing such emotions. If, on the contrary, we consider
the source of their beauty as consisting in the pleasing or af-
fecting qualities with which such sounds are associated, we have
an easy solution of the difficulty, and which will be found at
the same time perfectly to agree with the facts.

It would lead to a very long and very unnecessary inquiry,
if I were to attempt to enumerate the various notes of this kind
that are beautiful, and the different associations we have with
them. That with many such sounds we have, in fact, such
associations, is a matter, I apprehend, so conformable to every

. man’s experience, that it would be superfluous to attempt to
prove it.

There is indeed ene class of animals, of which the notes are
in a singular degree objects of beauty—I mean birds ; and for
this we may assign very sufficient reasons. lst, Such notes
approach much nearer than any other to the tones of the human
voice, and are, therefore, much more strongly expressive to
us of those qualities by which we are affected. 2dly, These
animals are, much more than any other, the objects of our in-
terest and regard: not only from our greater acquaintance
with them, and from the minuteness and delicacy of their

to follow? Of the beauty of the notes of animals, what is observed? If we
consider the sounds themselves, as the cause of this emotion, what seems a
difficult task? How i this illustrated from the number of notes of the differ-
ent species of animals? What would lead to a very long, and very unneces-
sary inquiry? What remark follows? What is remarked of the notes of
birds? What is the first reagon for this—the second; and why? From what
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forms, which renders themt, in some measure, the objects of ten-
derness ; but chiefly from their modes of life, and from the
little domestic arrangements and attachments which we observe
among them so much more strongly than among any other
animals, and which indicate more affecting and endearing quali-
ties in the animals themselves, than in any others we know.
That we have such associations with birds is very obvious,
from the use which is made of their instincts and manner of
life, in the poetical compositions of all nations.

That it is from such associations, that the beauty of the notes
of animals arises, may appear from the following considerations :

1. They who have no such associations, feel no emotion of
beauty from them. A peasant would laugh, if he were asked
if the call of a goat, or the bleat of a sheep, or the lowing of
a cow were beautiful ; yet in certain situations, all of these are
undoubtedly so. A child shews no symptom of admiration at
those sounds which are most affecting in natural scenery to
other people. Every one will recollect, in what total indiffer.
ence his early years were passed, to that multitude of beautiful
sounds which occur in the country ; and I believe, if we attend
to it sufficiently, it will be found, that the period when we
became sensible to their beauty, was when we first began to
feel them to be expressive, either from our own observation of
nature, or from the perusal of books of poetry. In the same
manner, those who travel into very distant countries, are, at
first insensible to the beauty which the natives of these coun-
tries ascribe to the notes of the animals belonging to them,
obviously from their not having yet acquired the associations
which are the foundation of their beauty. The notes which
are sacred from any kind of superstition, are beautiful only to
those who are under the dominion of that superstition. A
foreigner does not distinguish any beauty in the note of the

is it obvious that we have such associations with birds? What is said of
those who have no such associations? How is this illustrated in the case of a
peasant, and of a child? What will every one recollect; and when did we
first become sensible to their beauty? In the same manner, what is observed
of those who travel into very distant countries? To whom only, are the
notes which are gacred from any kind of superstition, beautiful? How is this
illustrated from the notes of the stork? When only are such sounds as are
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stork. 'To the Hollander, however, to whom that bird is the
object of a very popular and very plea.smg superstition, this
note is singularly beautiful.

2. Buch sounds as are either from experience, or from ima-
gination, associated with certain qualities capable of producing
emotion, are beautiful only when they are perceived in those
tempers of mind which are favorable to these emotions. In.
stances of this are very numerous. The bleating of a lamb is
beautiful in a fine day in spring : in the dépth of winter it is
very far from being 80. The lowing of a cow, at a distance,
amid the scenery of a pastoral landscape in summer, is ex-
tremely beautiful: in a farmyard it is absolutely disagreeable.
The hum of the beetle is beautiful in a fine summer evening,
as appearing to suit the stillness and repose of that pleasing
season : in the noon of day it is perfectly indifferent. The
twittering of the swallow is beautiful in the morning, and seems
to be expressive of the cheerfulness of that time ; at any other
hour it is quite insignificant. Even the song of the nightingale,
so wonderfully charming in the twilight, or at night, is altogether
disregarded during the day ; so much so, that it has given rise
to the common mistake, that this bird sings only at night. If
such notes were beautiful in themselves, independently of all
associations, they would, necessarily, at all times be beautiful.

8. In this, as in other cases before mentioned, when such as.
sociations are destroyed, the beauty of the sounds ceases to be
felt. The call of a goat, for instance, among rocks, is stri-
kingly beautiful, as expressing wildness and independence.
In a farm yard, or in a common enclosure, it is very far from
being so. The plaintive and interesting bleat of the lamb
ceases to be beautiful whenever it ceases to be the sign of in.
fancy, and the call for that tenderness which the infancy of all
animals so naturally demands. There is a bird that imitates

~

associated with certain qualities capable of producing emotions. beautiful ?
How is this illustrated from the bleating of a lamb—the lowing of a cow—the
hum of the beetle—the twitter of the swallow—and the song of the nightin-
gale? If such notes were beautiful in themselves, what would follow?" In
this, as in other cases before mentioned, when does the beauty of the sounds
cease to be felt? How is this remark illustrated from the call of the goat—
the plaintive and interesting bleat of the lamb—the mocking bird—and people
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the notes of all other birds with great accuracy. Such imita.
tions, however, are not in the least beautiful in it. There are
people, in the same manner, who imitate the song of birds with
surprising dexterity. It is the imitation, however, in such a
case, that alone pleases us, and not the notes themselves. It is
- possible, according to the curious experiments of Mr. Barring-
ton, to teach a bird of any species the notes of any other spe-
cies : It may however, I think, very justly be doubted, whether
the acquired notes would be equally beautiful. The connexion
we observe between particular birds, and the peculiar scenes in
nature which they inhabit, and the different seasons at which
they appear; and the great difference in their instincts and
manner of life, render their notes expressive to us of very dis.
similar characters; and we accordingly disiinguish them by
epithets expressive of this variety. The wildness of the lin.
net, the tenderness of the redbreast, the pertness of the spar-
row, the cheerfulness of the lark, the softness of the bullfinch,
the plaintiveness of the nightingale, the melancholy of the owl,
are expressions in general use, and the associations we thus
connect with them, very obviously determine the character or
expression of their notes. By the artificial education before
mentioned, all these associations would be destroyed ; and, as
far a8 I am able to judge, all, or at least a great part of the
beauty we feel from their songs. It is in the same manner that
we are generally unhappy, instead of being delighted with the
song of a bird in the cage., It is somewhat like the smile of
grief, which is much more dreadful than tears, or like the play-
fulness of an_infant, amid scenes of sorrow. It is difficult
therefore to say, whether in this cruel practice there is a greater
want of taste or of humanity ; and there could be, in fact, no
excuse forit, if there were not a kind of tenderness excited to-
wards them, from the reflection that they are altogether de-

who imitate the sound of birds? What, according to Mr. Barrington, may be
done ; but what, however, may be justly doubted? What render the notes
of birds expressive to us of dissimilar characters ; and how do we accordingly
distinguish them ? What examples are mentioned, illustrative of this remark?
By the artificial education before mentioned, what effect would be produced ?
We are generally affected in the same manner by what; and why? Of this
cruek practice, what therefore is observed; and under what circumstances
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pendent upon our benevolence, and a very natural gratitude
awakened, by the exertions they make. for our pleasure.

I forbear to produce any farther illustrations on this subject.
From those that have been produced, it seems to me that we
have sufficient ground for concluding, that, of those sounds
which have been considered, the sounds that occur in the scenes
of nature, and the sounds produced by animals, the sublimity
or beauty arises from the qualities of which they are consi-
dered as the signs or expressions, and not from any original
fitness in the sounds themselves to produce such emotions.

I have only farther to add, that upon the principle of the ab-
solute and independent sublimity or beauty of sounds, it is very
difficult to account for the different sounds which have been
mentioned as productive of these emotions. There is certainly
no resemblance as sounds, between the noise of thunder and
the hissing of 4 serpent—between the growling of a tyger and
the explosion of gunpowder—between the scream of an eagle
and the shouting of a multitude ; yet all of these are sublime.
In the same manner, there is as little resemblance between the
tinkling of the sheepfold bell, and the murmuring of the breeze—
between the hum of the beetle, and the song of the lark—be-
tween the twitter of the swallow, and the sound of the curfew ;
yet all of these are beautiful. Upon the principle which I en-
deavor to illustrate, they are all perfectly accountable.

PART IM.
OF THE TONES OF THE HUMAN VOICE.

There is a similar sublimity or beauty felt in particular notes
or tones of the human voice,

That such sounds are associated in our imaginations, with
the qualities of mind of which they are, in general, expressive,

would there be no excuse for it? From the illustrations that have been pro-
duced, for what conclusion have we sufficient ground? What only has our
author farther to add? How is this remark illustrated ? In the same man-
ner, there is as little relation between what? How are they all perfectly
accountable ?

In what is there a similar beauty or sublimity? Of these sounds what is
obvious? How have these been regarded by philosophers; and of this
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and that they naturally produce in us the conception of these
qualities, is a fact so obvious, that there is no man who must
not have observed it. There are some philosophers who con-
sider these as the natural signs of passion or affection, and who
believe that it is not from experience, but by means of an ori-
ginal faculty, that we interpret them : and this opinion is sup-
ported by great authorities. Whether this is so, or not, in the
present inquiry, is of no very great importance ; since, although
it should be denied that we understand such signs instinctively,
it cannot be denied, that very early in infancy this association

“is formed, and that our opinions and conduct are regulated
by it.

That the beauty or sublimity of such tones arises from the
nature of the qualities they express, and not from the nature of
.the sounds themselves, may, perhaps, appear from the follow-
ing observations:

1. Such sounds are beautiful or sublime, only as they ex-
press passions or affections which excite our sympathy. There
are a great variety of tones in the human voice, yet all these
tones are not beautiful. If we inquire what are the particular
tones which are so, it will universally be found, that they are
such as are expressive of pleasing or- interesting affections.
The tones peculiar to anger, peevishness, malice, envy, misan-
thropy, deceit, &c. are neither agreeable nor beautiful. The
tone of good nature, though very agreeable, is not beautiful
except at particular seasons, because the quality itself is, in
general, rather the source of complacence than pleasure: we
regret the want of it, but we do not much enjoy its presence.
On the contrary, the tones peculiar to hope, joy, bumility, gen-
tleness, modesty, melancholy, &c. though all extremely differ-
ent, are all beautiful; because the qualities they express are
all the objects of interest and approbation. In the same man-
ner, the tones peculiar to magnanimity, fortitude, self-denial,

opinion what is observed? Why is it not of great importance, in the present
inquiry, to ascertain whether this is so or not? What remark follows ? - Such
sounds are beautiful or sublime, only as they express what ? Of the variety
of tones in the human voice, what is observed 7 What tones are .07 How
is this illustrated? Why are the tones peculiar to hope, joy, &c., beautiful ?
What tones are peculiar to the sublime; and why? Of this coincidence of
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patience, resignation, &c. are all sublime ; and for a similar
reason. This coincidence of the beauty and sublimity of the
tones of the human voice, with those qualities of mind that
are interesting or affecting to us, if it is not a formal proof,
is yet a strong presumption, that it is from the expression
of such qualities that these sounds derive their sublimity or
beauty.

2. The effect of such sounds in producing these emotions,
instead of being permanent, is limited by the particular temper
of mind we happen to be in, or by the coincidence between
that temper, and the peculiar qualities of which such sounds
are expressive. 'To most men, for instance, the tone of hope
is beautiful. To a man in despair, I presume it would be far
from being so. 'To a man in grief, the tone of cheerfulness is
simply painful. ‘The tone of indignation, though in particular
situations strongly sublime, to a man of a quiet 'and placid
temper, is unpleasant. To men of an ardent and sanguine
character, the tone of patience is contemptible. To peevish
and irritable spirits, the voice of humility, so peculiarly beau-.
tiful, is provoking. Such observations may be extended to
many diversities of passion: and it may still farther be re-
marked, that those sounds in the human voice, which are most
beautiful or most sublime to us, are always those that are ex-
pressive of the qualities of mind, by which, from our particular
constitutions or habits, we are most disposed to be affected. If
the beauty or sublimity of such tones were independent of the
qualities of mind we thus associate with them, such diversities
could not happen, and the same sounds would produce uni-
formly the same emotions, as the same colors or smells produce
uniformly the same sensations.

3. Similar tones, in this case, do not produce similar emo-
tions, as should seem to happen if these effects were produced

the beauty and sublimity of the tones of the human voice, what is remarked ?
By what is the effect of such sounds in producing these emotions, limited
How is this illustrated from the tone of hope—the tone of cheerfulness-—the
tone of indignation—the tone of patience—the voice of humility? To what
may such observations be extended ; and what may still farther be remarked?
Under what circumstances could not such diversities happen; and what
would follow? Of similar tones in this case what is observed? How is this
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by the mere sounds themselves. There is little affinity, for in-
stance, between the low and depressed tone of grief, and the
shrill and piercing note of joy; yet both are beautiful. There
is little resemblance between the loud sound of rage, and the
low placid tone of patience ; yet both are, in many cases, sub-
lime. The tone of peevishness is not very different from the
tone of melancholy; yet the one is beautiful, but the other is
positively disagreeable. The tone of pusillanimity is little dis-
tinguishable from the tone of patience ; but how different in the
effects they produce upon our minds!—Observations of this
kind, it is in the power of every one to extend.

4. Wheneverthese tones are counterfeited, or whenever they
cease to be the signs of those qualities of mind of which we
have generally found them significant, they immediately cease
to be, either sublime or beautiful. Every one must have ob-
served that this is the effect of mimicry. Wherever, in the
same manner, any species of deceit is used ; or where we know
that these tones are employed, without the existence of the cor-
respondent passions, we no longer feel them to be beautiful or
sublime. If the sounds themselves were the cause of these
emotions, whatever we might think of the person, the sounds
themselves would continue to produce the emotions of subli.
mity or beauty, in the same manner, as the most absurd misap-
plication of colors never disturbs our perception of them as
colors.

5. There is yet a farther considesation, which may, perhaps,
more clearly illustrate this opinion, viz. That the beauty or
sublimity of such sounds in the human voice, altogether depends
on our opinion of the propriety or impropriety of the affections
which they express. We know either from nature, or from ex.
perience, that particular sounds or tones are the expression of

1

remark illustrated from the tone of grief, and the note of joy—the loud sound
of rage, and the placid tone of patience—the tone of peevishness, and the tone
of melancholy—tbe tone of pusillanimity, and the tone of patience? When
do these tones cease to be either sublime or beautiful? When must every
one have observed this to be the case? Where also is the same effect pro-
duced? If the sounds themselves were the cause of these emotions, what
would follow? What farther consideration may, perhaps, more clearly illus-
trate this opinion? What do wec know, either from nature or experience;
and with what is the perception of mi(;ih gounds immediately accompanied”
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particular passions and affections ; and the perception of such
sounds is immediately accompanied with the conception of such
affections in the person from whom they proceed. But it is
only from actual observation or inquiry, that we can know
what is the cause of these affections. Our sympathy, or our
interest, it is plain, depends on the nature of this connexion,—
on our opinion of the propriety or impropriety of such affections
in such circumstances. All this, however, does not, in any
degree, affect the nature of the sound, which is still the same,
whether the affection be proper or improper. It is very obvi-
ous, however, that our sense of the beauty or sublimity of such
sounds, depends on our opinion of this propriety. No tone of
passion or affection is beautiful, with which we do not sympa-
thize. The tone of joy, for instance, is beautiful in most cases
where it is heard. Suppose we find that such a sound proceeds
from some very trifling or ridiculous cause, our sense of its
beauty is instantly destroyed with odr opinion of its propriety.
The tone of melancholy, or moderated grief, is affecting and
beautiful beyond most others: assign some frivolous reason for
it, and instantly it becomes contemptible. The tone of patience
is sublime in a great degree : tell us that it is pusillanimity, and
its effect is instantly gone. The high, imperious note of rage
is often sublime: a trifling cause renders it simply painful.
The same observation may be extended to the tones of all our
passions. It is, I conceive, extremely difficult, if not impossi-
ble, to account for this chénge of emotion, on the principle of
the original and independent beauty of such sounds.

' With regard to the human voice, however, it is to be ob.
served, that besides all this, there is also a beauty in particular
degrees of the same tones. Although the expression of the
different passions is the same in all men, yet it necessarily hap-
pens, that there is a sensible difference in the degree or cha-

How only can we know the cause of these affections? On what does our
sympathy or interest depend? Of all this, however, what is observed? On
what is it obvious, that our sense of the beauty or sublimity of such objecta
" depends? How is this illustrated from the tone of joy—the tone of melan-
choly—the tone of patience—and the note of rage? To what may the same
obeervations be extended? o account for what is extremely difficult?
‘With regard to the human voice, what is to be observed 7 Although the ex-
pression of the different passions is the same in all men, yet what necessarily
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racter of these similar sounds. There is no man of any deli-
cacy of organs, who must not have been sensible of such dif-
ferences. These also are expressive to us of several qualities,
They are, in the first place, expressive of the perfection or im-
perfection of the organs of speech, and of the health or indis-
position of the person—circumstances which often determine
in a great degree, when either of these expressions are strong,
the pleasure or pain we have in their conversation. 2dly,
They are expressive also of the temper or character of mind.
As we are naturally led to judge of the character of the person,
from the peculiar tones of his voice, and to believe that such
passions have the principal dominion of his mind, which have
the most prevalent expression in his speech, so we are led, in
the same way, to judge of the degree or force of these passions,
by the degree or strength of such tones in his voice. This
kind of inference is so natural, that there is, perhaps, no per-
son who has not made it. 'That the beauty of such degrees of
sound arises from such associations is apparent, as it is expres.
sive to us of moderation and self.command—as it expresses
habit more than immediate impulse—as it is peculiar to such
tones only as are expressive of affecting passions or dispositions
of mind—as it is felt alone by those who are affected by such
dispositions—and as it is beautiful only in those cpses where
this temperance of emotion, of which it is the sign, is considered
proper. 1 forbear therefore any farther illustration of it.

The observations which I have offered on the subject of sim-
ple sounds, are, perhaps, sufficient to show, that the sublimity
and beauty of these sounds arise, in all cases, from the quali-
ties with which we have observed them connected, and of which
they appear to us to be the signs or expressions; and that no
sounds, in themselves, are fitted, by the constitution of our
nature, to produce these emotions.

happens? Who must have been sensible of this? Of what qualities are
these, in the first place, expressive in us; and of what, in the second place ?
What observation follows? Of this kind of inference what is observed?
From what is it apparent that the beauty of such degrees of sound arises
from such assaciations? The observations offered on the subject of gimple
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It is natural, however, to suppose, that in this, as in every
other case, our experience should gradually lead to the forma-
tion of some general rules with regard to this expression ; and
that different sounds should appear to us to have a difference of
character, according to the nature of the qualities with which
we most frequently find them conjoined. This supposition will
appear more probable, when we consider, not only that the di-
versities of sounds are few, and consequently that rules of this
kind can be more easily formed; but particularly, that these
diversities of sounds are the immediate expressions of different
qualities of mind in the human voice, and consequently, that
their character becomes more certain and definite.

I believe, in fact, that something of this kind takes place
early in life, and that, long before we are able to attend to their
formation, we have formed certain general associations, \.ith
all the great diversities of sound, and that, in after life, they
continue to be generally expressive of these characters.

To enumerate these general expressions, is a very delicate,
as well as a ver ydifficult task. I hazard, therefore, the follow-
ing observations, only as hints for the prosecution of the sub-
ject; and as I am sensible of their imperfection, 1 am willing
to rest no conclusion upon them:

The great divisions of sound are iato loud and low, grave
and acute, long and short, increasing and diminishing. The
two first divisions are expressive in themselves: the two last
only in conjunction with others.

1. Loud sound is connected with ideas of power, and danger.
Many objects in nature which have such qualities, are distin-
guished by such sounds, and this association is farther confirmed
from the human voice, in which all violent and impetuous pas-
sions are expressed in loud tones.

sounds arc, perhaps, sufficient to show what ?  What is, however, in this, as
in every othor case, natural 7 What consideration will render the supposition
more probable ? On this subject, what does our author believe to be the case ?
Of the enumeration of these general expressions what is remarked? What
does our author, therefore, hazard; and what is observed of them? What
are the great divisions of sound ; and what is observed of them? With what
ideas is loud sound connected; and of many objects in nature which have
snch qualities, what is observed? What expression has loud sound; and
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2. Low sound has a contrary expression, and is connected
with ideas of weakness, gentleness and delicacy. 'This asso.
ciation takes its rise, not enly from the observation of iaani-
mate nature, or of animals, where, in a great number of cases,
such sounds distinguish objects with such qualities, but parti-
cularly from the human voice, where all gentle, or delicate, or
sorrowful affections, are expressed by such tones.

3. Grave sound is connected with ideas of moderation, dig-
nity, solemnity, &c. principally, I believe, from all moderate,
or restrained, or chastened affections being distinguistied by
such tones in the human voice.

4. Acute sound is expressive of pain, or fear, or surprise,
&c. and generally operates by producing some degree of as-
tonishment. This association, also, seems principally to arise
from our experience of such connexions in the human voice.

5. Long or lengthened sound seems to me to have no ex-
pression in itself, but only to signify the continuance of that
quality which is signified by other qualities of sound. A loud,
ora low, a grave, or an acute sound prolonged, expresses, to
us, no more than the continuance of the quality which is gene-
rally signified by such sounds.

6. Short or abrupt sound has a contrary expression, and
signifies the cessation of the quality thus expressed.

7. Increasing sound sigpifies, in the same manner, the in.
crease of the quality expressed: as

8. Decreasing sound signifies the gradual diminution of such
qualities. .

I shalil leave the reader to attend to the diversity of expres-
sion which arises from the different combination of these diver-
sities of sound.

The most sublime of these sounds appears to me to be a loud,
grave, lengthened, and increasing sound.

with what ideas is it connected? From what does this association take its
rise? With what ideas is grave sound connected ; and why? Of what is
acute sound expressive; and how does it generally operate? From what
does this association also seem principally to arise? Of a long or lengthened
sound what is observed? How is this illustrated? What expression has
short or abrupt sound ; and what does it signify? What do increasing and
decreasing sounds respectively signify 7 What does our author leave to the
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- 'The least sublime, to be a low, acute, abrlipt, or decreasing
" sound.

The most beautiful, to be a low, grave, and decreasing sound.

The least beautiful, to be a loud, acute, lengthened, and in-
creasing sound.

Such are the few general principles that, as far as I can
judge, take place with regard to the sublimity or beauty of
sounds. The innumerable exceptions that tjjepé are to every
one of these rules, afford a sufficient pr at this sublimity
or beauty does notarise from the spunds t m’selves. Wherever,
however, any new. sound occurs, it is, F think, by its approach
to one or an other of these classes ﬂmt we determine its sub-
limity or beauty. . / ,

e

SE,GTION L

OF COMPOSED SOUNDS, OR MUSIC.

L Ix the preceding illustrations, I have considered only simple
sounds as producing the emotions of sublimity or beauty.

Sounds, however, are capable of being united by certain laws,
and of forming a whole. To such a composition of sounds we
give the name of Music—an art, confessedly, of great power,
in producing emotions, both of sublimity and beauty, and the
source of one of the finest and purest pleasures of which our
nature is susceptible.

Upon this subject, I shall beg leave to offer a few observa-
tione, although it is with great diffidence that I speak upon an
art of which I have no theoretical knowledge, and of which
I can judge only from the effect that it produces on myself.

The essence of music consists in continued sounds. The
same sound, however, when continued, has no beauty, farther

reader? Of these sounds which are the most sublime—which the least sub-
lime—which the most beautiful—which the least beautiful? What remark
follows ?

‘What only have been considered in the preceding illustrations ? How are
sounds capable of being united? What name is given to such a composition
of sounds; and what is said of it? How does our author speak on this sub-
ject; and why? In what does the essence of music consist; and of the same
sound when continued, what is observed? What conscquence follows?
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than as a simple sound, and when long continued, becomes
positively disagreeable : Music therefore must necessarily con-
sist in the composition of different sounds.

The succession or composition of all different sounds is not

equally pleasing. By a peculiar law of our nature, there are
certain sounds of which the union is agreeable, and others of

which the union is disagreeable. There is, therefore, a relation
between sounds, established by nature,which cannot be violated
without pain. Music, consequently, as an art intended to pro-
duce pleasure, must consist in the composition of related sounds.

These observations are sufficiently obvious. There are,
however, two other circumstances in the succession of sounds,
necessary to constitute music.

1. The mere succession of related sounds is not, in itself,
pleasing. Although the succession of any two related sounds
is agreeable, yet a whole series of such sounds, in which no
other relation was observed but the relation between individual
sounds, would be absolutely disagreeable. To render such a
series pleasing, it is necessary that it should possess unity, or
that we should discern a relation not only between the individual
sounds, but also among the whole number of sounds that con-
stitute the series. Although every word in language is signifi-
cant, and there is a necessary relation among words, established
by the rules of grammar; yet it is obviously possible to ar-
range words according to grammatical rules, which yet shall
possess no meaning. In the same manner, a series of sounds
may be composed, according to their individual relations, which
yet may possess no general relation, and from which, as we can
discover no end, we can derive no pleasure. What thought is
to the arrangement of words, the key, or the fundamental tone,
is to the arrangement of sounds; and as the one constitutes a
whole in language, by establishing a certain and definite idea,
to which all the words in a sentence bear a relation, so the other

Why is not the succession of all different sounds pleasing ? Of the rela-
tion, therefore, established between sounds, what is observed? Of what must
music consequently consist? Of these observations what is remarked; yet
what follows? Of the succession of any two related sounds, what is ob-
served? To render such a geries pleasing, what is necessary? How is this
fully illustrated? What' is, therefore, the first circumstance that distinguishes
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constitutes-a whole in music, by establishing a definite and
leading sound, to which all the other sounds in the series bear
a similar relation. The first circumstance, therefore, that dis-
tinguishes musical succession, is the preservation of this rela-
tion among all the individual sounds, to one key, or fundamental
tone, which is the foundation and end of the composition.

2. The second circumstance which distinguishes musical
succession, is the regularity or uniformity of that succession.
In natural events, succession without regularity is confusion ;
and wherever art or design is supposed, is positively disagree-
able. In music therefore, as an art designed to please, regu-
larity or uniformity is absolutely necessary. The most pleasing
succession of sounds, without the preservation of this regu.
larity, or what is commonly called time, every one knows, is
positively displeasing. For this purpose, every succession of
sounds is supposed to be divided into certain equal intervals,
which, whether they comprehend more or fewer notes, occupy
the same space of time in the succession of these notes. To
preserve this uniformity, if there are few sounds in this inter-
val, these sounds must be prolonged to occupy the whole space
of time. If there are many, they must be sounded quickly for
the same reason. The one constitutes what, in common lan-
guage, is called slow time, the other what is called quick. In
both cases, however, the space or portion of time allotted to
each interval is uniformly the same, and constitutes the only
regularity of which sounds in succession are capable. A
reguler or uniform succession of sounds, therefore, related to
one key or fundamental note, may be considered as constituting
musical succession, and as distinguishing it from all other suc-
cessions of sound. The accurate perception both of this regu-
larity, and of this velation, constitutes that faculty which is
generally called a good, or a musical ear. -

musical succession? What is the second? What is observed of succession
without regularity in natural events; and what, consequently, follows in
music 7 What does every one know to be positively displeasing? For this
purpose, how is every succeasion of sound divided? To preserve this uni-
formity, what is requisite ? If there are many how must they be sounded ;
and why ? In both cases, what is the case? Of a regular or uniform sound,
therefore, what is observed? What constitutes a good one? If music be
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II. If, therefore, we consider music to be such a succession
of sounds as I have now described, the two circumstances
which distinguish or determine the nature or character of every
composition, are, the nature of the key, and the nature of the
progress ; the nature of the fundamental and governing sound,
and the nature, or as it is commonly called, the time of the
succession,

With both of these characteristics of musical composition I
apprehend that we have many associations.

The key or fundamental tone of every composition, from its
relation to the tones of the human voice, is naturally expres-
sive to. us of those qualities or affections of mind which are
signified by such sounds. It is, perhaps, unnecessary to offer
any illustration of this, because it is so obvious to every man’s
‘observation. The relation of such tones in music to the ex-
pression of the qualities of mind is indeed so strong, that all
musicians understand what keys or what tones are fitted for
the expression of those affections, which it is within the reach
of music to express. It is also observable, that they who are
most unacquainted with music, are yet able immediately to say,
what is the affection which eny particular key is fitted to ex.
press, Whether any piece of music is beautiful or not, may
be a subject of dispute, and very often is so; but whether the
sounds of which it is composed are gay or solemn, cheerful
or melancholy, elevating or depressing, there is seldom any
dispute. '

That the time of musical composition is also expressive to us
of various affecting or interesting qualities, can scarcely be
disputed. In all ages, quick time, or a rapid succession of
sounds, has been appropriated to the expression of mirth and
gaiety : slow time, or a slow succession of sounds, to the ex-
pression of melancholy or sadness. All the passions or affec.

considered such a succeseion of sounds as has been described, whgt two cir-
cumstancea determine the nature of every composition? What have we
with both of these characteristica of musical composition? Of what is the
key of every composition naturally expressive? Why is it not necessary to
offer any illustration of this? Of the sirength of this relation, what is
remarked ? What is also observable? What observation follows? Of thetime
of musical composition, what is remarked? How is this illustrated from the
uniform appropriation of quick timti b and of alow? On the manner in which
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tions, therefore, which partake of either of these ingredients,
may be generally expressed by such circumstances in the com-
position, and the different degrees of such movements may, in
the same manner, express such affections as partake of any
intermediate nature between these extremes. In what manner
the conception of such affections is associated with such circum-
stances in the progress of sound, it is not my business to ex-
plain : it is sufficient that the fact itself is acknowledged. I
cannot avoid, however, observing, that there is a very strong
analogy, not only between the progress of musical sounds, and
the progress of sounde in the human voice, in the case of par-
ticular passions; but that there is, also, a similar analogy be-
tween such progress in sounds, and the progress of thought in
the case of such passions. Under the influence of pleasing or
agreeable passions, the articulation i8 quick; in the case of
contrary passions it is slow: and so stroag is this expression,
that we are disposed to judge of the passion with which any
person is affected, although we do not hear the words he utters,
merely from the slowness or rapidity of his articulation. It is
observable, in the same manner, that different passions have an
influence upon the progress of our thoughts, and that they
operate very sensibly either in accelerating or retarding this
progress. All the passions which belong to pleasure, are at-
tended with a rapid succession of thoughts, and seem to give
an unusual degree of vigor to our imagination.. The passions,
on the contrary, which belong to pain, produce, in general, a
slow and languid succeasion of thought, and seem to depress
our imagination below its usual tone. This is so obvious,
that every person must have observed it, even in conversation.

The progress of musical sounds, therefore, may very natu-
rally express to us the nature or character of particular pas.
sions, not ouly from the analogy between such progress of
sounds, and the progress of thought; but still more from its

the passions or affections may be expressed, what remark follows? What is
it not the business of our author to explain; and what is sufficient? What
obeervation, however, can he not avoid making? How is this observation
llustrated? What is, in the same manner, observable? How is this illus-
teated from the passions that belong to pleasure, and from those that belong
topain? Where must every person have observed this to be the case 7 What
may the progress of musical sound very naturally express to us; and in what
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being, in a great measure, the sign of such affections of mind,
by making use of the same sounds or tones, and the same
varieties in the progress of these sounds, which are, in real
life, the signs of such affections in the human voice. Whether
these observations account for the associations we have with
musical time or not, is at present a matter of no consequence,
as the fact itself is sufficiently certain. The appropriation of
particular time, to particular emotions, has taken place in every
age and country, is understood by every man, and is not
the less certain, though no account can be given of the reason
of it. A

It is in thus being able to express both the tome of passion
or affection, and that progress of thought or sentiment which
belongs to such affections, that, in as far as I am able to judge,
the real foundation of musical expression consists, It is far
beyond the bounds which I prescribe to myself in these obser.
vations, to enter into any minute investigation of the different
expressions which such sounds, and such compositions of sounds
in general possess. But if the reader will recollect, what are
the distinct associations which it has formerly been observed
. we have with sounds or tones, as loud or soft, grave or acute,
=nd the particular associations which it has now been observed
we have with the different progressions of sound, as quick, or
moderate, or slow ; and will further attend to the possible number
of ways in which these different characteristics of music may
be combined, he will be fully sensible, both of the different
emotions which it is in the power of music to express, and of
the great variety which it affords in the expression of these
emotions.

If 1 am not mistaken, the real extent of musical expression
coincides in a great degree with this account of it. These
signs in the human voice are general signs. They express par-
ticular elasses of passion or emotion, but they do not express

manner? What is, at present, a matter of no consequence; and what remark
follows? In what does the real sound of musical expression consist 7 What
is far beyond the bounds which our author has here prescribed o himaelf?
By recollecting what, will the reader be fully sensible, both of the different
emotions, which it is in the power of music to express, and of the great
variety which it afiords in the expression of these emotions? From what
does it appear that these sighs in the baman voice are general sigus? If we
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any particular passion. If we had no other means of inter.
course or of information, we might from such signs infer, that
the person was elevated or depressed, gay or solemn, cheerful
or plaintive, joyous or sad; but we could not, I think, infer,
what was the particular passion which produced these expres.
sions. Music, which can avail itself of these signs only, can
express nothing more particular than the signs themselves. It
will be found, accordingly, that it is within this limit that musi-
cal expression is really confined ; that such classes of emotion
it can perfectly express ; but that when it goes beyond this limit,
it ceases to be either expressive or beautiful. The general
emotions of gaiety, elevation, solemnity, melancholy, or sadness,
it is every day found to express; and with regard to such gene-
ral expressions there is never any mistake ; but when it attempts
to go further—when it attempts to express particular passions,
ambition, fortitude, pity, love, gratitude, &ec. it either fails alto.
gether in its effect, or is obliged to have recourse to the assist.
ance of words to render it intelligible. -« It-isin general true,”
says Dr. Beattie, ¢ that poetry is the most immediate and the
‘“most accurate interpreter of music. Without this auxiliary,
¢«a piece of the best music, heard for the first time, might be
“ said to mean something, but we should not be able to say
“ what. It might incline the heart to sensibility, but poetry or
“ or language would be necessary 1o improve that sensibility
“into a real emotion, by fixing the fancy upen some definite
“and affecting ideas. A fine instrumental symphony, well
« performed, is like an oration delivered with propriety, but
in an unknown tengue ; it may affect us a little, but con-
“ veys no determinate feeling. We are alarmed, perhaps, or
“melted, or soothed ; but it is very imperfectly, because we
“know not why. The singer, by taking up the same air,
«and applying words to it, immediately translates the oration
“into our own language. Then all uncertainty vanishes, the
«fancy is filled with determinate ideas, and determinate emo-
“ tions take possession of the heart.”—Essay upon Poetry and
Music, part 1, chap. vi.

had no other meana of information, what might we, but what could we not

infer? What remark follows; and what will, accordingly, be found to be
true? How is this illustrated? What remark of Dr. Beattie is here intro-
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Nor is this confining the expression of which music is capa.
ble within narrower limits than is consistent with our experi.
ence of its effects. Although its real power consists in its imi.
tation of those signs of emotion or passion which take place in
the human voice, yet from its nature it possesses advantages
which these signs have not, and which render it, within those
fimits, one of the most powerful means-which can be used in
exciting emotion. As far as I am able to judge, these advan-
tages principally consists in the two following circumstances—

1. In that variety of sounds which it admits in conformity to
the key, or fundamental tone. In the real expression of passion
in the human voice, the sound is nearly uniform, or at least ad.
mits of very small variation. So far, therefore, as mere sound
is concerned, the tone of any passion would, in a short time,
become unpleasing from its uniformity ; and if this effect were
not forgotten, in our attention to the language and sentiments
of the person who addresses us, it would be perceived by every
ear. In music, on the contrary, the variety of related sounds
which may be introduced, not only prevents this unpleasing
effect of hniformity, and preserves the emotion which the pre.
vailing tone is, -of itself, able to excite, but, by varying the
expression of it, keeps both our attention and our imagination
continually awake. The one resembles what we should feel
from the passion of any person, who uniformly made use of the
same words to express to us what he felt. The other, what we
feel from that eloquence of passion, where new images are con-
tinually presenting themselves to the mind of the speaker, and
a new source of delight is afforded to our imagination, in the

“perception of the agreement of those images with the emotions
from which they arise. The effect of musical composition, in
this light, resembles, in some measure, the progress of an ora.
tion, in which our interest is continually kept alive; and if it
were possible for us, for & moment, to forget that the performer

duced? This is not conﬁnmg the expression of which music is ca.pable
within what? What observation follows? What is the first circumstance in
which these advanta.ges consist 7 In the real expression of passion in the
human voice, what is observed of the sound; and what remark follows?
What, on the contrary, is the case in music? What do they respectively
resemble? What does the effect of musical composition, in this light, resem-
ble; and under what circumstances might it be eaid to resemble the effect of
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is only repeating a lesson, were it possible for us to imagine,
that the sounds we hear were the immediate expressions of his
own emoction, the effect of music might be conceived, in some
measure, to approach to the effect of eloquence. To those who
have felt this influence, in the degree in which, in some seasons
of sensibility, it may be felt, there is no improbability in the ac.
couats of the effects of music in earlier times, when the profes.
sions of poetry and music were not separated: when the bard,
under the influence of some strong and present impression, ac-
commodated his melody to the language of his own passion;
and when the hearers, under the influence of the same impres.
sion, were prepared to go along with him, in every variety of
that emetion which he felt and expressed himself.

2. But, besides this, there is another circumstance in which
.the expression of music differs materially from the expression
‘of natural signs, and which serves to add considerably to the
strength of its effect. Such natural scunds express to us im.
mediately, if they express at all, the emotion of the person from
whom they proceed, and therefore immediately excite our awn
emotion. As these sounds, however, have little or no variety,
and excite inmediately their correspondent emotion, it necessa-
rily happens, that they become weaker as they proceed, uatil
at last they become positively disagreeable. In musical com-
position, on the contrary, as such sounds constitute a whole,
and have all a relation to the key, or fundamental note in which
they close, they uot only afford us a satisfaction as parts of a
regular whole, but, what is of much more consequence, they
keep our attention continwally awake, and our expectation
excited, until we arrive at that fandamental tone, which is'
both the close of the composition, and the end of our expecta.
tion. Instead, therefore, as in the former case, of our emotion
becoming more languid as the sounds proceed, it becomes, in
the case of musical composition, on the contrary, more strong.
The peculiar affection we feel is kept continually increasing,

eloquence? To those who have felt thic influence very considerably, in what
accounts is there no improbability? But besides this there is what? What
do such natural sounds immediately express to us? As these sounds have
little or no' variety, what follows? In musical composmon, on the contrary,
what is their effect? What remark follaws’l How is this illustrated? In
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by means of the expectation which is excited for the perfection
of this whole, and the one and the other are only gratified when
we arrive at this desired and expected end.

In this respect, indeed, musical expression is in itself superior
even to the expression of language; and were the passions or
affections which it can express, as definite or particular as those
which can be communicated by words, it may well be doubted,
whether there is any composition of words, which could so pow-
" erfully affect us, as such & composition of sounds. In language,
every person under the influence of passion or emotion, natu.
rally begins with expressing the cause of his emotion—an ob.
servation, which every one must have made in real life, and
which might easily be confirmed by instances from dramatic
poetry. In this case, our emotion is immediately at its height,
and as it has no longer any assistance from curiosity, naturally
cools as the speaker goes on. In music, on the contrary, the
manner of this communication resembles the artful, but inter-
esting conduct of the epic or dramatic poem, where we find
ourselves at once involved in the progress of some great inter.
est, where our curiosity is wound up to its utmost to discover
the event, and where at every step this interest increases, from
bringing us nearer to the expected end. That the effect of
musical composition is similar, that while it excites emotion
from the nature of the sounds, it excites also an increasing ex-
pectation and interzst from the conduct of these sounds, and
from their continued dependence upon the close, has, I am per.
suaded, been falt in the strongest manner by every person of
common sensibility ; and indeed is, in itself, extremely obvious,
from the effect which is universally produced by any pathetic
composition upon the audience. The increasing silence—the
impatience of interraption, which are so evident as the compo.
sition goes on—the arts by which the performer is almost in.
stinctively led to emhance the merit of the close, by seeming to

this respect, musical expression ig superior to what; and what obeervation
follows 7 In language, how does every person, under the influence of passion,
begin? Of this observation, what is remarked 7 In this case, what is ob-
served of the emotion? In music, on the contrary, what does the manner of
this communication resemble; by which, how are we affected? What obser-
vation follows? WWhat testify, in the strongest manner, the increasing nature
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depart from it—the suppression of every sign of emotion till the
whole is completed, and the violence either of sensibility orx
applause, that are immediately displayed, whenever a full and
harmonious close is produced ; all testify, in the strongest man-
ner, the increasing nature of the emotion, and the singular ad-
vantage which music thus possesses, in keeping the attention
and the sensibility so powerfully awake.’ '

Such seems to me the natural effect of music on the human
mind ; in expressing to us those affections or emotions, which
are signified by the tones of the voice, and the progress of arti-
culate sounds; limited, indeed, in the reach of its imitation or
expression, and far inferior to language, in being confined te
the expression only of general emotions; but powerful within
~ those limits, beyond any other means we know, both by the
variety which it can afford, and the continued and increasing
interest which it ean raise.

It is obvious, that the observations which I have now offered,
relate principally to vocal music, and to that simple species of
composition, which is commonly called song, or air. I believe
it will be found that this is in reality, not only the most expres-
sive species of composition, but the only one which affects the
minds of uninstructed men. It is the only music of early ages,
the only music of the common people, the only music which
pleases us in infancy and early youth. . It is a considerable
time before we discern the beauties of more artificial composi-
tion, or indeed before we understand it. In such kinds of com-
position, a young person, whatever may be his natural taste,
seldom discovers any continued relation. He is disposed to
divide it in his own mind into different parts ; to consider it as
a collection of distinet airs; and he is apt to judge of it, not as
awhole,but asthe separate parts of it are expressive to him or not.
There is nothing accordingly more common, than to find young
people expressing their admiration of a particular strain or divi-

of the emotion? In expressing what, does this seem to be the effect of music
upon the human mind? In what respect is it inferior to language; but what
is observed of it within those limits? To what do these observations obviously
relate? Of this species of composition, what is remarked ? It is the only
music of whom, and of what period? What remarka follow? What, among’
young people is, accordingly, very common? But what are they seldom able
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sion of the composition, and such strains are always the most
simple, and those which approach most to the nature of airs;
but it is seldom, I believe, that they are able to follow the whole
of a concerto, or that they are found to express their admira.
tion of it as a whole,

With such a species of composition, however, they who are
instructed in music have many and very interesting associations,
A song or an air leads us always to think of the sentiment, and
seldom disposes us to think of any thing else. An overture,
or a concerto, disposes us to think of the composer. Itisa
work in which much invention, much judgment, and much
taste may be displayed; and it may have, therefore, to those
who are capable of judging of it, all that pleasing effect upon
the mind, which the composition of an excellent poem or ora.
tion has upon the minds of those who are judges of such works.
The qualities of skill, of novelty, of learning, of invention, of
taste, may, in this manner, be expressed by such compositions
—qualities, it is obvious, which are the foundation, both of
sublimity and beauty in other cases, and which may, undoubt.
edly, be the foundation of such characters in musical composi-
tion, even although it shouid have no other or more affecting
expression to recommend it. Nor is this all; such compositions
are not read in private, but are publicly recited. There is,
therefore, the additional circumstance of the performance to
be attended to—a circumstance of no mean consequence, and
of which every man will acknowledge the importance, who
recoilects the different effects the same composition has pro-
duced on him, when performed by different people. There is,
therefore, the judgment, the taste, the expression of the per-
former, in addition to all those different qualities of excellence
which may distinguish the composition; and the whole effect
is similar to that which every one has felt from any celebrated

e —_————

to do? How is such a species of composition regarded by those who are
instructed in mueic? How does a song or an air always affect us? How, an
overture; and of it, what is obeerved? What qualities may be expressed by
such compositions; and of them, what is remarked? As such compositions
ave publicly recited, what follows ; and of this circumstance, what isremarked ?
In addition to these advantages, what others has it ; and the whole effect is
similarto what? What remark follows? While music posseeses this power,
20
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piece of poetry, when recited by an able and harmonious de-
claimer. Even to the very worst music this gives an effect,
and the effect may easily be conceived when the music also is
good. . .

III. While music has this power in expressing some of the
most interesting and affecting passions of the human mind;
and is, in its more artificial state, significant to us of so many
pleasing and delightful qualities, it will not, I hope, be con-
sidered rash, if I presume to think that from these associations
it derives ail its power in producing the emotions of sublimity
or beauty, and that wherever it does produce either of these
effects, it is by being expressive to us, either of some interest-
ing passion, or of some valuable and pleasing quality in the
composition, or the performance.

When any musical composition affects us with the emotions,
either of sublimity or beauty, it should seem that this effect
must arise from one or other of the following causes : 1st, From
the nature of the single or individual sounds which enter into
the composition. 2dly, From the nature of the composition
itself, or from those laws, which, as has before been observed,
are necessary to render a succession of sounds agreeable, or
to constitute music: or, 3dly, From the associations we con-
nect with it, or the qualities of which it is expressive to us.
That the beauty or sublimity of single sounds is not a quality
of the sounds themselves, but arises from their expression, I
have already endeavored to illustrate. That the beauty of
musical compaosition does not arise from the second of those
cayses, or from the circumstances of the compesition itself, and
that it is altogether to be ascribed to the qualities of which it
is expressive to us, I am disposed to conclude from the follow-
ing considerations :

1. If the beauty of music arose from the regular composi-
tion of sounds, according to those laws, which are necessary

what opinion should not be considered rash? When any musical composition
affects us with the emotions, either of sublimity or beauty, from what must
this effect arise? What has our author already endeavored to illustrate?
From the following considerations, what is he disposed to conclude? I
the beauty of music arose from the regular composition of sounds, &c.
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to constitute music, or an agreeabie succession of soands, it
would necessarily follow, that every composition, where these
laws were observed, would be beautiful. Every man, however,
knows that there is a very wide distinetion between music and
beautiful music. If a composition is expressive of no senti-
ment, a common hearer feels no beauty from it: if it is quite
common, and has neither novelty nor skil in it, a connoisseur
in music feels as little. If it has neither one nor the other, all
the world pronounce it bad musie. Yet such a composition
may be perfectly regular, may be in obedience to the strictest
laws of composition ; and will give to every one that inferior
pleasure which arises from a regular succession of sounds.
As there is, therefore, a very evident distinction between that
mechanical pleasure which we receive from mere music, and
that delight which we feel from music when beautiful or
sublime, it is obvious that the mere regular composition of
related sounds, is not the cause of the emotions either of
sublimity or beauty.

2. If the beauty of music arose from any of those qualities,
either of sound, or of the composition of sounds which are
immediately perceivable by the ear, it is obvious, that this
would be expressed in language, and that the terms by which
such music was characterized, would be significant of soma
quality or qualities discernible by the ear: If, on the contrary,
this beauty arises from the interesting or affecting qualities of
which it is expressive to us, such qualities, in the same manner,
ought, in common language, to be assigned as the causes of
this emotion ; and the terms by which such music is character-
ized ought to be significant of such qualities. That the last is
the case, I think there can be no dispute. The terms plaintive,
tender, cheerful, gay, elevating, solemn, &c. are not only con.
stantly applied to every kind of music that is either sublime or
beautiful ; but it is, in fact, by such terms only that men ever

what would necessarily follow? What, however, does every man kmnow?
What remark follows; and of such a compoeition, what is observed? From
this, what conclusion is drawn 7 If the beauty of music arose from any of
those qualities, &c., what would obviously follow 7 If, on the contrary, this
beauty arises from the interesting or affecting qualities of which it is ex-
pressive to us, what should be the consequence 7 From what does it appear
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characterize the compositions from which they receive such
emotions. If any man were asked what it was that rendered
such an air so beautiful, he would immediately answer, because
it was plaintive, solemn, cheerful, &c. but he never would
think of describing its peculiar nature as a composition of
sounds. In the same manner, if he were accounting to any
person for the beauty or sublimity of any compesition—if he
were to describe it in the most accurate way possible, as having
particular characters of composition, he might, indeed, make
him wonder at his learning, but he would leave him as ignorant
as before, with regard to the source of its beauty. Were he
to tell him, on thie other hand, that it was expressive of melan-
choly, gaiety, or tenderness, he would make him understand, at
once, the reason of his emotion. If the beauty or sublimity of
music arose from the laws of its composition, the very reverse
of all this would obviously be the case.

It is observable, in the same manner, that even they who are
best acquainted with the principles of composition, and who
are most disposed to forget the end, in attending to the rules of
the science, never think of expressing the beauty or sublimity
of any piece of music, by terms significant of its nature as a
composition, but by such as are significant of some pleasing
or interesting association. If they forget the expression of
music, they never forget the merits of the composer. When
they speak, therefore, of the sublimity or beauty of any such
composition, if they are farther questioned upon the subject, it
will always be found, that it is either the learning, the inven-
tion, or the taste, which it displays, that they assign as the
foundation of their admiration, or some other quality, either in
the composition or performance, perfectly distinct from the
mere qualities, either of sound or composition. This universal

that this last is the caze? If any man were asked what it was that ren-
dered such an air so beautiful, what would he reply 7 In the same man-
ner, if he were accounting for the beauty or sublimity of any composition,
what would be the effect of minute description, and of expression of its
general characteristics? Under what circumstances would the reverse of
this be the case? What, in the sgame manner, is also observable? If they
forget the expression of music, what do they never forget? When they speak
of the sublimity or beauty of such composition, if farther questioned upon the
subject, what will they assign as the foundation of their admiration? Of
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language of mankind is not only a proof of the connexion be.
tween the beauty and sublimity of music, and the expressions
which it conveys; but it is impossible that this language
should ever have been either employed, or understood, if the
sublimity or beauty of music were independent of such expres.
sions.

3. If the beauty or sublimity of music depended solely upon
the nature of its composition, and was independent of the qua.
lities of which it is expressive, it would necessarily follow, that
the same compositions must always be beautiful or sublime,
which were once so ; and that in every situation they must
produce the same emotion, in the same manner as every other
object of sense uniformly produces its correspondent sensation.
The truth is, however, that no such thing takes place, and that on
the contrary, music is beautiful or sublime, only when it is ac-
commodated to the emotion which it is intended to express. If
the passion of revenge, for instance, were expressed by the
most beautiful composition of sounds conceivable, which either
naturaily, or from habit, were considered as expressive of ten-
derness, every man, instead of being affected with its beauty,
would laugh at its absurdity. In the same manner, if love or
tenderness were expressed by any sounds, or composition of
sounds, generally appropriated to the expression of rage, or re.
venge, however sublime they might be according to their own
expression, they would undoubtedly cease to be so by such an
appropriation. Instances of the same kind might easily be
multiplied. If we could suppose, that, by a miracle, the
present system of sounds in the human voice were altogether
changed ; that the tones which now express mirth, should then
express melancholy, the sounds which now express rage, should
then express tenderness, &c., and that a similar revolution
should, at the same time, take place in the expression of the
progress of sounds. I think every mun will allow, that the

what is this universal language of mankind a proof? If the beauty or sub-
limity of music depended solely upon the nature of its composition, éc., what
would necessarily happen? What, however, is the truth on this subject?
How is this illustrated from the passion of revenge—and.of love? Upon what
supposition would the whole system of music, of necessity, be changed ; and
what would follow? In such a cage, what would have undergone no revolu-
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whole system of music must, of necessity, be changed ; that a
new music must arise, accommodated to this change in the
system of expressive sounds, and that if it were net changed,
instead of affording us any emotions of beauty or sublimity, it
would either be unintelligible, or absolutely absurd : yet in such
a case, all that arises from the mere mechanical structure of
sounds would remain—all that is immediately perceived by the
ear, either in sound itself, or in the composition of sound, would
have undergone no revolution. There cannot well be a stronger
proof, that the beauty or sublimity of music arises from the
qualities which it expresses, and not from the means by which
they are expressed,

4. 1t is observable, that the beauty or sublimity of music is
felt by those who have no perception of the relation of sounds,
either in point of tune or time, and who, consequently, must be
unconscious of any pleasure that arises from the mere compo-
sition of sounds. Every one who will take the trouble of in.
quiring, will find many people who have, as is generally called,
no musical ear, who are unabled to learn the simplest tune, and
who can scarcely distinguish one tune from another, who are
yet sensible to the beauty or sublimity of music, and who feel
delight from different kinds of composition. The want of a
musical ear is notuncommeon ; but I believe there is no instance
of any person who isinsensible, either to the expression of dif-
ferent tones in the human voice, or who is not differently af-
fected by the different progress of sounds. In such cases,
although music has not the same extent of expression to them,
that it has to those who are born with a good ear, yet still it
has some expression ; and the proof of it is, that although
they cannot tell whether any note is just or not, or whether the
time of any composition is perfectly preserved, they can still
tell whether a song is gay or plaintive, whether fitted to inspire
mirth or melancholy. They have, therefore, that degree of
delight from it, which the scenes of nature usually inspire,

tion? Of what is this a strong proof? By whom is it observable that the
beaudy or sublimity of music is felt ? People of what kind will every one,
who will take the trouble of inquiring, find? Though the want of a musical
ear is not uncommon, yet of persons of what sort is there no instance ? In
such cases, what is observed; and what is the proof of this? What degree
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where a general but indistinct relation is observed to some in-
teresting or affecting qualities, and where, in consequence of
this relation, such scenes naturally tend to excite or to encou-
rage a correspondent eimotion ; but they are insensible to that
greater delight, which; as has already been shown, every man
of a good ear feels, both from the variety of this expression,
and from the continued and increasing interest which it awa-
kens. If the sublimity or beauty of music arose from the dis-
cernment of such relations as constitute the laws of composition,
it is obvious that they, who' are incapable of discerning such
relations, would be incapable, at the same time, of discovering
either its sublimity or beauty.

In the preceding observations, I have considered only the
permanent associations we have with musical composition, or
the expressions which are every where felt, both in the tone
and the time of such successions of sound, from their analogy
to the character and progress of sound in the human voice.
With music, however, we have often many accidental associa-
tions, both individual and national ; and the influence of such
associations upon our opinions of the beauty or sublimity of
music might be shown from many considerations. On the one
hand, from the dependence of the beauty of music upon the
temporary or habitual dispositions of bur minds—from the dif.
ferent effect which is produced by the same composition, ac-
cording to the associations we happen to connect with it—and
from the tendency which all national music has to render those
who are accustomed to it, insensible to the beauty of any fo-
reign music, from their association of particular sentiments with
peculiar characters or modes of composition : And, on the
other hand, from the influence of individual or national associa-
tions, in increasing the sublimity or beauty of music, both by
increasing its natural expressions, and by rendering these ex-
pressions more definite and precise. I am unwilling, how.-

of delight have they, therefore, for it; but to what are they insensible? If
the sublimity or beauty of music arose from the discernment of such relations
as constitute the laws of composition, what would follow? In the preceding
obeervations, what only has our author considered? With music, however,
what associations have we; and of their influence, what is observed? From
what, on the one hand, might this influence be shown? On the other, from



160 SUBLIMITY AND BEAUTY

ever, to swell these very imperfect remarks, by illustrations,
which every one can so easily prosecute for himself.

From the whole, I am induced to conclude, that music is
productive to us of two distinct and separate pleasures—

1. Of that mechanical pleasure, which, by the constitution
of our nature, accompanies the perception of a regular sucees.
sion of related sounds—

2. Of that pleasure which such compositions of sound may
produce, either by the expression of some pathetic or interest-
ing affection, or by being the sign of some pleasing or valuable
quality, either in the composition or the performance.

That it is to this last source the beauty or sublimity of musie
is to be ascribed, or that it is beautiful or sublime only when it
is expressive of some pleasing or interesting quality, I hope is
evident from the preceding observations.

what? To do what is our author unwilling? From the whole, what is he
induced to conclude? What is the first? What is the second? What, is it
hoped, is evident, from the preceding observations
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CHAPTER IIL

OF THE OBJECTS OF SIGHT.

Tue greater part of the external objects, in which we disco-
ver sublimity or beauty, are such as are perceived by the sense
of sight. It has even been imagined by some philosophers,
that it is to such objects only that the name of beauty is pro-
perly applied, and that it is only from analogy that the same
term is applied to the objects of our other senses. This opinion

- however, seems at first sight ill founded. The terms beauty
and sublimity are applied by all men to sounds, and even some-
times to smells. In our own experience, we very often find,
that the same emotion is produced by sounds, which is pro.
duced: by forms or colors ; and the nature of language suffi-
ciently shows, that this is conformable also to general experi-
ence. There seems no reason, therefore, for limiting the ob-
jects of sublimity or beauty, to the sole class of visible objects.

It must, however, be acknowledged, that by far the greatest
number of these objects are such as we discover by means of
this sense ; nor does it seem difficult to assign the reason of
this superiority. By the rest of our senses, we discover single
qualities of objects only ; but'by the sense of seeing, we dis.
cover all that assemblage of qualities which constitute, in our
imaginations, the peculiar nature of such objects. By our
other senses, we discover, in general, such qualities, only
when the bodies are in contact with us; but the sense of sight
affords us a very wide field of observation, and enables us to

By what sense are the greater part of external objects in which we discover
sublimity or beauty, perceived? What has, by some philosophers, been ima-
gined? Why does this opinion seem ill-founded? In our own experience,
what do we often find; and what does the nature of language sufficiently
show? For what, therefore, does there seem no reason? What may, how-
ever, be acknowledged? Why is it not difficult to assign the reason of this

21 .
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make them the objects of attention, when they are at very
considerable distances from ourselves. It is natural, therefore,
that the greater power of this sense should dispose us to
greater confidence in it, and that the qualities of bodies which
we discover by means of it, should more powerfully impress
themselves upon our imagination and memory, than those
single qualities which we discover by the means of our other
senses. The visible qualities of objects, accordingly, become,
to us, not only the distinguished characteristics of external
bodies, but they become also, in a great measure, the signs of
all their other qualities;.and by recalling to our miinds the
qualities signified, affect us, in some degree, with the same
emotion which the objects themselves can excite. Not only
the smell of the rose, or the violet, is expressed, to us, by their
colors and forms; but the utility of a machine, the elegance
of a design, the proportion of a column, the speed of the
horse, the ferocity of the lion—even all the qualities of the
human mind are naturally expressed to us by certain visible
appearances ; because our experience has taught us, that such
qualities are connected with such appearances, and the pre-
sence of the one immediately suggests, to us, the idea of the
other. Such visible qualities, therefore, are gradually con-
sidered as the signs of other qualities, and are productive, to
us, of the same emotions with the qualities they signify.

But, besides this, it is also to be observed, that by this sense
we not only discover the nature of individual objects, and
therefore naturally associate their qualities with- their visible
appearance ; but that by it also we discover the relation of
objects to each other; and that hence a great variety of ob-
jects in nature become expressive of qualities which do not
immediately belong to themselves, but to the object with
which we have found them connected. Thus, for instance, it
is by this sense we discover that the eagle inhabits rocks and
mountains ; that the red-breast leaves the woods in winter, to

superiority? What is, therefore, natural? Of the visible qualities of objects,
accordingly, what is observed ? How is this remark illustrated ; and why is
this the case? How are such visible qualities gradually considered; and of
what are they productive ? But besides this, what also is to be observed ; and
hence what follows? How is this illustrated from the eagle—the red-breast—



'OF THE MATERIAL WORLD. 163

seck shelter and food among the dwellings of men; that the
song of the nightingale is peculiar to the evening and the
night, &c. In consequence of this permanent connexion,
these animals acquire a character from the scenes they inhabit,
or the seasons in which they appear, and are expressive, to us,
in some measure of the character of these seasons and scenes.
It is hence that so many objects become expressive, which,
perhaps, in themselves, would never have been so; that the
curfew is so solemn from accompanying the close of day, the
twitter of the swallow so cheerful, from its being heard in the
morning, the bleating of sheep, the call of the goat, the lowing
of kine, so beautiful from their occurring in pastoral or roman-
‘tic situations ; in short, that the greatest number of natural
objects acquire their expression from their connexion with
particular or affecting scenes.

As, in this way, the visible qualities of objects become ex-
pressive to us of all the qualities which they possess; and be.
sides, in so many cases receive expression from their connexion
with other objects, it is extremely natural, that such qualities
should form the greatest and most numerous class of the objects
of material beauty. ,

I proceed to a more particular investigation of the sublimity
and beauty of some of the most remarkable classes of these
qualities.

SECTION 1.
OF THE BEAUTY OF COLORS,.
Tue greater part of colors are connected with a kind of

established imagery in our minds, and are considered expres-
sive of many very pleasing and affecting qualities.

and the nightingale 7 What is the consequence of this permanent connexion ?

Hence what follows? Why should such gualities form the greatest and most

. numerous class of the objects of material beauty? To what does our author
now proceed ?

With what are the greater part of colors connected ; and how are they con-

sidered? In what may these associations be included? When we have been
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These associations may, perhaps, be included in the follow-
ing enumeration : 1st, Such as arise from the nature of the
objects thus permanently colored: 2dly, Such as arise from
some analogy between certain colors, and certain dispositions
of mind: and 3dly, Such as arise from accidental connexions,
whether national or particular.

1. When we have been accustomed to see any object capa-
ble of exciting emotion, distinguished by some fixed or perma-
nent color, we are apt to extend to the color, the qualities of
the object thus colored; and to feel, when separated from it,
some degree of the same emotion which is properly excited by
the object itself. Instances of this kind are within every per-.
son’s observation. White, as it is the color of day, is expres.
sive to us of the cheerfulness or gaiety which the return of day
brings. Black, as the color of darkness, is expressive of gloom
and melancholy. The color of the heavens, in serene weather,
is blue: blue therefore is expressive to us of somewhat the
same pleasing and temperate character.- Green is the color of
the earth in spring: it is consequently expressive to us of some
of those delightful images which we associate with that season.
The colors of vegetables and minerals acquire, in the same
manner, a kind of character from the character of the species
which they dlstmguxsh With the expression of those colors,
which are the signs of particular passions in the human coun-
tenance, and which, from this connexion, derive their effect,
every one is acquainted-

2. There are many colors which derive expresswn from
some analogy we discover between them and certain affections
of the human mind. Soft or strong, mild or bold, gay or
gloomy, cheerful or solemn, &c. are terms in all languages
applied to colors—terms obviously metaphorical, and the use
of which indicates their connexion with particular qualities of
mind. In the same manner, different degrees or shades of the

accustomed to sec any object capable of exciting emotion, distinguished by -
some permanent color, to it what are we apt to extend; and to feel what?
How is this remark illustrated from the colors of white—black—the color of
the heavens—green—and the colors of vegetables and minerals? With what
is every one acquainted ? From what do inany colors derive their expression ?
What are cxamples; and what is obeerved of them? In the same manner,
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same color have similar characters, as strong, or temperate, or
gentle, &c. In consequence of this association, which is, in
truth, so strong, that it is to be found among all mankind, such
colors derive a character from this resemblance, and produce,
in our minds, some faint degree of the same emotion, which the
qualities they express are fitted to produc‘e.

3. Many colors acquire character from accidental associa.
tion. Purple, for instance, has acquired a character of dignity,
from its accidental connexion with the dress of kings. The
colors of ermine have a similar character from the same cause.
The colors, in every country, which distinguish the dress of
magistrates, judges, &c. acquire dignity in the same manner.
Scarlet, in this country, as the color which distinguishes the
dress of ‘the army, has, in some measure, a character corres-
pondent to its employment ; and it was perhaps this association,
though unknown to himself, that induced the blind man, men.-
tioned by Mr. Locke, to liken his notion of scarlet to the sound
of atrumpet. Every person will, in the same manrer, proba-
bly recollect particular colors which are pleasing to him, from
their having been worn by people whom he loved, or from some
other accidental association.

In these several ways, colors become significant, to us, of
many interesting or affecting qualities, and excite, in us, some
degree of the emotions which such qualities, in thmeselves, are
fitted to produce. ~Whether some colors may not, of them-
selves, produce agreeable sensations, and others, disagreeable
sensations, I am not anxious to dispute : but wherever colors
are felt as producing the emotion of beauty, that it is by means
of their expression, and not from any original fitness in the
colors, themselves, to produce this effect, may, perhaps, be
obvious from the following considerations :—

1. The different sentiments of mankind, with regard to the
beauty of colors, are inconsistent with the opinion that such

what i3 observed of different degrees or shades of the same color ; and of this
association what is remarked? How does it appear that many colors acquire
character from accidental association? What was the effect of this associa-
tion upon the blind man mentioned by Mr. Locke? In the same manner,
what will every person probably recollect? In these several ways, of what do
colors become significant ; and what excitement do they produce? What is
our author not anxious to dispute; but from the following considerations,
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qualities are beautiful in themselves. Itis impossible to infer,
that because any particular color is beautiful in one country, it
will also be beautiful in another : and there are, in fact, many
instances where the same color produces very different opi-
nions of beauty in different races of men. Black, to us, is in
general an unpleasant color. In Spain, and in Venice, it is
otherwise. Yellow is, to us, at least in dress, a disagreeable
color. In China, it is the favorite color. White is, to us,
extremely beautiful. In China, onthe contrary, it is-extremely
disagreeable. Instances of the same kind must have occurred
to every person.

If we inquire, on the other hand, what is the reason of this
difference of opinion, we shall uniformly find that it arises from
the different associations which these different people have with
such colors ; and that their opinion of their beauty is perma-
nently regulated by the nature of the qualities of which they
are expressive. Black is to us an unpleasent color, because it
is the color appropriated to mourping. In Venice and Spain,
it is the color which distinguishes the dress of the great. Yel-
low is in China the imperial color, and sacred to the emperor
and his property : it is therefore associated with ideas of mag.
nificence and royalty. Among us it has no distinct associa-
gion, and is, therefore, beautiful or otherwise, only according to

Ults degree, or shade. White is beautiful to us in a supreme

degree, as emblematical, both of innocence and cheerfulness.
In China, on the other hand, it is the color appropriated to
mourning, and consequently, very far from being generally
beautiful. In the same manner, wherever any peculiar colors
are permanently favorite, there will always be found some
pleasing associations which the people have with that coler,
and of which they, in some measure, consider it significant.

2. It is farther observable, that no colors, in fact, are beau-
tiful, but such as are expressive to us of pleasing or interesting

what may be obvious? What are inconsjstent with the opinion that such
qualities are beautiful in themselves? What is it impossible to infer; and
of what are there many instances? How is this illustrated from black, yel-
Jow, and white 7 If we inquire what ie the reason of this difference of opinion,
what shall we find it to be? How is this remark illustrated from the different
effecta of black, yellow, and whitc? In the same manner, wherever any pe-
culiar colors are permanently favorite, what will follow? What is farther
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qualities. All colors obviously are not beautiful: the same
colors are beautiful only when they are expressive of such
qualities ; and, in general, I believe it will be found, that among
all the variety of colors with which we are acquainted, those _
only are beautiful which have similar expressions.

The common colors, for instance, of many indifferent
things which surround us, of the earth, of stone, of wood, &c.
have no kind of beauty, and are never mentioned as such.
The things, themselves, are so indifferent to us, that they
excite no kind of emotion, and of consequence their colors
produce no greater emotion, as the signs of such qualities, than
the qualities themselves. The colors, in the same manner,
which distinguish the ordinary dress of the common people,
are never considered as beautiful. It is the colors only of
the dress of the great, of the opulent, or of distinguished pro-
fessions, which are ever considered in this light. The colors
of common furniture, in the same way, are never beautiful :
it is the colors only of fashionable, or costly, or magnificent
furniture, which are ever considered as such. .

It is observable, farther, that even the most beautiful colors,
or those which are expressive to us of the most pleasing asso-
ciations, cease to appear beautiful whenever they are familiar,
or when the objects which they distinguish have ceased to
produce their usual emotions, The blush of the rose, the
blue of a serene sky, the green of the spring, are beautiful
only when they are new, or unfamiliar. In a short time we
observe them with the same indifference with which we ob-
serve the moest common and unnoticed colors. That, in the
same manner, our perception of their beauty depends on the
state of our own minds, and that it is only in seasons of sensi-
bility that we are conscious of it, is a fact which every man
knows so well from his own experience, that it would be
needless to illustrate it.

It may be observed, also, that no new color is ever beau-

obaervable ; and what remarks follow 7 How is this illustrated from the com-
mon colors of many indifferent things which surround us?-—-the ordinary
dress of the common people—the dress of the great 7—and common and coetly
furniture? When do the most beautiful colors cease to appear beautiful ?
What illustration follows? With what fact, also, is every man so familiar,
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tiful, until we have acquired some pleasing association with it.
This is peculiarly observable in the article of dress; and
indeed it is the best instance of it, because in such cases, no
other circumstance intervenes by which the experiment can
be influenced. Every man must have observed, that, in the
great variety of new colors which the caprice of fashion is
perpetually introducing, no new color appears at first to be
beautiful. We feel,on the contrary, a kind of disappointment,
when we see such a color in the dress of those’ who regulate
the fashions, instead of that which used to distingnish them ;
and even, although the color should be such, as in other sub.
Jects we consider as beautiful, our disappointment still over-
balances the pleasure it might give. A few weeks, even a
few days, alter our opinion ; as soon as it is generally adopted
by those who lead the public taste, and has become, of con-
sequence, the mark of rank and elegance, it immediately be-
comes beautiful. This, it is ohservable, is not peculiar to
colors that, in themselves, may be agreeable; for it often
happens, that the caprice of fashion leads us to admire colors
that are disagreeable; and that not only in themselves, but
also from the associations with which they are connected.
A plain man would scarcely believe, that the colors of a glass
bottle, of a dead leaf, of clay, &c. could ever be beautiful;
yet within these few years, not only these, but some much
more unpleasant. colors that might be mentioned, have been
fathionable and admired. As soon, however, as the fashion
changes—as soon as they whose rank or accomplishments give
this fictitious value to the \colors they wear, think proper to
desert them, so soon the beauty of the color is at an end. A
new color succeeds; a new disappointment attends its first
appearance : its beauty is gradually acknowledged ; and the
color which was formerly the favorite, sinks into neglect and

that it would be needless to illustrate it? Of new colors, what is obeerved ?
In what is this peculiarly the case; and why is it the best instance of it ?
What must every man have observed ; and when do we, on the contrary, feel
a kind of disappointment? When does it become beautiful? How does it
appear that this is not peculiar to colors that, in themselves, may be agreea-
ble? What would a plain man scarcely believe; yet what follows? When
does a new color succeed; and what follows? Under what circumstances
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contempt. If the faculty by which the beauty of colors is
perceived, had any analogy to a sense, it is obvious that such
variations, in our opinion of their beauty, could not take place.

3. When the particular associations we have with such
colors are destroyed, their beauty is at the same time also de-
stroyed.

The different machines, instruments, &e. which minister to
the convenience of life, have in general, from the materials of
which they are composed, or from the uses to which they are
applied, a fixed and determined color. This color hecomes
accordingly in some degree beautiful, from its being the sign
of such qualities; and although this effect is, in a great mea-
sure, lost from the frequency of observation, it is still observahle
upon many occasions. Change the accustomed color of such
objects, and every man feels a kind of disappointment. This
is so strong, that even if a color more generally beautiful is
substituted, yet still our dissatisfaction is the same, and the new
color, instead of being beautiful, becomes the reverse. Rose-
color, for instance, is a more beautiful color than that of ma-
hogany ; yet if any man were to paint his doors and windows
with rose.color, he would certainly not add to their beauty.
The color of a polished steel grate is agreeable, but is not, in
itself, very beautiful. Suppose it to be painted green, or violet,
or crimson, all of which are much more beautiful colors, and
the beauty of it will be altogether destroyed. The colors of
cedar, of mahogany, of satin-wood, are not nearly so beautiful
as many other colors that may be mentioned. There is no
color, however, with which such woods can be painted, that
would be so beautiful as the colars of the woods themselves;
because they are very valuable, and the colors are, in some
measure, significant to us of this value. Instances of this kind
are innumerable.

There are different professions in every country, which are
distinguished by different colored dresses. ~Whatever may

could not such variations take place ? Of the different machines, instruments,
&c., that minister to the convenience of life, what iz remarked? From what
does this color become, in some degree, beautiful ; and what is said of this ef-
fect? Change the accustomed color of such objects, and what will follow ?
Of the strength of this disappointment, what is observed 7 How is this illus-
trated from the color of roae-wood%gfrom a polished grate -—and from the
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have led to this appropriation, and however fanciful and extra-
vagant it may sometimes be, after it is established, there is felt
a kind of propriety in the dress; and it is strongly associated
in our minds with the qualities which such professions seem to
indicate. We are in some measure disappointed, therefore,
when we see a professional man not in the dress of his profes-
sion ; and when he is in this dress, we conceive that there is a
propriety and beauty in such a color. Change the colors of
these several dresses, and all this species of beauty is destroyed.
We should not only laugh at the supposition of the army and
navy being dressed in black, and the church and the bar in
scarlet ; but we should feel, also, a discontent, as if these colors
had, in themselves, a separate expression, and were in these
cases misapplied. Even in reversing the dress of individuals
of these different professions, the whole beauty of their dress
is destroyed ; and we are conscious of a feeling of impropriety,
as if the qualities which are peculiar to such professions were
necessarily connected with the dress they wear. So strong is
this association even in trifles, and so naturally do colors be-
come expressive to us of the qualities with which we have found
them generally connected.

In natural objects the same circumstance is very apparent.
There are colors, perhaps, more generally beautiful than those
which distinguish trees, or rocks, or waters, or cottages, or
ruins, or any of the ordinary ingredients of rural ‘scenery ;
yet no colors, but the natural, could possibly be beautiful, in
the imitation of such scenes; because no other colors could
be expressive, to us, of those qualities which are the sources
of our emotion from such objects in nature. That all the
beauty, in the same manner, of plants or animals, would be
destroyed, if any new colors, however generally beautiful,
were substituted in the place of those by which nature has

colors of cedar, mahogany, and satin wood? What is remarked of colors pe-
culiar to the dresses of particular professions? When we see a professional
man not in the dress of his profession, and when he is in this dress, how are
we affected? Change the color of these several dresses, and what will be the
consequence? How is this illustrated? What is the effect of reversing the
dress of individuals of the different professions? How does it appear that in
natural objects the same circumstance is apparent ? Of the obviousness of the
beauty of plants and animals, from the same associations, what is remarked ?
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distinguished their different classes, and which are of conse-
quence associated in our minds with all the qualities which
they possess, is so obvious, that it is altogether unnecessary to
attempt the illustration of it. That this principle applies also
to the colors of dress, and that the same color is beautiful or
not, as the expression which it has is suited to the character
or situation of the person who wears it, every person may satisfy
himself by a little attention. As thus there is no color what-
ever, which, in all situations, is beautiful, and as, on the con.
trary, the beauty of every color is destroyed, whenever the as.
sociations we have with it are dissolved, it seems reasonable to
conclude, that the beauty of such qualities arises from their
expression, and not from any original fitness in them to produce
this emotion.

4. If the beauty of colors arose from any original fitness in
them to produce this emotion, it is apparent, that they who are
incapable of such perceptions, must be incapable of such emo-
tion. That the blind, however, may receive the same delight,
from the ideas which they associate with colors, that they do}
who see, is a fact of which I think every one will be convinced,
who _reads the poems of Dr. Blacklock. No man who is not
acquainted with the history of their ingenious author, could
perceive that he had the misfortune to lose his sight in early
infancy. That from cenversation, and from the perusal of
baoks of poetry, it was possible for him to learn the distinguish-
ing colors of certain objects, and to apply them with sufficient
propriety in his own verses, I do not deny ; but the circumstance
of importance at present is this, that his poetry is full of the
same sentiments, and expresses the same admiration with
regard to the different visible qualities of matter, with that of
poets who have had no such defect; and that the same power
is ascribed to them in producing the emotions of beauty, and
with as great accuracy with regard to particular instances, as in

Of what may every person satisfy himself by a little attention? What con-
clusion seems reasonable? If the beauty of colors arose from any ongma.l
fitnesa in them to produce this emotion, what is apparent 7 Of what will every
one be convinced, who reads the poems of Dr. Blacklock? What could no
man, unacquainted with his history, perceive? What does our author not
deny; but at present what is the circumstance of importance? If our per-
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the compositions of these who have had the sense of sight in
its fullest perfection. If our perception of the beauty of
colors arose from some original fitness in such qualities to pro-
duce this emotion, it is obvious, that the blind must be as inca-
pable of perceiving this beauty, as of perceiving the colors
themselves ; but if the beauty of colors arises from the asso.
c¢iations we connect with them, this fact, in the case of Dr.
Blacklock, admits of a very simple solution. From reading,
and from conversation, he has acquired the same associations
with the words that express such colors, as we have with the
colors themselves ; that the word white, for instance, signifies
a quality in ohjects expressive of cheerfulness and innocence ;
the word purple, the quality of majesty; the word black, the
quality of gloom and melancholy, &c. In this case, it is ob-
vious, that he may feel the same emotions from the use of these
words, that we do from the colors which' they express; and
that from the permanence of these associations in a great va-
riety of cases, he may apply the terms with sufficient propriety,
either in sublime or beautiful description. As this is, in reality,
the case, it seems to be a very strong confirmation of the
opinion, that the beauty of such qualities arises from the asso.
¢iations we connect with them, and not from any original or
independent beauty in the colors themselves.

cepiion of the beauty of colors arose from some original fitness in such quali-
ties to produce this emotion, what is obvious ; but what follows? From read-
ing and from conversation, what has he acquired? What instances are men-
tioned? In this case what may he feel :-and what may he do? As this is, in
reality, the case, of what opinion does it seem to be » very strong confirma-
tion ?
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CHAPTER 1V.

OF FORMS.

Or all material qualities, that which is most generally, and
most naturally productive of the emotions of sublimity and
beauty, is form. Other qualities may be separated from most
objects, without destroying their nature ; but the form of every
material object, in a great measure, constitutes its nature and
essence, and cannot be destroyed, without destroying the indi-
vidual subject to which it belongs. From whatever cause,
therefore, the beauty of any material object proceeds, it is na-
tural to ascribe it to the form, or to that quality which most in-
timately belongs to the object, and constitutes its essence to
our senses. The common opinion, therefore, undoubtedly is,
that forms, in themselves, are beautiful ; that there is an origi-
nal and essential beauty in some particular forms; and that
this quality is as immediately discernible in them, as the forms
themselves.

Philosophers, however, have not been satisfied with this com.
mon opinion. The supposition of such an original and inde-
pendent beauty in forms, has been found inconsistent with many
phenomena, and some more general principle was wanted, un.
der which the different facts upon this subject might be tolera-
bly arranged. Many theories, accordingly, have been formed
to account for this species of beauty. Some have resolved it
into a sense of proportion, and endeavored to establish, by

Of all material qualities, which is most naturally productive of the emotions
of sublimity and beauty? What is remarked of other qualities; but of form,
what is observed? What remark follows? What, therefore, is the common
opinion? Of the supposition of such an original and independent beauty in
forms, what is obeerved 7 §Among the many theories that have been forrmed
to mccount for this epecies of beauty, into what have some resolved it; and
what have they endeavored to establish? What farther opinions have been
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analogy from our other senses, certain proportions which are
immediately and permanently beautiful. Others have ac-
counted for this beauty from the union of uniformity and vari-
ety. Some have supposed it to arise from the consideration of
utility. Others have asserted, that the beauty of forms arises
from their commonness, and that the beautiful form is that
which is most generally met with in objects of the same
kind. Mr. Hogarth, in opposition to all, considers the beauti-
ful form, as being described by lines of a particular kind, and
has produced a great variety of instances in support of his
opinion,

It is not my design at present, to enter into any examination
of these several opinions. In all of them, I believe, there is
something true to a certain extent; though I believe also, that
they have arisen from a partial view of the subject, and are in-
adequate to account for the greater number of the phenomena.

I may be allowed, however, to observe, that of the two, the
common opinion is by much the most defensible. To reduce
the great variety of instances of beauty in forms to any single
principle, seems, at first. sight, altogether impossible ; not only
from this variety, but also, in innumerable cases, from the con-
trary nature of the forms, which, in fact, are beautiful. Asno
theory, besides, can possibly be maintained without some founda-
tion in nature, the number of theories which have been pro-
duced upon this subject, are, in themselves, an evidence, that
this beauty arises from more causes than any one of these
theories comprehends. -

The prineiple which I have endeavored to illustrate, with
regard to the beauty and sublimity of sounds and colors, will,
perhaps, be found to be equally applicable to the beauty or
sublimity of forms: and as far as I can judge, is free from the
objections which may be stated, both to the common and the
philosophical opinions. In the observations which follow, I

maintained? What is Mr. Hogarth’s opinion? What is not, at present, our
author’s design ; and what does he, of all of them, believe? What, however,
may he be allowed to observe? What seems, at first, altogether impossible ;
and why? As no theory can possibly be maintained without some foundation

in nature, what follows? The principle already illustraied is equally appli-
cable 1o what; and from what is it free? Inthe obgervations that follow,
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shall therefore endeavor to shew, that the sublimity or beauty
of forms arises altogether from the associations we connect
with them, or the qualities of which they are expressive to us;
and I shall endeavor to explain, with as much accuracy as I
am able, the different expressions of which forms are suscepti-
‘ble, and which are the foundation of that sublimity and beauty
which we aseribe to them. The importance of the subject,
will, I hope, be :ny excuse for the length, and perhaps for the
tediousness of seme of these illustrations.

Forms are naturally divisible into twe kinds, into animated
and inanimate forms. It is the latter of these only which I
propose at present to consider ; as it is obviously necessary first
to consider the source of the beauty of which form itself is capa-
ble, before we can properly ascertain that superior beauty
which arises from animation,

With regard to inanimate forms, the principal expressions
which they have to us, seem to me to be, 1st, The expressions
of such qualities as arise from the mature of the bodies distin-
guished by such forms; and, 2dly, The expressions of such
qualities as arise from their being the subject or production of
art. The first of these constitutes what may be called their
NATURAL beauty; the second, what may be called their RELA-
TIvE beauty. There is, also, another source of expression in
such qualities from accidental association, and which, perhaps,
may be termed their AccIDENTAL beauty.

Upon each of these sources of the beauty of forms, I shall
offer some observations.

therefore, what shall our author endeavor to show; and what shall he en-
deavor to explain? Of the importance of the work, what is observed? Into
what two kinds are forms naturally divigible? Why does our author propose
to consider the latter only? What seems to be the principal expression of
jnanimate forms? What do they respectively constitute? What other
source of expresgion is there ? .
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SECTION L

OF THE NATURAL SUBLIMITY AND BEAUTY OF FORMS.

PART 1.

OF THE SUBLIMITY OF FORMS.

Tus sublimity of inanimate forms seems to arise chiefly from
two sources: lst, From the nature of the objects distinguished
by that form ; and, 2dly, From the quantity or magnitude of
the form itself. There are other circumstances in the nature
of forms, which may extend or increase this character; but I
apprehend that the two now mentioned, are the only ones,
which, of themselves constitute sublimity. Both of them, I be-
lieve, are productive of this effect, by being expressive to us of
qualities capable of exciting very strong emotions.

. I. 1. The forms which distinguish bodies that are connected
in our minds with ideas of danger or power, are in general
sublime. There is scarcely any thing in inanimate nature
more remarkably so, than all those forms which are appropri-
ated to the instruments of war. The forms of cannon, mor-
tars, &c, have all a character of this kind. Military ensigns,
although approaching to very common and neglected forms, par-
take of the same character. There are few thingsmore sublime
than the forms of armor, particularly the steel armor, which
was in use in the middle ages. Even the familiarity of common
use does not altogether destroy this effect—the sword, the spear,
the javelin, the dagger, are still sublime forms, and enter with
propriety, into the sublimest descriptions, either of poetry or
painting.

From what two sources does the sublimity of inanimate forms seem to
arise? Of other circumstances in the nature of forms, what does our author
remark? How are both of them expressive to us of this effect? What
forms are, in general, sublime? What forms are remarkablyso? What are
examples 7 Of military ensigns, and of the forms of armor, what is ob-
served? What is remarked of the effect of the familiarity of common use;
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2. The forms that in general distinguish bodies of great du.
‘ration, and, which, of consequence, express to us great power
or strength, are in most cases sublime. In the vegetable king-
.dom, the forms of trees are sublime, principally in proportion
to their expression of this quality. . Nothing is more sublime
than the form of rocks, which seem to be coéval with creation,
-and which all the convulsions of nature have not been able to
destroy. The sublimest of all mechanical arts is architecture,
-principally from the durableness of its productions ; and these
-productions are, in themselves, sublime, in proportion to their
antiquity, or the extent of their duration. The Gothic castle
is still more sublime than all, because, besides the desolation of
time, it seems also to have withstood the assaults of war.

3. The forms which distinguish bodies that are connected in
-our minds, with ideas of splendor or magnificence, are in
-general sublime. The forms of the throne, the sceptre, and the
diadem, approach, in faet, to very common and very neglected
forms, yet they are all sublime, from being the signs of the
-splendor and magnificence of royalty. The triumphal car, and
the triumphal arch, are sublime forms, from similar associations.

4. The forms in the same manner, which distinguish bodies
connected in our minds with ideas of awe or solemnity, are in
general sublime. The forms of temples, although very different
as forms, have, in all ages been accounted as sublime. Even
the most common forms employed in religious service, derive
-a character of this kind from the qualities with which they are
connected. The thunderbolt of Jupiter, the trident of Neptune,
&c. seem to have been considered by the ancients as sublime
-forms, although, in themselves, they are insignificant. The
forms of all those things, in the same manner, which are em-
ployed in the burial of the dead, are strikingly sublime. The
pall, the hearse, the robes of mourners, &c. even the plumes,

and what instances of illustration are mentioned? What other forms are
also in most cases sublime? How is this illustrated frum the forms of trees
—the forms of rocks—the forms of architecture—and the gothic castle? What
other forms are, in general, sublime? How is this illustrated from the forms
of the throne, the sceptre, the diadem, and the triumphal car and arch? What
other forms are, in general, in the same manner sublime? How is this iltus-
trated from the forms of temples—the forms employed in religious service—the
thunderbolt of Jupiter—and in the pall, the hearse, and the robes of mourning ?

23
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which in general are so beautiful, and the color of which is in
most cases so cheerful, are, in this situation, above all other
things, powerfully sublime.

That these and probably other associations of a similar kind,
have an effect in bestowing sublimity upon the forms which
generally distinguish such bodies, every person, I think, will
be satisfied, both from his own experience, and frem conversa.
tion. That the sublimity of such forms arises from the qualities
which they express, and not from an original fitness in any pe-.
culiar form to produce this emotion, is so apparent, from the
single consideration of the great variety of forms that are sub.
lime, that I will not fatigue the reader by any further illustra-
tion of it, :

II. The sublimity of forms, in many cases also, arises from
their magnitude ; and this quality, alone, is often sufficient to
bestow sublimity. With magnitude, accordingly, we have
many distinct and powerful associations.

In animal forms, magnitude is strongly associated in our minds
with the idea of proportionable power or strength ; and is chiefly
sublime from its expression of this quality. Animals of great
size, but feeble or harniless, are so far from being sublime, that
they are in general contemptible—a fact which may easily be
observed, even in the opinions of children.

In inanimate forms, magnitude seems to have different ex-
pressions to us, according to its different appearance or de-
scription.

Magnitude in height, is expressive of elevation and magna-
nimity. 'The source of this association is so obvious, and the
association itself so natural, that such qualities of mind, have,
in all ages, been expressed by these images, and such magni.
tudes described by terms drawn from these qualities of mind.

Magnitude in depth is expressive of danger or terror, and from

Of what may every one be satisfied, both from his own experience, and from
conversation? What remark follows? From what does the sublimity of
forms, in many cases, also arise; and of this quality, what is obeerved? In
animal forms, with what is magnitude strongly associated ; and why is it
sublime? What is remarked of feeble animals of great size? According to
what, does magnitude in inanimate forms vary in its expression? Of what
is magnitude in height expressive; and of this association what is observed?
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our constant experience, of images of horror. In all countries,
the popular hell is considered an unfathomable abyss, into which
the souls of the wicked are plunged.

Magnitude in length, is expressive of vastness, and when
apparently unbounded, of infinity; that being naturally ima-
ginred to be without end, to which we can discern none. It is
impossible to see a vast plain, and above all, the ocean without
this impression. In spite of the knowledge we have of the
immense space between us aud the fixed stars, and of the com.
paratively trifling distance between any two points in this globe,
yet the former is not nearly so sublime as the view of the
ocean without shore, or even of a great plain without bounds.

Magnitude in breadth, is expressive of stability, of duration,
and of superiority to destruction. Towers, forts, castles, &c.
are sublime in consequence of this association, though very
often they have no other considerable magnitude. The pyra- .
mids of Egypt are strikingly sublime in point of form, from this
expression, as well as from the real knowledge we have of their
duration. We are so accustomed to judge of the stability of
every thing by the proportion of its base, that terms borrowed
from this material quality, are, in every language, appropriated
to the expression of some of the sublimest conceptions we can
form—to the stability of nations, of empires, of the laws of na-
ture, and of the future hopes of good men.,

For the reality of these associations, I might appeal to every
man’s own experience, as well as to the common language of
mankind. That it is from such expressions, or from being the
sign of such qualities that magnitude is sublime, and not from
any original fitness in the quality itselfto produce this emotion,
seems to be obvious from the following considerations: lst,
That there is no determinate magnitude, which is solely or
peculiarly sublime, which would necessarily be the case, were

Of what is magnitude in depth expressive? How is this illustraied? Of
what i8 magnitude in length expressive; and why? What illustration of
this remark follows? Of what is magnitude in breadth expressive? How is
this illustrated from towers, forts, castles, and the pyramids of Egypt? What
remark follows? For the reality of these associations, to what might our
author appeal ? From what considerations does it appcar that the sublimity
of magnitude arises from such associations ?
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magnitude, itself, the cause of this emotion; 2dly, That the
same visible magnitude, which is sublime in one subjeet, is
often very far from being sublime in another, and vice versa :
and 3dly, That magnitude, according to its different appear-
ances, has different characters of sublimity corresponding to
the different expressions which such appearances have ; whereas
if it were, in itself, sublime, independently of all expression, it
would, in all cases, have the same degree, and the same cha.
racter of sublimity.

PART II.

OF THE NATURAL BEAUTY OF FORMS.

TuE most obvious definition of rorm, is that of matter,
bounded or circumscribed by lines. As no straight line, how-
ever, can include matter, it follows, that the only lines which can
constitute form, must be either angular, curved or winding lines.
Every form whatever must be composed, either by one or other
of these lines, or by the union of them.

When forms are composed by one of these lines solely, they
may be termed simpLE forms. When they are composed by
the union of them, they may be termed compLEX forms.

For the sake of perspicuity, I shall first eonsider what it is
that constitutes the beauty of simple forms, and then, what con.
stitutes the beauty of complex forms.

Simple forms may be considered as described, either by
angular or winding lines. These different forms seem to me
to be connected, in our minds, with very different associations,
or to be expressive to us of very different qualities. I shall beg
leave to mention some of these, without pretending to a complete
enumeration.

t 1. The greater part of those bodies in nature, which possess
hardness, strength, or durability, are distinguished by angular

What is the most obvious definition of form? As no straight line, how-
ever, can include matter, what follows? Of what must every form be com-
posed? When may forms be termed simple forms ; and when complex? For
the sake of perspicuity, what order does our author propose to pursue? How
may simple forms be considered? Of these different forme what is remarked?
What bodies are distinguished by angular forms; and what by winding or
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forms. The greater part of those bodies, on the contrary,
. which possess weakness, fragility, or delicacy, are distinguished
by winding or curvilinear forms. In the mineral kingdom, all
rocks, stones, and metals—the hardest and most durable bodies
we know, universally assume angular forms. In the vegetable
kingdom, all strong and durable plants are, in general, distin-
guished by similar forms. The feebler and more delicate race
of vegetables, on the contrary, are mostly distinguished by
winding forms. In the ‘animal kingdom, in the same ynanner,
strong and powerful animals are generally characterized by
angular forms; feeble and delicate animals by forms of the
contrary kind. In consequence of this very general connexion
in nature, these different forms become expressive to us of the
different qualities of strength and delicacy.

2. In all those bodies which have a progress, or which grow
and decay within our own observation, the same character of
form is observable. In the vegetable kingdom, the infancy or
youth of plants is, in general, distinguished by winding forms.
The infancy and youth of animals is, in the same manuer, distin-
guished by winding or serpentine forms ; their mature and per-
fect age, by forms more direct and angular. In consequence
of this connexion, forms of the first kind become, in such cases,
expressive to us of infancy, and tenderness, and delicacy; and
those of the second kind, of ma urity, and strength, and vigor.

3. Besides these very obvious associations, it is also to be
observed, that from the sense of touch, angular forms are ex-
pressive to us of roughness, sharpness, and harshness ; winding
forms on the contrary, of sofiness, smoothness, delicacy, and
fineness ; and this connexion is so permanent, that we immedi-
ately infer the existence of these qualities, when the bodies are
only perceived by the eye. There is a very strong analogy
between such qualities as are perceived by the sense of touch,

curvilinear? How is this illustrated from the mineral, the vegetable, and the
animal kingdoms? What is the consequence of this very general connexion
in nature? In what other bodies is the same character of form observable ?
What evidence of this is given from the vegetable and animal kingdoms?
What is the consequence of this connexion? Besides these very obvious as-
sociations, what is also to be observed? From the permanency of this con-
nexion what do we immediately infer 7 Between what qualities is there a very
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and certain qualities of mind ; as in all languages such qualities
are expressed by terms drawn from the perceptions of the ex-
ternal sense. Such forms, therefore, when presented to the
eye, not only lead us to infer those matcrial qualities which are
perceived by the sense of touch, but along with these, to infer
also those qualities of mind, which, from analogy, are signified
by such qualities of matter, and to feel from them some degree
of that emotion which these dispositions of mind, themselves,
are fitted to, produce. The epithets bold, harsh, gentle, and
delicate, are universally applied to forms. In all languages
figurative expressions of a similar kind will be found ; and
whoever attends, either to his own feelings, or to the meanings,
which men, in general, annex to such words in applying them
to forms, will, I believe, be convinced, that the emotion which
they signify, and are intended to signify, is founded upon the
associated qualities, and very different from the mere agreeable
or disagreeable sensation which the material qualities alone
convey,

1. The observations which I have now made, relate princi.
pally to simple curves, or to forms in which a single curvature
takes place ; as the curve of the weeping willow, of the young
shoots of trees, of the stem of the tulip, and the lily of the valley.
There is another species of form, commonly distinguished
by the name of the winding, or serpentine form, in which dif.
ferent curves take place, or in which a continued line winds
into several curvatures. . With this form, I apprehend we have
another, and a very important association—I mean that of ease.
From what cause this association arises, I will not now stop to
inquire ; but I conceive every one must have observed, that
wherever we find vegetables, or any other delicate or atte-
nuated body assume such forms, we are impressed with the
conviction of its being easy, agreeable to their nature, and free -

sirong analogy; and why? To what inferences do. such forms, when pre-
senterl to the eye, lead? What epithets are universally applied to forma? As
in all languages figurative expressions of a similar kind will be found, what
follows? To what do the observations now made principally relate ; and what
examples are given? What other species of form is there, and what is said
of it? What association have we with this form ; and what is observed of it ?
When such bodies, in the line of their progress, assume angular forms, what
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from force or constraint. On the contrary, when such bodies,
in the line of their progress, assume angular forms, we have a
strong impression of the operation of force—of something
that either prevents them from their natural direction, or that
constrains them to assume an unnatural one. That winding
forms are thus expressive to us of volition and ease, and an-
gular forms of the operation of force or constraint, appears
from a singular circumstance in language, viz. That, in general,
all the former directions are expressed by verbs in the active
voice'; a river winds, a vine wreaths itself about the elm, a
flower bends, &c. while, on the other hand, all directions of
the latter kind are expressed, in general, by the passive voice
of verbs. I believe, also, I may appeal to the observation of
the reader, whether from the winding of a river, of the ivy,
or of the tendrils of the vine, he has not an impression of ease,
of freedom, of something agreeable to the object : and whether,
in the contrary forms, in such cases, he has not an impression
of uneasiness, from the conviction of force having been ap.
plied, or some obstacle having occurred, to constrain them to
assume a direction unnatural to them. In general, therefore,
I apprehend, that winding or serpentine forms are expressive
to us of ease, and angular forms of force or constraint. Such
seem to me the principal associations we have with the great
division of simple forms; winding forms being expressive
to us of fineness, delicacy, and ease; and angular forms of
strength, roughness, and in some cases, of the operation of
force or constraint.

All forms, as perceived by the eye, are constituted by lines ;
and their beauty is dependent upon the nature of these con-
stituent parts. It is natural, therefore, to inquire, whether,
from such associations, any general principles can be formed,
which may direct the artist in the invention of beautiful forms,
by determining the character and expression of lines.

is the consequence? From what singular circumstance in language, does
this appear manifestly the case? For what does onr author think he may
also appeal to the reader? In general, therefore, what does he apprehend?
Of what are winding forms expressive ; and of what, regular? Of what are
all forms, as perceived by the eye, constituted ; and upon what is their beauty
dependent? What inquiry, therefore, is natural? How do lines differ?
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" Lines differ either in regard to their nature, or their direc-
tion.

1. Lines differ in regard to their nature according to the dif-
ferent degrees of their consistence or strength. Strong and
vigorous lines are expressive of strength and stability when
perpendicular ; and of some degree of harshness or roughness
when horizontal, or in an oblique direction. Fine and faint
lines are expressive of smoothness, fineness, and delicacy. In
any given number of straight lines, that is always most beauti-
ful which is finest, or which, while it preserves its continuity,
has the appearance of the smallest quantity of matter employed
in the formation of it. . Hence, in every subject, either of art
or nature, one of the principal causes of the beauty of delicate
outline.

2. Lines differ in their direction in two ways: they are
either even or uneven, that is, straight or irregular. Irregular
lines differ again ; they are either in angles or curves.

1. Even lines are expressive of softness and smoothness.

2. Uneven lines are either angular or winding.

Angular lines are expresdive of harshness, roughness, &c.

Winding lines of pliancy, delicacy, ease, &c.

The real and actual beauty of lines will be found to corres-
pond to those associations; and these are in fact the most
beautiful, which have the most pleasing or affecting expres-
sion. :

1. Strong and even lines express strength and smoothness:
they have therefore a degree of beauty. Fine and even lines
express delicacy and smoothness : they are, accordingly, more
beautiful than the former.

2. Strong and angular lines express strength and harshness:
they are therefore very seldom beautiful. Fine angular lines

According to what do lines differ in regard to their nature? Of what are
strong and rigorous linea expresgive; and of what are faint? In any given
number of straight lines, which is always most beautiful ; and hence, what
follows ? In what #wo ways do lines differ in their direction ? Of what are
even lines expressive—of what, uneven? Of what, angular lines—of what,
winding? On the real and actual beauty of lines, what remark follows?
What do strong and even lines express; and what follows ? What do fine
and even lines express; and what is the consequence? What do strong
and angular lines express; and what follows? What do fine angular lines
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express delicacy, together with roughness: they are beautiful
therefore only, when the expression of delicacy prevails over
the other. -

8. Strong and winding lines, express strength and gentle-
ness, or delicacy. Their effect is mutually destroyed, and they
are accordingly indifferent, if not unpleasing. Fine and wind-
ing lines express delicacy and ease : they are accordingly pe-
culiarly beautiful.

4. The least beautiful lines are strong and angular, and the
most beautiful are fine and winding.

Considering, therefore, lines in this abstracted view, and in-
dependent of the nature of the bodies which they distinguish,
it seems very natural to conclude, that those- forms will be the
most beautiful which are described by the most beautiful lines,
and that, of consequence, the serpentine or winding form must
necessarily be the most beautiful. It was this view of the sub.
ject which seems to have influenced Mr. Hogarth, in the
opinions which he published in his analysis of beauty. He
saw clearly, and his art afforded him continual proofs of it,
that the winding line was, of all others, the most beautiful.
He conceived therefore, that all forms must be beautiful in
proportion to the predominance of this line in their compo-
sition; and his opinion falls in so much with the general
observation of mankind, that it has been very universally
adopted.

If, however, the observations which I have made upon the
different expressions of forms are just—if the winding or ser-.
pentine form is beautiful, not of itself, and originally, but in
consequence of the associations we connect with it, it ought to
follow, that whenever this association is destroyed, the form
should be no longer beautiful, and that wherever the same asso-
ciations are connected with the contrary form, that form should
then be felt as beautiful,

express; and when only are they beautiful? Of strong and winding lines,
what is obeerved ; and what is said of fine and winding lines? What are the
least beautiful, and which the most beautiful linea? Considering, therefore,
lines in this abetracted view, what does it seem natural to eonclude? What
was the consequence of this view of the subject to Mr. Hogarth 7 If the ob-
servations which our author has made on the different expressions of forma

U
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That this is actually the case, I shall now endeavor to show
from several very familiar illustrations.

1. If such forms were, in themselves, beautiful, it is reason-
able to think that this should be expressed in language, and that
the circumstances of the form should be assigned as the cause
of our emotion. If, on the contrary, such forms are beautiful
from their being expressive of particular qualities, it is equally
reasonable to think, that, in common language, this expression
should be assigned as the cause of the emotion. That the
latter is the case, cannot, Ithink, well be disputed. No man,
when he is speaking of the beauty of any form, unless he has
some theory in his mind, thinks of ascribing it to the peculiar
nature of the form, or of describing its beauty to other people,
as consisting in this form. The terms, on the contrary, which
are generally used upon these occasions, are such as signify
some quality of which the form is expressive ; and the epithets
by which the beauty of the form is marked, are such as are
significant of these qualities, Among these qualities, those of
gentleness, fineness, or delicacy, as far as I can judge, are the
most remarkable, and the most generally expressed in common
language. In describing the beautiful forms of ground, we
speak of gentle declivities, and gentle swells. In describing
the beautiful forms of water, we speak of a mild current, gentle
falls, soft windings, a tranquil stream. In describing the beau-
tiful forms of the vegetable kingdom, we use a similar language.
The delicacy of flowers, of foliage, of the young shoots of
trees and shrubs, are expressions every where to be heard,and
which every where convey the belief of beauty in these forms.
In the same manner, in those ornamental forms, which are the
production of art, we employ the same language to express our
opinion of their beauty. The delicacy of a wreath, of a festoon,

are just, what ought to follow? If such forms were, in themselves, beauntiful,
what would be reasonable? If on ihe contrary, they are beautiful from being
expresgive of particular qualities, what is equally reasonable? How does it
appear that the latter is the case? What, on the contrary, are the terms
which are generally used on such occasions; and what epithets are employed?
Among these qualities, which are the most reasonable? How is this illue-
trated from our descriptions of the beautiful forms of ground—the beautiful
forms of water—the beautiful forms of the vegetable kingdom—and the deli-
cncy of flowers? In the same manner, in what forms do we use the ‘same
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of drapery, of a column, or of a vase, are terms universally
employed, and employed to signify the reason of our admira.
tion of their forms.

It may be observed also, that in comparing similar forms, and
determining with regard to their beauty, we employ the same
language ; and that the reason we assign for our preference of
one form to another, is in general, from its superior expression
of fineness or delicacy. In comparing two vases, or two
wreaths, or two festoons, or any other ornamental forms, a
person unacquainted with the theories of philosophers, when
he is asked the reason of his preference, very readily answers,
because it is more delicate ; but never thinks of assigning any
circumstance of the form itself, as the foundation of his admira.
tion. The least attention to the common languege of mankind
on such subjects, will sufficiently show how much the expres.
sion of delicacy determines the beauty of all ornamental forms,
In describing any beautiful form, in the same manner, to other
people, we usually employ the same language, and this lan.
guage is not only perfectly understood, but also immediately
conveys to others the conception of the beauty of this form.
If we were to describé the most beautiful vase in technical
terms, and according to the distinguished characteristics of its
form, no one but an artist would have any tolerable conception
of its beauty ; but if we were simply to describe it, as pecu.
liarly delicate in all its parts, I believe it would leave, with
every one, the impression of the beauty of its form. If how-
ever, there were any original and independent beauty in
particular forms, the description of this form would be alone
sufficient to convey the idea of its beauty, and the circumstance
of its delicacy or fineness would be as little able to convey this
idea, as that of its color.

language; and what are mentioned as examples? In comparing similar
forms, what may also be observed; and for our preference, what reason do
we assign? How is this illustrated from the comparison of two vases?
What will the least attention to the common language of mankind, on such
subjects, sufficiently show ? In describing any beautiful form to others, what
couree do we pursue ; and of the language we use what is obeerved? How
is this remark illustrated in the description of a vase? If; however, there
were any original and independent beauty in particular forms, what would
follow? What only does our author farther observe upon this subject? How
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I shall only farther observe upon this subject, that the lan.
guage and opinions of children, and of common people, are
inconsistent with the notion of any original or absolute beauty
in any particular forms.  Every form is beautiful to children
that distinguishes objects which they love, or in which they
take pleasure ; and so far are they, or the common people,
from having any conception of the abstract beaufy of any pe-
culiar forms, that it is very seldom they distinguish between'
the form and the subject formed, or feel any other emotion from
it, than as it is expressive to them of the qualities of the object
distinguished by that form. If, on the contrary, there were
any original and independent beauty in any peculiar form, the
preference of this form would be early and decidedly marked,
both in the language of children, and in the opinions of man.
kind.

As there appears, therefore, to be no form which is peculiarly
or solely beautiful, and as in winding or curvilinear forms, the
general nature of language seems to ascribe this beauty to thieir
expression of delicacy, and not to the mere circumstance of
form itself, it appears probable, that the beauty of such forms
arises from this expression, and not from any original fitness in
such forms to excite this emotion.

2. When this association is destroyed, or when winding or
curvilinear forms cease to be expressive of tenderness or deli-
cacy, I believe it will be found, that they cease alsoo be felt
as beautiful. The origin of our association of delicacy with
such forms arises, as I have before ohserved, from our general
experience, that bodies of such a kind are distinguished by
such forms. This association, therefore, will be destroyed,
when such forms are given tp, or assumed by bodies of a con-
trary kind. A '

The greater part of beautifu! forms in nature, are to be found
in the vegetable kingdom, in the forms of flowers, of foliage,
of shrubs, and in those assumed by the young shoots of trees.

is this remark illustrated ? If, on the contrary, there were any original and in-
dependent beauty in any peculiar form, what consequence would follow 7 What
conclusion is drawn from the preceding remarks 7 When this association is
destroyed, what is the consequence? From what does the origin of our asso-
ciation of delicacy with such forms arise; and when will this association be
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It is from them accordingly, that almost all those forms have
been imitated, which have been employed by artists for the
purposes of ornament and elegance : and whoever will take the
trouble of reviewing these different ornamental forms, will find
that they are almost invariably the forms of such vegetables, or
of such parts of vegetables, as are distinguished by the delicacy
and tenderness of their texture.

There are many parts, however, of the vegetable kingdom,
which are not distinguished by this character of delicacy.
The stem of some species of flowers, and of almost all shrubs,
the trunk and branches of trees, are distinguished by opposite
characters, and would, indeed, be unfit for the purposes of
vegetation if they were not. In these subjects, accordingly,
the winding or serpentine form is very far from being beau-
tiful, as it has no longer its usual expression of fineness or deli-
cacy.

In the smaller and feebler tribe of flowers, for instance, as
in the violet, the daisy, or the lily of the valley, the bending of
the stem constitutes a very beautiful form, because we immedi-
ately perceive that it is the consequence of the weakness and
delicacy of the flower. In the rose, on the contrary, and the
white lily, and in the tribe of flowering shrubs, a class of vege.
tables of greater strength, the same form assumed by the stem
is felt as a defect, and instead of impressing us with the idea of
delicacy, leads us to believe the operation of some force to
twist it into this direction. In the young and feeble branches
of such plants, however, this form is again beautiful, when we
perceive that it is the consequence of the delicacy of their
texture, and of their being overpowered by the weight of the
flower. In the vine or ivy, in the same manner, the winding

destroyed’? Where are the greater part of. beautiful forms in nature to be
found? From them, accordingly, what have been imitated ; and what will
the person find who will take the trouble of reviewing them? There are
many parts of the vegetable kingdom, however, that are not distinguished in
what manner? What illustrations of this remark are given? In these sub-
jects, accordingly, of the winding or serpentine form, what is observed ?
From the smaller and feebler tribe of flowers, as the violet, &c., how is this
illustrated— how from the rose, the white lily, &c.? In the young and feeble
branches of such plants, when is this form again beautiful 7 In the vine or
ivy, what constitutes very beautiful forms; and where are such forms felt as
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of the young shoots and feebler branches, constitutes very
beautiful forms. In the direction of the stem, on the other
hand, such forms are felt as a defect, as no longer expressive
of delicacy, but of force. Inthe growth of the stronger vege-

tables, as of trees, where we know and expect great strength,
nothing can be so far from being beautiful, as any winding or

serpentine form assumed by the trunk. The beautiful form of
such objects is of so very different a kind, that it is in the . op-

posite form only that we perceive it. In the direction of the

branches, the same character is expected, and a similar defect

would be felt in their assuming any regularly winding or cur-

vilinear form: It is only when we arrive at the young shoots,

and that only in their infant season, in spring, that we discover
again the serpentine form to be beautiful, because it is then

only that we perceive it to be really expressive of tenderness
or delicacy. Observations of this kind are within every per-
son’s reach, and I believe it will be found, that, in the vegeta-

ble kingdom, the winding or serpentine form is no longer beau-
tiful than while it is expressive of some degree of delicacy or
fineness, and that it ceases to be beautiful, whenever it is as-
sumed by bodies of a different kind.

All the different bodies which constitute the mineval king-
dom, are distinguished by a greater degree of hardness and
solidity, than is to be found in any other of the productions of
nature. = Such bodies, however, by different exertions of art,
may be moulded into any form we please; but the beauty of
the serpentine form, in such cases, is lost, from our conscious-
ness of the absence of that delicacy which, in general, accom-
panies such forms. It is possible, for instance, to imitate the
winding of the ivy, the tendrils of the vine, or the beauntiful
curves of the rose tree, in iron, or in any other metal. It is
possible also, to color such imitations in so perfect a manner,
as at first to deceive the spectator. If I am not mistaken,
however, the moment we are undeceived, the moment we know

adefect? In the growth of trees where is the beautiful to be found, and
where is it not 7 As obeervations of this kind are in every person’s reach,
what will be found true? How are the different bodies which constitute the
mineral kingdom distinguished? In such bedies, how is the beauty of the
serpentine form logt? How is this remark illusirated? When is the beauty
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that the subject is so different from that which characterizes
such forms in real nature, the beauty of the forms is destroyed,
and instead of that pleasing sentiment of tenderness which the
delicacy of the vegetables excites, a sentiment of disappoint.
ment and uneasiness succeeds—of disappointment, from the
absence of that delicacy which we- generally iufer from the
appearance of such forms; and of uneasiness, from the con.
viction of force having been applied to-twist the subject into so
unnatural directions. If the same observation is further pur«
sued, I think it will be found, in genera), that wherever the deli-’
cate forms of the vegetable world are imitated in metal, or any
other hard and durable substance, the character of the form is
lost,.and that instead of that lively emotion of beauty, which
we receive from the original forms, we are conscious of a feeling
of discontent, from the seeming impropriety of giving to such
durable substances a character which does not belong to them.

There are, however, undoubtedly, cases in which curvilinear
forms in such subjects are beautiful; I apprehend, that
this takes place only when a kind of adventitious delicacy
is given to such substances, and consequently the same cha-
racter is retained by the form which we have generally asso-
ciated with it in real nature. This effect is, in general, pro-
duced by the following causes—1st, When the quantity of
matter is so small, as to overcome our sense of its strength and
durability : and 2dly, When the workmanship is so excellent,
as to produce an opinion of fineness or delicacy, independent.
of the nature of the subject upon which it is employed. In
either of these cases, such forms may be beautiful, though as.
sumed by the hardest or most durable substances.

A bar of iron, for instance, or of any other metal, may be
twisted by force into the most perfect spiral form; but in such .
a case, the conviction of force and labor destroys, altogether,
the beauty of the general form. Suppose this bar lengthened,
until it becomes as slender as the wires which are made use of

of such forms destroyed? What gentiment succeeds; and why? If the same
observation is extended, what will, in general, be found to bo the case?
What cases, however, are these; and when only, does this take place?
By what causes is this effect, in general, produced? In either of these cases,
what is observed? How is this illustrated from a bar of iron—~how, from a
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in musical instruments, and as delicate as such wires are, and
the form becomes immediately beautiful, The same bar may
be bent by force into the form of any given curve. In sucha
case the curve is not beautiful. Make the same experiment with
a chain of iron, or of any other metal, which in some respects is
yielding and pliant, and where we know that no force is requi-
site to make it asswme such forms, and the curves which it
produces will be found very different in point of beauty. The
imitation of any vegetable form, in the same manner, as the
vine, or the rose, in any kind of metal, and as large as it is
found in nature, would be very far from being beautiful. The
imitation of such forms in miniature, and in relief, when the
character of the substance is, in some measure, forgotten in the
diminution of its quantity, may be, and very often is, extremely
beautiful. The embellishments of a vase, or of an urn, which
in general consist in the imitation of vegetable forms, are beau-
tiful, both from the diminution of their size, and from the deli-
cacy of their workmanship. ' If either of these circumstances
were wanting, if they were massy in their substance, or imper-
fect in their execution, I apprehend a proportionable degree of
their beauty would be lost. In the same manner, although none
of the forms of the greater vegetables are beautiful, when imi-
tated in their full size, many of the smaller and more delicate
plants may be imitated with propriety, because such imitations
suppose, not only small quantities of matter, but great accuracy
and perfection of art.

The same observation may be extended to the ornaments of
architecture. These ornaments being executed in a very hard
and durable substance, are, in fact, beautiful only when they
appear as minute parts of the whole. The great constituent -
parts of every building require direct and angular lines, because
in such parts we require the expression of stability and strength.

chain of jron? How is the same principle illustrated from the imitation of
any vegetable form? When is such imitation beautiful? How i this illus-
trated in tho embellishment of a vase? If either of these circumstances
were wanting, what would follow? What remark follows? To what may
the same obgervation be extended? These ornaments being executed in very *
hard substances, what follows? What do the great constituent parts of every:
building require: and why? Where only are ornaments attempted with
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It is only in the minute and delicate parts of the work, that
any kind of ornament is attempted with propriety ; and when-
ever such ornaments exceed, in size, in their quantity of matter
or in the prominence of their relief, that proportion which, in
point of lightness or delicacy we expect them to hold with re-
spect to the whole of the building, the imitation of the most
beautiful vegetable forms does not preserve them from the cen-
sure of clumsiness and deformity. A balustrade might with
equal propriety be finished in waving lines; but certainly it
would not be beautiful. A twisted column, though affording
very pleasing curves to the eye, is acknowledged to be less
beautiful than the common and regular one. In short, if the
serpentine form were the only form of beauty, it might, with
sufficient propriety, be introduced into a great number of the
ornamental parts of architecture. The fact, of which every
person may assure himself, that such forms are beautiful only
in those parts where the quantity of matter is minute, the re-
lief small, and the workmanship more exquisite, affords a strong
presumption, that such forms cease to be beautiful, when the
general agsociation we have with them is destroyed.

It is the same limit which seems to determine the beauty of
those forms which are executed either in wood or plaster, for
the ornament of our heuses. Every person must have ob-
served in old houses, the absolute deformity of those figures
with which the roofs were decorated ; and in comparing them
with those of modern times, will perceive that tlie great superi-
ority of the latter consists in the greater delicacy of the forms,
as well as in the greater perfection of the execution. In both,
flowers and foliage are imitated ; but in the one in full relief,
and upon a scale sometimes greater than that of nature. In
the other, with the simplest relief, and the finest lines, that
are consistent with the preparation of the subject. The terms,

propriety ; and of such ornaments what is observed? How is this illustrated
from a balustrade, and a twisted column ? If the serpentine form were the
only form of beauty, how extensively might it be introduced? Of what fact
may every person assure himself, and of what does it afford a strong pre-
sumption? What does the same limit seem to determine? What must every
person have observed; and in comparing them with those of modern times,
what will he perceive? In both, what are imitated, and to what extent? By
what terms, accordingly, do we express our contempt or admiration of them?

25
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accordingly, by which we express our contempt or our admira-
tion of them, are those of heaviness or lightness——terms which
in this subject are synonymous with massiness or delicacy.
The subjects, however, are the same, and no other circum-
stanees intervene, but the superior delicacy of the forms, and
the greater accuracy of the workmanship.

It would lead me into too long & digression, if I were to enter
into any detail on these subjects. The hints which I have of-
fered, may, perhaps, lead the reader to satisfy himself by his
own observation, that the winding or curvilinear form is beau-
tiful only in those subjects which are distinguished by softness or
delicacy of texture ; that in substances of a hard and durable
nature, it, in general, ceases to be beautiful ; and that, in those
cases where it is found to be beautiful, it arises from that ad-
ventitious delicacy, if I may so call it, which is produced,
either when the quantity of matter employed is so small as to
overcome our opinion of its strength or durability, or when the
workmanship is so excellent, as to bestow, on the subject, a
character of delicacy which does not properly belong to it, If
in this mannerit is found, that when the association is destroyed,
the curvilinear form ceases to be beautiful, it is obvious, that
this beauty is to be ascribed, not to the form itself, but to the
quality of which it is expressive,

3. As the beauty of the winding or curvilinear form is thus
destroyed, when those associations of tenderness and of deli-
cacy, which we, in general, connect with it, are dissolved, so,
in the same manner, it may be observed, that all other forms,
when they have this character or expression, are considered
and felt as beautiful. If there is any form, or species of forms,
which, by the constitution of our nature, is fitted immediately
to excite the emotion of beauty, and independent of all associa-
tion, it is obvious, that there never could have been a doubt

Ag the subjects are the same, what circumstances only intervene? What
would lead into too long a digression? Of what may the hints already
offered, lead the reader to satisfy himeelf? If, in this manner it is found,
that when the association is destroyed, the curvilinear form ceases to be beau-
tiful, what will be obvious? As the beauty of the winding or curvilinear
form is thus destroyed, &c., so what may be observed? If there is any form,
which, by the constitution of our nature, is fitted to excite the emotion of



OF THE MATERIAL WORLD. 195

upon the subject ; and that, in every class of objects, we should
have been as able to point out the beautiful form, as to point out
its color or smell. The fact is, however, that in no class of
objects is there any such permanent form of beauty; and, be-
sidesthe disagreement of different ages and nations in the beauty
of forms, every man must have perceived, in the course of his
experience, that every general rule on this subject is liable to
innumerable exceptions, and that there is no one form, or spe-
cies of form, which, to the exclusion of all others, demands and
obtains admiration.

That angular forms, accordingly, are also beautiful when
they are expressive of fineness, of tenderness, of delicacy, or
such affecting qualities, may, perhaps, appear from the consi-
deration of the following instances.

In the vegetable world, although it is generally true that
winding forms are those that are assumed by young, or feeble,
or delicate plants, yet this rule is far from being uniform, and
there are many instances of similar productions being distin.
guished by forms of an angular kind. There are, accordingly,
many cases in which this form is considered beautiful, be-
cause it is then expressive of the same qualities which are gene-
rally expressed by forms of the other kind. The myrtle, for
nstance, is generally reckoned a beautiful form, yet the growth
of its stem is perpendicular, the junction of its branches form
regular and similar angles, and their direction is in straight or
angular lines. The known delicacy, however, and tenderness
of the vegetable, at least in this climate, prevails over the gene-
ral expression of the form, and gives it the same beauty which
we generally find in forms of a contrary kind. How much
more beautiful is the rose tree when its buds begin to blow,
than afterwards when its flowers are full and in their greatest
perfection: yet in this first situation, its form has much less
winding surface, and is much more composed of straight lines
and of angles, than afterwards, when the weight of the flower

beauty, what is obvious? What, however, is the fact ; and besides this dis-
agreement, what must every man have perceived 7 When are angular forms,
also, beautiful? In the vegeiable world, what is generally true; yet of what
are there many instances? Why, accordingly, is this form, in many casea
considered beautiful? How is this remark illustrated from the myrtle; and
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weighs down the feeble branches, and describes the easiest and
most varied curves., The circumstance of its youth—a cir-
cumstance in all cases so affecting ; the delicacy of its blossom,
so well expressed by the care which nature has taken in sur-
rounding the opening bud with leaves, prevail so much upon
our imagination, that we behold the form itself with more de.
light in this situation, than afterwards, when it assumes the
more general form of delicacy. Tt is on a similar account that
the leaves of vegetables form a very common, and a very beau-
tiful decoration, though they are less distinguished by winding
lines, than almost any other part of the plants. There are an

infinite number of the feebler vegetables, and many of the com-

mon grasses, the forms of which are altogether distinguished
by angles and straight lines, and where there is not a single
curvature through the whole, yet all of which are beautiful ;
and some of which also are imitated in different ornamental
forms with excellent effect, merely from the fineness and deli-
cacy of their texture, which is so very striking that they never
fail, when we attend to them, to afford us that sentiment of
interest and tenderness, which, in general, we receive from the
opposite form. There are few things in the vegetable world
more beautiful than the knotted and angular stem of the bal-
sam ; merely from its singular transparency, at which it is im-
possible to look, without a strong impression of the fineness
and delicacy of the vegetable. Such observations, with regard
to flowers or plants, every person has it in his power to pursue.
There is not, perhaps, any individual of this kingdom, which,
if it is remarkable for its delicacy or tenderness, is not also
considered beautiful in its form, whether that form be winding
or angular.

It deserves also to be remarked, that the form of the great-

constituent parts of all vegetables, whether strong or delicate,
is nearly the same ; the growth of the stem and the direction

also from the rose tree? On a similar account, what is observed of the leaves
of vegetables? What remark, on an infinite number of feebler vegetabiles,
follows? How is this illustrated in the case of the balsam? How does it
appear that every person has it in his power to pursue such observations ?
What also descrves to be remarked; and why? Where dv they principally
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of the branches being in both alike, and in both also either in
straight or in angular lines. It is principally in the more delicate
parts of the first in the young shoots, and in the foliage, that
they deviate from this form, and assume winding or curvilinear
directions. It isin these parts only, as [ have before observed,
that we discover beautiful forms. In the class of feeble or
delicate plants, on the contrary, the forms which we neglect
in the first, are regarded as beautiful, because they have that
expression which is found only in the opposite forms of the
other. 'The same form has thus a different effect from the
difference of its expression ; and the straght lines and angular
junctions, which are merely indifferent in the elm and the oak,
are beheld with delight in the plant or the flower, when we are
convinced that they are accompanied with tenderness and deli-
cacy.

In many of those arts, where the beauty of form is chiefly
consulted, the same circumstance is observable. In all of
them, the beauty of form is principally determined by its ex-
pression of delicacy; but as in many of them the curvilinear
form is necessarily less expressive of this quality than the an-
gular one, it is accordingly less beautiful.

In the manufacture of glass, for instance, the great beauty
of the form is in proportion to this expression. Nothing is less’
beautiful than thick and massy glass, which, from its quantity,
seems intended to compensate for its fragility. Nothing, on the
contrary, is more generally beautiful, than thin and transparent
glass, which, from experience, we know to be the most decisive
sign of its delicacy and weakness. In such a manufacture,
winding lines cannot be observed without necessarily increas-
ing the quantity and thickness of the material, and of conse-
quence diminishing its fineness and transparency. Such forms,
accordingly, are less beautiful than those composed of more
direct and angular lines, which, while they admit of greater

deviate from this form ; and of these parts, what was before observed? In
the class of feeble or delicate plants, on the contrary, what is remark-
ed? What, from this circumstance, follows? In arts of what kind is
the same circumstance observable? In all of them, how is the beauty of
form principally determined; yet what follows? How is this remark fully
illustrated from the manufaciuring of glass; and what very common instance
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transparency, express also greater delicacy and fineness. To
take a very common instance ; the stalk of a wineglass might,
with equal ease, be fashioned into serpentine or winding forms,
as into the angular compartments in which we generally find
it; yet I am much deceived if it would be nearly as beautiful,
because these lines could not admit of that apparent fineness
of surface, or transparency of matter, which is obtained by its
angular divisions. In a lustre, in the same manner, one of
the most beautiful productions of this manufacture, all is angu-
lar. The form of the prism—one of the most regular and
angular of all forms, obtains every where ; the festoons even
are angular, and instead of any winding or waving line, the

" whole surface is broken into a thousand little triangles; yet I
conceive no person will deny its beauty. A lustre, on the other
hand, composed of the most beautiful curves, and studiously
varied into the most waving surface, would not be nearly so
beautiful ; because the necessary thickness which it would
give to the glass, would, in this case, be expressive of strength
and of solidity, instead of delicacy, and would diminish, alto-
gether, that fine transparency, which, in this manufacture, is
immediately the sign of tenderness and fragility.

The same observation will apply to the manufacture of steel,
or any other of the metals. The greatest expression of delicacy
which a hard substance like steel can receive, is from the
fineness and brilliancy of its surface. It demands, of conse-
quence, angular forms, which, by admitting greater perfection
of polish, or, at least, by displaying it better, are more beautiful
than curves, which require both greater solidity, and have less
brilliancy. A sword hilt, or a watch chain, are infinitely finer
and more beautiful, when they are composed of angular forms,
than when they are composed of curves. In the forms which
are given to jewels, the same rule universally obtains. The
delicacy of such subjects is in their brilliancy. The only
form, therefore, that is beautiful in them, is that which dis.
plays it.

is taken? How is the same thing farther illustrated from a lustre and a
prism? 'To what will the same observationapply? From what do hard sub-
stances receive their greatest expression of delicacy? What does it conse-
quently demand ; and why? What examples are mentioned? Where is the
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"There is no subject of this kind, in which beauty of form is
more generally consulted, or indeed more generally found,
than in the different articles of household furniture. Such
objects, by being composed of the uniform material of wood,
and that a hard and durable one, admit of little difference in
point of delicacy, but in the quantity, or in the form which is
given to this material. With regard to the first, all furniture,
I apprehend, is beautiful in proportion to the smallness of its
quantity of matter, or the fineness or delicacy of its parts.
Strong and massy furniture is every where vulgar and un-

" pleasing ; and though, in point of utility, we pardon it in
general use, yet wherever we expect elegance or beauty, we
naturally look for fineness and delicacy. The actual progress
of taste in this article is from strength to delicacy. The first
articles of furniture in every country are strong and substan-
tial. Astaste improves, and as it is found that beauty, as well
as utility, may be consulted in such subjects, their strength and
solidity are gradually diminished, until at last, by successive
improvement, the progress terminates in that last degree of
delicacy, and even of fragility, which is consistent, either with
the nature of the workmanship, or the preservation of the
subject.

In this progress, it is discovered, that where the material
which is employed is hard and durable, the greatest delicacy
which can be given to the form, is rather in the use of direct
and angular lines, than in winding and serpentine ones; and
chiefly from the reason I have before mentioned, that curves
cannot be employed without a proportionable and very obvious
increase of solidity, and by these means, destroying, in a great
measure, the expression of delicacy. Whoever will look into
any of those books, which have made us acquainted with the
forms of Grecian or Roman furniture, in their periods of culti-
vated taste, will perceive accordingly, that in scarcely any of

beauty of forms very generally consulted; and of such objects, what is
remarked? With regard to the first, what is apprehended? How is this
illustrated from strong and maasy furniture; and from the first articles of
furniture in every country? What is the effect of an improvement in taste?
In this progress, what is discovered ; and why is this the case? What illus-
tration is given from Grecian and Roman furniture, in their periods of calti-
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them, is the winding or serpentine form observed ; and that, on
the contrary, the lightest and most beautiful of them, are
almost universally distinguished by straight or angular lines,
and by the utmost possible diminution of solidity, that is con-
sistent, either with convenience or use. What is there, for
instance, more beautiful in this kind, than the form of the
ancient tripod, in the best periods of Roman taste? The feet
gradually lessening to the end, and converging as they approach
it; the plane of the table placed, with little ornament, nearly
at right angles to the feet; and the whole appearing to form
an imperfect triangle, whose base is above. There is scarcely
in such a subject, a possibility of contriving a more angular
form, yet there can be none more completely beautiful;
because this form itself is more immediately expressive of
delicacy, than almost any other which could have been ima-
gined : the slightness of the whole fabric, the decreasing pro-
portion of the feet as they descend to the ground, the conver-
gence of the feet themselves, and the narrowness of the base
for the superstructure, expressing not only the utmost degree
of delicacy that is consistent with use, but impressing us also
with the further conviction of the necessity of approaching or
handling it with tenderness, for fear of destroying its slight
stability. From this elegant model, accordingly, or from
others, in which the same principle obtains, the greater part of
the most beautiful articles of modern furniture are imitated.
It is the form which prevails in the construction of chairs,
tables, sofas, beds, &c. and it is the delicacy which it so well
expresses, that bestows upon them the greater part of their
beauty. ‘The application of winding or serpentine lines, or of
the more general form of beauty, would tend only to diminish
their effect, by bestowing upon them the appearance of a
greater degree of solidity, and thus lessening, instead of
increasing, the expression which is the cause of this effect.

vated taste? What instance is mentioned? What description of it is
given? Though in such a subject, there is scarcely a possibility of
contriving a more angular form, yet why can there be none more completely
beautiful? From this, or from other models, what is imitated? How is this
illustrated from chairs, tables, sofas, &c.? What would tend to diminish
their effect; and how? In the course of these observations, upon what sup-
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In the course of these observations, the reader will observe,
that I have all along gone upon the supposition, that there is,
in reality, only one species of winding or curvilinear form;
and that I buve confined my observations upon their expression
to this general character of form. Every one knows, however,
that such forms admit of great variety, and that the number of
different curvatures that may be produced are almost infinite.
‘Whoever then will take the trouble of pursuing this investiga-
tion, may, I think, easily satisfy himself, that among these,
there is none uniformly and permanently beautiful ; that the
same curve which is beautiful in one case, is very often not
beautiful in others ; and that in all cases, that eurvature is the
most. beautiful, which is most fully expressive of delicacy or
ease in the subject which it distinguishes. As forms of this
kind differ also in the number, as well as in the nature of their
curvatures, he will perceive also, that the same dependence
upon their expressions continues ; that the same number of
curvatures or windings which are beautiful in one subject, are
not beautiful in others; and that whenever, in any subject, the
number.of windings exceeds our opinion of ease or facility, it,
from that period, becomes unpleasing, and expressive only of
force or constraint. The limits which I must. prescribe to my-
self in these observations, oblige me, in this, as in every other
part of them, to refer much of the illustration which might be
produced, to the reader’s own reflection and investigation.

If the observations which I have now offered on the natural
beauty of forms, or that beauty which arises from the con-
sideration of form itself, be just, we may perhaps, without
much impropriety, rest in the following conclusions on the sub.
ject—

1. That the beauty of such forms arises from the qualities of
fineness, delicacy, or ease, of which they are expressive ;

2. That in every subject, that form, whether angular or cur-

position has our anthor gone? What, however, does every one know? Of

what may any one eagily satisfy himself, who will take the trouble to pursue

this investigation 7 As forms of this kind differ in the number, as well

as in the nature of their curvatures, what will he also perceive? To do what

i3 our author obliged? If thewe observations are true, what is the first con-

clusion in which we may rest? What is the second ? What is the third !
26
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vilinear, which is most expressive of these qualities, is the most
beautiful form: and

3. That, in general, the curvilinear or winding form, as
most frequently expressive of these qualities, is the nrost beau-
tiful.

With regard also to those arts which are employed in the imi-
tation or invention of ornamental forms, the following observa-
tions may not be without their use ; :

1. That wherever natural forms are imitated, those will be
the most beautiful, which are most expressive of delicacy and
ease :

2. That wherever new or arbitrary forms are invented, that
form will be the most beautiful which is composed by the most
beautiful lines, or in other words, by lines which have the most
pleasing expression: and

3. That wherever the subject of the form is of a hard or
durable nature, that form will be the most beautiful, in which
the smallest quantity of matter is employed, and the greatest
delicacy of execution exerted.

The truth of these remarks I leave to be determined alto-
gether by the observation of the reader. I shall only observe,
that in the prosecution of this inquiry, it is necessary to leave
out of consideration every circumstance of design, of fitness,
or of ‘utility, and to consider forms in the light only of their
appearance to the eye, without any relation, either to an
author or an end. These relations, as will afterwards be
shown, are the foundation of a distinct species of beauty, to
which the principles of their natural beauty do not apply.

Although, however, T have thus been led to conclusions dif-
ferent from those of Mr. Hogarth, yet it is but justice to a
performance of uncommon ingenuity, to acknowledge, that the
principle which he has endeavored to establish in his analysis
of beauty, is perhaps, of all others the justest and best founded

With regard to those arts which are employed in the imitation or invention
of ornamental forms, of the observations which may not be useless, what is
the first-—the second—and the third 7 By whom does our author leave the
truth of these observations to be determined? In tho prosecution of this
inquiry, what is necessary? Of what are these relations the foundation ?
Although our author has been led to conclusions, differing from those of Mr.
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principle which has hitherto been maintained, in the investiga-
tion of the natural beauty of forms. The instances which I
have produced, and many others of the same kind, that will
probably occur to every man of reflection, seem to me very
strongly to show, that the principle of the absolute beauty of
serpentine forms is to be considered only as a general principle,
subject to many exceptions; and that not only this form is
beautiful, from being the sign of particular, interesting, and
affecting qualities, but that, in fact, forms of the contrary kind
also are likewise beautiful, when they are expressive of the
same qualities. :

PART IIL

OF THE COMPOSITION OF FORMS.

I. The preceding observations relate altogether to simple
forms, or to such forms as are described by a single line.

It is obvious, however, that there are few forms of such a
kind. In the greater part of beautiful forms, whether in nature
or in art, lines of different descriptions uaite, and there is a
beauty felt in certain combinations of these lines, or in the
production of a complex form. The principles, therefore,
which account for the beauty of simple forms, cannot be sup.
posed to account also for that peculiar beauty which arises
from the union of such forms in composition.

Simple forms are distinguished to the eye, by the uniformity
or similarity of the line by which they are described. Com-
plex forms are distinguished by the mixture of similarity and
dissimilarity in these lines, or, in other words, by their unifor-
mity and variety. The same principle which leads us to as-
cribe the beauty of simple forms to some original beauty in
these forms themselves, leads us also to ascribe the beauty of

Hogarth, yet what is it but justice to acknowledge? The instances produced,
seem strongly to show what?

To what do the preceding observations altogether relate ? Why are there,
however, few forms of such a kind ? Of the principle, therefore, that accounts
for the beauty of simple forms, what is observed? How are simple forms
distinguizshed to the eye; and how complex? What remark follows? What
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complex forms to some original fitness in the composmon of
uniformity and variety, to produce this emotion.

That the composition of uniformity and variety, in forms, is
agreeable, or is fitied, by the constitution of our nature, to ex-
cite an agreeable sensation in the sense of sight, I am not dis-
posed to dispute. That these qualities are also capable of
conveying, to us, very pleasing and very interesting expressions,
and that in this manner they are felt as beautiful, I shall endea-
vor to show in the next chapter; but that the union of such
material qualities as perceived by the eye, and without refer-

. ence to any expression, is not in itself, and essentially beautiful,
is obvious from the following considerations, the illustration of
which I shall impose upon the reader himself.

1. If the composition of uniformity and variety in forms
were, in itself, beautiful, it would necessarily follow, that in
every case where this composition was found, the form would
be beautiful. The greater part of forms, both in art and na-
ture, are possessed of this union: the greater. part of these
forms, however, are not beautiful.

2. If it is said, that it is not the mere union of uniformity
and variety, but a certain union of them, which is beautiful,
then this peculiar unibn must, in all cases, be necessarily beau-
tiful. The only difference between forms in this respect, must
be either in the number or in the degree of their uniform, or
of their varied parts. Let any particular or certain composi-
tion of these parts be fixed upon, and it will be found, that so
far is this union of uniformity and variety from being, in itself,
beautiful, that it cannot be extended to objects of any different
kind, without altogether destroying their beauty.

3. If it is farther said that it is not any certain, but a proper
composition of uniformity and variety which is beautiful, then it
is obvious, that this propriety is not the object of our external

is our author not disposed to dispute? What will he endeavor to show in
the next chapter 7 But from the following considerations, what is obvious?
If the composition of uniformity and variety in forms were, in itself, beautifal,
what would follow ; and for what reason? Under what circumstances must
this peculiar union, in all cases be beautiful; and why? Let any particular '
or certain composition of these parts be fixed upon, and what consequence will
follow? If it is farther said that it is not any certain, but a proper composi-
tion of uniformity and variety which is beautiful, what then is obvious ? If,
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senses, and that whatever beauty arises from the composition of

these qualities, is to be ascribed to some other principle rather
than to the mere material qualities alone.

‘II. If, on the other hand, the account which has been given
of the natural beauty of forms, as expressive of certain affect.
ing or interesting qualities, is just, it seems natural to suppose,
that in the composition of forms, same propriety should arise
from the composition of exPrEssioN—that as lines are distin-
guished by different characters, the mixture of different lines
should produce confusion, instead of beauty—and that the
composition of form should then only be beautiful, when the
same relation is preserved amid variety, which is demanded in
all other cases of composition.*

That -this is really the case, will, I trust, appear probable,
from the following considerations—

1. I conceive it will be found, that the union of such qualities
is felt to be beautiful, only in those cases where the object, itself,
has some determinate expression; and that in objects where
no such general expression is found, no beauty is expected in
their composition. < . )

In the present case, uniformity and variety mean similarity
and dissimilarity of form. Every one knows, however, that the
mere union of similarity and dissimilarity does not constitute a
beautiful form. In the forms of ground, of water, of vegeta-
bles, of ornaments, &e. it is difficult to find any instance of a
perfectly simple form, or in which lines of different descriptions
do not unite. It is obvious, however, that such objects are not
beautiful in so great a proportion, and that on the contrary, in
all of them there are cases where this mixture is mere confu-
sion, and in no respect considered beautiful. If we inquire
farther, what circumstance it is, which distinguishes beautiful
objects of these kinds, it will be found, I believe, that it is

on the other hand, the account which has been given is just, what does it
seem natural to suppose 7 In what cases only, is the union of such sounds
felt to be beautiful 7 In the present case, what do uniformity and variety mean ?
What, however, does every one know? Whatillustrationsaregiven? What,
however, is obvious? If we inquire farther what circumstance it is which
distinguishes beautiful objects of these kinds, what will it be found to be?

* Egsay I, chap. 2, sect. 3.




206 SUBLIMITY AND BEAUTY

some determinate character or expression which they have to
us; and that when this expression is once perceived, we im.
mediately look for and expect, some relation among the different
parts to this general character,

It is almost impossible, for instance, to find any form of
ground which is not complex, or in which different forms do
not unite. Amid a great extent of landscape, however, there
are few spots in which we are sensible of any beauty in their
original formation ; and wherever such spots occur, they are
always distinguished by some prominent character—the cha-
racter of greawness, wildness, gaiety, tranquillity, or melan-
choly. As sooun as this impression is made—as soon as we
feel the expression of the scene, we immediately become sen-
sible, that the different forms which compose it are suited to
this character; we perceive, and very often we imagine a cor.
respondence among these parts, and we say, accordingly, that
there is a relation, an harmony among them, and that nature
has been kind, in combining different circumstances with so
much propriety, for the production of one effect. We amuse
ourselves, also, in imagining improvements to the scene, either
in throwing out some circumstances which do not correspond,
or in introducing new ones, by which the general character
may be more effectually supported. All this beauty of com.-
position, however would have been unheeded, if .the scene
itself had not some determinate character; and all that we
intend, by these imaginary improvements, either in the pre-
servation of great uniformity, or in the introduction of greater
variety, is to establish a more perfect relation among the dif-
ferent parts to this peculiar character.

In the laying out of grounds, in the same manner, every
maa knows, that the mere composition of similar and dissimilar
forms does not constitute beauty ; that some character is ne-
cessary, to which we may refer the relation of the different

To find what is it almost imposeible; yet what remark, however, follows?
As soon as this impression is made, of what do we become sgensible; what
do we perceive; and what do we say ? In imagining what, do we also
amuse ourselves? Under what circumstances would all this beauty of com-
position have been unheeded ; and what only is all that we intend by these
improvements? Inthe laying out of grounds, what does every man lmow?
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parts; "and that where no such character can: be created, the
composition, itself, is only confusion, It is upon these princi-
ples, accordingly, that we uniformly judge of the beauty of
such scenes. If there is no character discernible, no general
expression, which may afford our imaginations the key of the
scene, although we may be pleased with its neatness, or its
cultivation, we feel no beauty whatever in its composition ; and
we leave it with no other impression than that of regret, that
so much labor and expense should be thrown away upon so
confused and ungrateful a subject. If, on the other hand, the
" scene is expressive, if the general form is such as to inspire
some peculiar emotion, and the different circumstances such as
to correspond to this effect, or to increase it, we immediately
conclude, that the  composition is good, and yield ourselves
willingly to its influence. If| lastly, amid such a scene, we
find circumstances introduced, which have no relation to the
general expression ; if forms of gaiety and gloom, greatness
and ornament, rudeness and tranquillity, &c. are mingled
together- without any attention to one determinate effect, we
turn with indignation from the confusion, and conclude that the
composition is defective in its first principles. In all cases of
this kind, we become sensible of the beauty of composition,
only when the scene has some general character, to which the
different forms in composition can refer; and determine its
beauty by the effect of this union in maintaining or promoting
this general expression, The same observation may be ex-
tended to the forms of wood and water; but I willingly refer the
reader to Mr. Whateley’s excellent ¢ Observations upon Modern
Gardening,” for the full illustration of this remark, with regard
to the different objects of natural scenery.
In the vegetable world, also, if the mere composition of
uniformity and variety were sufficient to constitute beauty, it

Judging of the beauty of such scenes upon these principles, if there is no
character discernible, what follows? If on the other hand the acene is ex-
pressive, what do we immediatelyconclude? Lastly what is remarked? In
all cases of this kind, when only do we become sensible of the beauty of com-
position? To what may the same observations be extended; but to what
work does our author willingly refer the reader, and for what purpose? In
the vegetable world also, if the mere composition of uniformity and variety
were sufficient to constitute beauty, to find what would it be almost impos-
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would almost be impossible to find any instance where vegeta-
ble forms should not be beautiful. That this is not the case
every one knows; and the least attention to the language of
mankind will show, that wherever such forms are beautiful, they
are felt as characteristic or expressive; and that the beauty
of the composition is determined by the same principle which
regulates our opinion with regard to the composition of the forms
of ground. The beautiful forms which we ourselves remark in
this kingdom—the forms which have been selected by sculp.
tors for embellishment or ornament, by painters for the effect
of landscape, by poets for description or allusion, are all such as
have some determinate expression or association : their beauty
is generally expreased by epithets significant of this character;
and if we are asked the reason of our admiration, we immedi-
ately assign this expression as a reason satisfactory to ourselves
for the beauty we discover in them. As soon also as we feel
this expression in any vegetable form, we perceive or demand
a relation among the different parts to this peculiar character.
If this relation is maintained, we immediately feel that the com-
position of the form is good. We show it as a beautiful instance
of the operation of nature, and we speak of it, as a form in which
the utmost harmony and felicity of composition is displayed. If,
on the contrary, the different parts do not seem adjusted to the
general character—if instead of an agreement among these
parts in maintaining or promoting this expression, there appears
only a mixture of similar and dissimilar parts, without any cor-
respondence or alliance, we reject it as a confused and insigni-
ficant form, without meaning or beauty. If, in the same ran-
ner, the general form has no expression, we pass it by without
attention, and with a conviction, that where there is no cha-
racter to which the relation of the .different parts may be re-
ferred, there can be no propriety or beauty in its composition.

sible? What will the least attention to the language of mankind show? What
ere the beautiful forms which we ourselves remark in this kingdom? If we
are asked for the reason of our admiration, what reason do we assign ? When
we feel this expression in any vegetable form, what follows? If this relation is
maintained, what do we immediately feel, and what is the consequence 7 If the
different parts do not seem adjusted to the general character, how dd we treat
it? 1If, in the same manner, the general form has no axpression, with what
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In the different species of vegetables which possess expres-
-sion, and which consequently admit of beauty in compositio,
it is ebservable also, that every individual does not possess this
beauty: and it is the same principle which determines our
opinion of the beauty of individuals, that determines our
opinion of the beauty of different species. The oak, the
myrtle, the weeping willow, the vine, the ivy, the rose, &c. are
beautiful classes of plants: but every oak and myrtle, &c.
does not constitute a beautiful form. The mahy physical causes
which affect their growth, affect also their expression; and it
is only when they possess, in purity, the peculiar character of
the class, that the individuals are felt to be beautiful. In the
judgment, accordingly, that we form of this beauty, we are
uniformly guided by the circumstance of their expression.
When, in any of these instances, we find an accumulation of
forms, different from what we generally meet with, we feel a
kind of disappointment ; and however much the composition
may exhibit of mere uniform and varied parts, we pass it by
with some degree of indignation. When the discordant parts
are few, we lament that accident should have introduced a
variety which is so prejudicial, and we amuse ourselves with
fancying how beautiful the form would be, if these parts were
omitted. It is only when we discover a general correspondence
among the different parts, to the whole of the chara~ter, and
-perceive the uniformity of this character maintained amid all
" their varieties, that we are fully satisfied with the beauty of the
form. The superiority of the productions of sculpture and
painting, to their originals in nature, altogether consists in the
power which the arts have to correct these accidental defects,
by keeping out every circumstance which can interrupt the
general expression of the subject or the form, and by present.

conviction do we pass it bp? In the different species of vegetables which
possess expreasion, what is observable; and what remark follows? What
examples are given illustrative of this remark; and what is said of them?
In the judgment that we form of this beauty, by what are we uniformly
guided? When do we feel a kind of . disappointment ; and what effect is pro-
duced? When the discordant partaare few, what do we lament? When only
are we fully satisfied with the beauty of the form? In what does the superi-
ority of sculpture and painting, to their originals in nature, altogether con-
2



210 SUBLIMITY AND BEAUTY

ing pure and unmixed, the character which we have associated
with the objects in real nature.

The same observation extends to every species of artificial
form ; but the pursuit of it would necessarily lead to a very
long, and I believe, a very unnecessary discussion.” With regard
to this subject, I shall leave the reader to his own observation,
and shall only beg of him to reflect, whether, if the composi-
tion of uniformity and variety were necessarily beautiful, every
species almost of artificial form would not be found to be
beautiful, whether, on the contrary, the beauty of composition
is not perceived in those subjects only where the form itself
has some character or expression, or where it affords him some
distinct principle, to which the relation of the different parts
may be referred; and whether he does not determine the
beauty of the composition, by the effect of this union of differ-
ent parts in exciting one definite emotion? ' It is perhaps
unnecessary to remark, that, in pursuing such observations, it
is proper to leave out every consideration of design or of utility,
and that the fittest subjects for such experiments are ornamen-
tal forms, or those forms in which no other object is sought,
but the mere production of beauty. ’

I shall content myself with observing, upon this subject, that
whatever is the source of the beauty of complex forms, it is
natural to suppose, it should be expressed in language ; and
that if uniformity and varieiy were beautiful in themselves, and
by the constitution of our nature, it is reasonable to think, that,
in describing beautiful forms, such qualities should be assigned
as the foundation of their beauty. If I am not deceived how-
ever, this is very far from being the case. In describing such
objects, we never satisfy ourselves with distinguishing them by
such characters, and if any person were in such terms to de-
scribe any from to ourselves, we should be at as great a loss as

ever, with regard to its beauty. I apprehend, onthe contrary,

that the natural and uniform method we take for this purpose is,

sist? To what do the same observations extend ; but why is it not persued?
With regard to this subject, what reflections does our author beg the reader
tomake? What remark is, perhaps, unnecessary? With observing what
will our author content himself ? From what does it appear that this is very

- far from being the case? On the contrary what does our author apprehend
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first, to convey, to our hearers, the idea of its character or ex-
pression ; and after having given them this general conception
of it, we enter inte the detail of its composition, and endeavor
to explain to them, with how great propriety the different parts
are accommedated, to preserve and to promote this charac-
teristic expression : and if we succeed in this description, we
never fail, not only to be understood, but to convey also to those
who hear us, a perfect belief of the excellence and beauty of
the composition. If the mere mixture of uniformity and variety
were beautiful, independent of any relation to expression, all
this natural process could never take place, and if it did, it could
never convey any opinion of beauty.

2. I believe it will be. found that different proportions of
uniformity and variety, are required in forms of different cha.
racters; and that the principle from which we determine the
beauty of such proportion, is from its correspondence to the
nature of the peculiar emotion which the form, itself, is fitted to
excite. [Every one knows, that some emotions require a greater
degree of uniformity in their objects, and others a greater de-
gree of variety; and perhaps, in general, all strong or power-
ful emotions, and all emotions which border upon pain, demand
uniformity or sameness, and all weak emotions, and all emotions
.which belong to positive pleasure, demand variety or novelty.
Upon this constitution of our nature, the beauty of composition
seems chiefly to depend; and the judgment, which we form of
this beauty appears, in all cases, to be determined by the corres-
pondence of the different parts of the composition in preserving
or promoting the peculiar expression by which the object, itself,
is distinguished. ’ :

In the forms of ground, for instance, there is very obviously
.no certain proportion of uniformity and variety, which is per.
manently beautiful. The same degree of uniformity which is
pleasing in a scene of greatness or melancholy, would be disa-

to be the natural and uniform method that we take for this purpose? What
remark follows? What are required in forms of different characters; and
how do we determine the beauty of such proportion? What does every one
know; and what remark follows? Upon this constitution of our nature what
depends, and how does the judgment which we form of this beauty appear to
be determined? From the different forms of ground, how is this illustrated?
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greeable or dull in a scene of gaiety or splendor. The same
degree of variety which would be beautiful in thess, would be
distressing in the others. By what rule, however, do we de-
termine the different beauty of these proportions? Not surely
by -the composition itself, else one determinate composition
would be permanently beautiful : but by the relation of this
compositiont to the expression or character of the scene ; by
its according with the demand and expectation of our minds;
and by its being suited to that particular state of attention ot
of fancy, whichi is produced by the emotion that the scene in-
spires. When this effect is, accordingly, produced, when the
proportion either of uniformity or variety corresponds to the

mature of this emotion, we conclude that the composition is -

good. When this proportion is violated, when there is more
uniformity of expression than we choose to dwell upon, or
more variety than we can follow without distraction, we con-
clude that the composition is defective, and speak of it either as
dull or confused. Whatever may be the number of distinct
characters, which the forms of ground possess, there is an
equal number of different proportions required in the composi-
tion of them : and so strong is this natural determination of
the beauty of composition, that after admiring the composition
of one scene, we often in a few minutes afierwards, find equal
beauty in a composition of a totally different kind, when it dis-
tinguishes a scene of an opposite character.

“The style of every part,” says Mr. Whately, in the con-
clusion of his observations upon ground, * must be accommo.
“dated to the character of the whole; for every piece of
« ground is distinguished by certain properties: it is either
“tame or bold, gentle or rude, continued or broken; and if
“ any variety inconsistent with these properties be obtruded, it
“ has no other effect than to weaken one idea, without raising
< another. 'The insipidity of a flat is not taken away by a few
¢ gcattered hillocks ; a continuation of uneven ground can
“ alone give the idea of inequality. A large, deep, abrupt

By what rule, however, do we determine the different beauty of these propor-
tions 7 When do we, accordingly, conclude that the composition is good ; and
when do we speak of it, either as dull or confused? What remark follows 2
What says Mr. Whately inhis observations upon ground ? After observing that
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*¢ break, among easy swells and falls, seems at best but a piece
¢ left unfinished, and which ought to have been softened : it is
‘“ not more natural, because it is more rude. On the other
¢ hand, a small, fine polished form, in the midst of rough, mis.
¢¢ shapen ground, though more elegant than all about it, is gene.
¢¢ rally no better than a patch, itself disgraced, and disfiguring
¢¢ the scene. A thousand instances might be added, to show,
«¢ that the prevailing idea ought to pervade evewy part, so far at
< Jeast indispensably, as to exclude whatever distracts it; and as
“ much further as possible to accommodate the character of
¢¢ the ground to that of the sceme it belongs to.”

After observing that the same principle extends to the pro-
portion, and to the number of the parts, he observes, ‘That
¢ ground is seldom beautiful or natural without variety, or even
<¢ without contrast; and the precautions which bave been given,
<« extend no farther, than to prevent variety from degenerating
st into inconsistency, and contrast into contradiction. Within
<¢ the extremes nature supplies an inexhaustible fund; and va-
«¢ riety thus limited, so far from destroying, impraves the gene-
<t ra] effect. Fach distinguished part makes a separate im-
¢¢ pression ; and all bearing the same stamp, all concurring to
<« the same end, every one is an additional support to the pre.
<t yailing idea. An accurate observer will see in every form
¢ ggveral circumstances, by which it is distinguished from every
s gther. If the scene be mild and quiet, he will place together
s¢ those which do not differ widely, and he will gradually depart
<« from the similitude. In ruder scenes, the succession will be
s¢ Jess regular, and the transitions more sudden. The character
« of the place must determine the degree of difference between
<« contiguous forms. An assemblage of the most elegant forms,
« in the happiest situations is to a degree indiscriminate, if they
« have not been selected and arranged with a design to produce
< certain expressions : an air of magnificence or of simplicity,
« of cheerfulness, tranquillity, or some other general character,
« ought to pervade the whole; and objects pleasing in them.
s gelves, if they contradict that character, should therefore be
< gxcluded ; those which are only indifferent must sometimes
<« make room for such as are more significant ; many will often
#be introduced for no other merit than their expression; and

4
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““some which are in general rather disagreeable, may occa-
“ sionally be recommended by it. Barrenness. itself may be
‘ an acceptable circumstance in a spot dedicated to solitude and
“ melancholy.” As the great secret of gardening seems thus
to consist in the accurate preservation of the character of every
scene, whether original or created, so it is the same principle
that determines the opinion of men with regard to its beauty ;
and whoever will read Mr. Whately’s excellent book with
attention, will perceive, that all his rules with regard to the
forms of ground, of water, of wood, of rocks, and of buildings,
may be referred to this leading principle ; and that they are
nothing more than investigations of the character of these dif-
ferent forms, and directions how to apply them in scenes of
different expresslon

Our opinion of the beauty of vegetable forms seems dlrected
by the same principle. Many of the classes of trees have dis-
tinct characters: there are therefore different compositions
which are beautiful in their forms; and in all of them, that
. composition only is beautiful which corresponds to the nature
of the expression they have, or of the emotion which they ex-
cite. The character, for instance, of the weeping.willow, is
melancholy, of the birch and of the aspin, gaiety : the charac-
ter of the horse-chesnut, is solemnity, of the oak, majesty, and
of the yew, sadness. " In each of these cases, the general form
or composition of the parts is altogether different ; all of them,
however, are beautiful ; and were this proportion in point of
composition changed-—were the weeping-willow to assume an
equal degree of variety with the oak, or the oak to show an
equal degree of uniformity with the weeping-willow, we should
undoubtedly feel it to be a defect, and conclude that, in this
change of form, the beauty of the character and of the com-
position was lost.

the same principle extends to the proportion, and to the number of the parta
what does he observe? As the great secret of gardening seems thus to con-
sist in the accurate preservation of the character of every scene, what follows 2
‘What will he perceive who reads Mr. Whately’s excellent book with atten-
tion 7 From what does it appear that our opinions of vegetable forms seem
to be directed by the same principle? How is this illustrated from the weep-~
ping willow, &c. In each of these cases, what are different; but of all o
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It is in this manner, accordingly, that we judge of the beauty
of individuals, in these different classes. All these individuals
are not beautiful ; and wherever they appear to be beautiful, it
is when their form adheres perfectly to their character—when
no greater degree, either of uniformity or variety is assumed,
than suits that peculiar emotion which their expression excites
in our minds. An oak, which wreaths not into vigorous or
fantastic branches, a yew, which grows into thin and varied
forms, a plane-tree, or a horse-chesnut, which assumes not a
deep, and almost solid mass of foliage, &c. appear to us as im-
perfect and deformed productions. They seem to aim at an
expression which they do not reach, and we speak of them,
accordingly, as wanting the beauty, because they want the
character of their class.

In the formation of beautiful groups, the same adherence to
expression is necesgsary ; and whatever may be the character
of the group, the real limit to variety is correspondence in this
expression. The permanent character of trees arises from
their form or their color. So far as form is concerned, forms of
different character are never found to unite, or to constitute a
beautiful composition. A mixture, for instance, of the light
and upright branches of the almond, with the falling branches
of the willow, the heavy branches of the horse.chesnut, and
the wild arms of the oak, would be absolute confusion, and
would be intolerable in any scene where design or intention
could be supposed. The mixtures of trees, on the other hand,
that correspond in their forms, and that unite in the production
of one character, are found to constitute beautiful groups : we
speak of them accordingly as beautiful from this cause. When
we meet with them in natural scenery, we are pleased with the
fortunate, though accidental connexion, and we say, that they

them, what is observed ? Of individuals in these different classes, what is
obeerved ; and when do they appear beautiful? How is this illustrated from
the oak, the yew, and the horse-chesnut? At what do they seem to aim?
‘Where is the same adherence necessary ; and there what is the real limit to
variety? From what does the permanent character of treesarise? So far as
form is concerned, what never unite? From the almond, the willow, &ec.
how is this illustrated? The mixture of what trees, on the contrary, form
‘beautiful groups; and how do we, accordingly, speak of them? When we
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could not have been better tmited by the hand of art. When
we meet with them in cultivated scenes, we praise the taste of
the artist, and say that the composition is pure and harmonious

«Trees,” says Mr. Whately, ¢ which differ but iu one of these
% circumstances, whether of shape, of green, or of gtowth,
« though they agree in every other, are sufficiently distinguish-
¢ ed for the purpose, of variety ; if they differ in two or three,
« they become contrasts: if in all, they are opposite, and sel-
“dom group well together. Those, on the contrary, which
“are of one character, and are distinguished only as the cha-
“ racteristic mark is strongly or faintly impressed upon them,
“ as a young beech, and a birch, an acacia, and a larch, all
+ pendant, though in differem degrees, form a beautiful mass,
“in which unity is preserved without sameness.” How far
the same principle extends to landscape-painting, they who are
acquainted with the art will be at no loss to determine.

In all the different kinds of orNAMENTAL forms, in the same
manner, instead of there being any one determinate proportion
of uniformity and variety beautiful, there are, in fact, as many
varieties of beautiful composition, as there are varieties of cha-
racter ; and the rule by which we judge of this beauty, in every
particular case, is by the correspondence of the composition to
the character, which the form is intended to-express. To give
the same proportion of uniform or of varied parts to every
species of ornamental form—to forms of splendor, of magnifi-
cence, of gaiety, of delicacy, or of melancholy, would be to
sin against the very first principle of composition, and would
immediately be detected, even by those who never heard of the
principles of composition. The beautiful form of the vase,
for instance, is employed in many different kinds of ornament,
and may either be magnificent, elegant, simple, gay, or me-
lancholy ; in all these cases, however, the composition is dif-
ferent. A greater proportion of uniformity distinguishes it

meet with them in natural acenery, and when in cultivated scenes, how are
we affected? What says Mr. Whately on this subject? In all the different
kinds of ornamental forms, what do we find, and by what rule do we judge of
their beauty 7 What would be a gin against the very first principles of com-
position; and what is said of it 7 How is this remark illustrated from the
beautifyl form of the rose? When does a greater proportion of uniformity,
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when destined to the expression of simplieity, magnificence, or
melancholy, and a greater proportion of variety, when destined
to the expression of elegance or gaiety. We immediately
perceive also that there is propriety and beauty in this differ-
‘ence of composition ; and if we are asked why it is so, we
readily answer, because it accords_with the peculiar character
whic) the form is there intended to have. If, on the other
.hand, this proportion is inverted—if the vase upon a tomb has
all the varieties of a goblet, or the latter all the uniformity of
‘the funeral urn, we immediately perceive an impropriety and
deformity, and as readily explain it, by saying, that the com-
position is unfitted to the expression which the object is in-
tended to have. - '

The orders of architecture have different characters from
several causes, and chiefly, 1 believe, from the different quan-
tities of matter in their entablatures. The Tuscan  is distin-
guished by its severity ; the Doric by its simplicity ; the Ionic
by its elegance ; the Corinthian and Composite by their light-
ness and gaiety. To these characters their several ornaments
are suited with consummate taste. Change these ornaments—
give to the Tuscan the Corinthian capital, or to the Corinthian
the Tuscan, and every person would feel, not only a disap-
pointment from this unexpected composition, but a sentiment
also of impropriety, from the appropriation of a grave or sober
ornament to a subject of splendor, and of a rich or gaudy
ornament to a subject of severity. Even in the commonest of
all forms, the forms of furniture, the same principle is obvious.
Chairs, tables, mirrors, candlesticks, &c. may have very dif-
ferent characters; they may be either simple, elegant, rich,
or magnificent. Whatever, this character may be, we demand
a correspondence in the composition. The same number of
uniform parts, which is beautiful in any simple form, is insipid

and when of variety distinguish it? What do we also immediately perceive ;
and if asked why it is o, how do we readily answer? 1f, on the other hand,
the proportion is inverted, what follows; and how do we explain it?
Why have the orders of architecture different charactera? What illustration
of this remark is given? Of their ornaments what is observed; and should
they be changed, what would follow? In what common forms, is the same
principle obvious; and what instances are mentioned? Whatever this cha-
Facter may be, what do we demand in the composition? How is this illus-

28
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in an elegant, and mean in a rich or maguificent one. The
same variety of parts which is beautiful in a form of splendor
or magnificence, is confused in an elegant, and tawdry in &
simple one.

In these, and a thousand other cases of the same kind, it
will be found, that no certain proportion of uniformity and
variety is permanently felt to be beautiful ; that, on the con-
trary, wherever the form, either in itself, or from its situation,
has any determinate expression, the beauty of composition
arises from its correspondence to that expression; and that
wherever forms differ in character, a different composition is
approved, and is said to be approved, upon this account. I
, shall only add to these hints upon the subject, that the natural
language of men is uniformly guided by this principle; and
that whenever they attempt to describe the excellence of any
composition, it is not by explaining the peculiar proportions of
uniformity and variety which may obtain in it, but by showing
how well this proportion accords with the expression by which
the object, itself, is distinguished.

If the illustrations which I have now offered are just, we
shall have reason to conclude, that the mere composition of
uniformity and variety is not beautiful in itself, or from the
original constitution of our nature—that it is felt as beautiful
‘only in those cases, where the form is distinguished by some
character or expression—and, that the beauty of the composi-
tion arises, in every case, from its correspondence to the
nature of that emotion which this expression is fitted to excite.

These conclusions seem to lead to a very different rule for
the composition of beautiful forms, from that which Mr. Hogarth
has laid down in his analysis of beauty. ¢ The way,” says he,
‘ of composing forms, is to be accomplished by making choice
“ of variety of lines, as to their shapes and dimensions; and
“then again by varying their situations with each other, by all
“the different ways that can be conceived, and at the same

trated 7 In these and a thousand other cases of the same kind, what will be
found? To these limits, what only does our author add on this subject? If
the illustrations now offered are just, what shall we have reason to conclude ?
To what do these conclusions seem to lead? What does he say is the way to
compose pleasing forms? Though our author differs, with much diffidence,
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< tiume, 1f a solid figure be the object of the composition, the
“ contents or space that is to be inclosed within those lines,
“must be duly considered and varied too, as much as possible
“ with propriety.” Although it is with much diffidence that I
differ from Mr. Hogarth, yet I cannot help being of opinion, so
far, at least, as the natural beauty of forms is concerned, that
this rule might be followed in a thousand cases, without the
production of any degree of beauty—that if the distinguishing
form is inexpressive or indifferent, all this variety would only
create confusion ; and that in its application to forms of differ-
ent characters or expression, it would excite a sentiment of im-
propriety, instead of pleasure.

On the other hand, the view which I have now given of the
subject, would seem to lead to the following rules for beautiful
composition—

1. That wherever beautiful form is intended, some charac-
teristic or expressive form should be selected, as the ground or
subject of the composition—And,

2. That the variety, whether in the form, the number, or the
proportion of the parts, should be adapted to the peculiar na.
ture of this expression, or of that emotion which this expres-
sion is fitted to excite in the mind of the spectator.

3. Forms of this kind are either single or dependent. In
single, or in dependent forms, their character is at the pleasure
of the artist; and that will be always most beautiful, in which
the character is best preserved.

4. In dependent forms, on the contrary, or those which are
designed for particular scenes or situations, their character
must be determined by that of the scene or situation ; and that
also will be the most beautiful form, in the composition of which
the alliance to the general character is most precise and deli-
cate.

IIT. The same principle seems to extend to the composition
of coLors. The mere mixture of colors is not beautiful. In

from Mr. Hogarth, yet of what opinion can he not help being. What is the
first rule to which the view which has now been given of the subject, would
seem to lead? What is the second ? What is the third? What is the fourth 7
To what does the same relation seem to extend ? How does it appear that the
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the different colors that are mingled upon a painter’s pallet, or
in a book of patterns, we say there is no beauty, because there
is no relation. What then is the relation which is necessary
to constitute beautiful composition? It is not their mere rela-
tion as colors, because colors of very different kinds are found
to produce beautiful compositions. It is not any established
relation between particular colors which is beautiful from our
original constitution, because, in different subjects, different
compositions are necessary. I humbly apprehend, that it is
the relation of expression.

In natural scenery, for instance, the colors of the great in-
gredients, ground, water, wood, rocks, and buildings, are very
different, and are susceptible of great varieties. In every scene,
however, which is expressive, we look for and demand an unity
in the expression of these different colors. We often find fault,
accordingly, with the color of particular objects in such scenes,
and say that they are too rich, too solemn, or too cheerful for
the rest of the scene. The vivid green, for instance, which is
8o pleasing in a cheerful landscape, would ill suit a scene of
melancholy or desolation. The brown heath, which so singu.
larly accords with scenes of gloom or barrenness, would be in.
tolerable in a landscape of gaiety. The grey rock, which
throws so venerable an air over grave or solemn scenes, would
have but a feeble. effect in scenes of horror. The blue and
peaceful stream, which gives such loveliness to the solitary
valley, would appear altogether misplaced amid scenes of rude
and savage majesty. The white foam and discolored waters
of the torrent, alone suit the wildness of their expression.

The great difference in the colors of trees, requires atten-
_tion in their composition into groups. If the oak, the yew, the
bireh, the fir, the aspin, the willow, &c., were mixed together
indiscriminately, every one would exclaim at the impropriety of

mere mixture of colors is not beautiful ? What then is not, and what is the
relation which is necessary to constitute beautiful composition? In natural
scenery, what is observed of the colors of the great ingredients 7 In every
scene, however, which is expressive, for what do we look ?  With what do we,
accordingly, often find fault? How is this remark illustrated from the vivid
green 7—the brown heath ?--the grey rock ?—the blue and peaceful stream ?
—and white foam 7 In what order does the great difference in the colors of
trees require attention? How is this illustrated? If such trees only are

N
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the composition, and say that there was no relation, and no
character preserved. Unite however, only such trees, as are
distinguished by colors of a similar character, the composi-
tion will be beautiful, and the variety will only serve to enhance
and strengthen the expression. If any other rule but their ex-
pression were followed, would the effect be the same ?

Different compositions of colors also are necessary in the
different appearances of trees, whether as a clump, a thicket,
a grove, or a wood. The same degree of uniformity in color-
ing which is beautiful in a wood, is displeasing in a thicket or
open grove ; the same degree of variety which is beautiful in
these, is unpleasing in the other. To what principle shall
these differences be referred, but to the difference of charac.
ter—to the airiness and gaiety of the one, to the majesty and
solemnity of the other?

The scenes of nature often derive their character even from
the season of the day in which they are viewed, and the aspect
which they regard. How much the beauty of the composi-
tion of colors, in such scenes, arises from the composition of
their expression, is beautifully illustrated in the following ob-
servations of Mr. Whately.

« Some species and situations of objects are in themselves
s« adapted to receive or to make the impressions which charac.
< terize the principal parts of the day ; their splendor and so-
s briety, and other peculiarities recommend or prohibit them
« upon different occasions : the same considerations direct the
« choice also of their appendages: and in consequence of a
« judicious assemblage and arrangement of such as are proper
<t for the purpose, the spirit of the morning, the excess of noon,
s« or the femperance of evening, may be improved or corrected
« by the application of the scene to the season.

«In the morning, the freshness of the air allays the force of
« the sun-beams, and their brightness is free from glare ; the
“ most splendid objects do not offend the eye, nor suggest the

united as are distinguished by colors of a similar character, what will be the
effect? Where are different compositions of colors also necessary? How is
this illustrated? To what principle shall these differences be referred?
Whence do the scenes of nature often derive their character? Repeat Mr.
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«jdea of heat in the extreme; but they correspond with the
s glitter of the dew which bespangles all the produce of the
¢ earth, and with the cheerfulness diffused over the whole face of
“creation. A variety of buildings may therefore be introduced
“to enliven the view, their color may be the purest white with.
s out danger of excess, though they face the eastern sun; and
¢ those which are in other aspects should be so contrived, that
s their turrets, their pinnacles, or other points, may catch
¢ glances of the rays, and contribute to illiminate the scene.
« The trees in general ought to be of the lightest greens, and
“ so situated as not to darken much of the landscape by the
“length of their shadows. Vivacity in the streams and trans.
« parency in a lake, are more important at this than at any other
“ hour of the day ; and an open exposure is commonly the most
« delightful, both for the effect of particular objects, and the
<« general character of the scene.

% At noon, every expedient should be used to correct the ex-
“cess of the season; the shades are shortened, they must
“ therefore be thick, but open plantations are generally prefer-
s able to a close covert: they afford a passage, or at least, ad-
« mittance to the air, which, tempered by the coolness of the
« place, soft to the touch, and refreshing at once to all the senses,
“ renders the shade a delightful climate, not a mere refuge
«from heat. Groves, even at a distance, suggest the ideas
¢ which they realize upon the spot, and by multiplying the ap-
¢ pearances, improve the sensations of relief from the extremity
* of the weather; grottos, caves, and cells, are on the same
“account agreeable circumstances in a sequestered recess:
¢ gnd though the chill within be hardly ever tolerable, the eye
¢ catches only an idea of coolness from the sight of them.
¢ Other buildings ought in general to be cast into shade, that-
“the glare of reflection from them may be obscured. The
“large expanse of a lake is also too dazzling: but a broad
¢ river moving gently, and partially darkened with shadow, is
« very refreshing, more so perhaps than a little rill, for the viva-
¢ city of the latter rather disturbs the repose which generaily
¢ prevails at mid.day : every breeze then is still ; the reflection
¢ of an aspin leaf scarcely trembles on the water ; the animals
“remit their search of food, and man ceases from his labor;
“ the stream of heat seems to oppress all the faculties of the
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« mind, and all the active powers of the body; and any very
* lively motion discomposes the languor in which we then de.
< light to indulge.

“In the evening, all splendor fades no buildings glare, no
“ water dazzles, the calmness of a lake suits the quiet of the
“ time, the light hovers there, and prolongs the duration of day.
¢ An open reach of a river has a similar though a fainter effect,
““ and a continued stream all exposed preserves the last rays of
‘“the sun along the whole length of its course, to beautify
¢ the landscape. But a brisk current is not so consistent as a
“¢lake, with the tranquillity of evening, and other objects
<t ghould in general conform to the temper of the time: build-
“ings of a dusky hue are most agreeable to it. No contrast
¢ of light and shade can then be produced; but if the planta-
¢ tions, which by their situation are the first to be obscured, be
<¢ of the darkest greens, if the buildings which have a western
< agpect be of a light color, and if the management of the
¢¢ Jawns and the water be adapted to the same purpose, a diver-
< sity of tints will be preserved long after the greater effects are
< faded.”

There are few subjects where the beauty or deformity of the
composition of colors is more observable, or, at least, more
commonly observed, than in the article of pruss. The follow.
ing hints may, perhaps, lead the reader to perceive, that this
beauty is also dependent upon expression :

1. It may be observed, that no dress is beautiful, in which
there is not some leading or predominant color displayed, or in
which, if I may use the expression, there is not some unity of
coloring. A dress in which different colors were employed in
equal quantities, in which one half of the body was distin-
guished by one color, and the other by another, or in which
each particular limb was differently colored, would be ridic-
lous, instead of being beautiful. It is in this way accordingly,
that mountebanks are dressed, and it never fails to produce the

Whately's beautiful illustration of this remark, throughout. In what is the
beauty or deformity of the composition of colors particularly observable ? To
what, perhaps, may the following hints lead the reader? No dress is beauti-
ful without what? A dress of what sort would be ridiculous instead of being
beautiful? Who dress in this way, and what is its effect 7 No dress is re-
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effect that is intended by it—to excite the mirth and the ridicule
of the common people.

2. No dress is ever remarked to be beautiful, in which the
prevailing color has not some pleasing or affecting expression.
There are a variety of colors which are chosen for common
apparel, which have no character or expression in themselves,
and which are chosen for no other reason, than because they
are convenient for the peculiar occupations or amusements in
which we are engaged : such dress accordingly has no beauty.
When we say, that it is a useful or a convenient color, we give
it all the approbation to which it is entitled. There are on the
coatrary, a variety of colors which are expressive from pecu-
liar associations, which are either gay, or delicate, or rich, or
grave, or melancholy. It is always such colors that are chosen
for what is properly called dress, or for that species of apparel,
in which something more than mere convenience is intended.
When we speak of such dress, accordingly, we generally
describe its beauty by its character, by its being delicate or
rich, or gay or magnificent, or in other words, by its being dis-
tinguished by some pleasing or affecting expression. We
should feel an equal impropriety in any person’s choosing the
color of ornamental dress, on account of its convenience, as in
his choosing the color of his common apparel, because it was
gay, or delicate, or splendid.

This difference of expression constitutes the only distinction
that seems to subsist between the colors that are fit for common,
and those that are fit for ornamental apparel. But besides this,
there is another constituent of the beauty of the prevailing
color—its relation to the character or situation of the person
who wears it. The same color, which would be beautiful in
the dress of a prince, would be ridiculous in the dress of a
peasant. We expect gay colors in the dress of youth, and
sober and temperate colors in the dress of age. We feel a

marked to be beautiful, without what? How is this illustrated from the
colors chosen for common apparel? When do we give it all the approbation
to which it is entitled? There are, on the contrary, a variety of what colors ;
and what is observed of them? When we speak of such colors, accordingly,
by what do we generally describe them? In what should we feel an equal
impropriety ? What does this difference of expression constitute ? Besides
this, what other constituent of the beauty of colors is there? How is this
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propriety in the cheerful colors of a marriage, and in the me-
lancholy coloring of mourning. There is a propriety of rela.
tion also, between the colors that distinguish the dress of cer-
tain situations, and these situations themselves, which we never
see violated without some degree of pain. Besides all this,
there is a relation of a still more delicate kind, between the
colors of dress, and the character that distinguishes the coun-
tenance of the person who wears it; which, however little
attended to, is one of the most important articles in the com-
position of dress, and which is never observed or violated with.
out either increasing or diminishing the beauty of the person it
distinguishes. As the general beauty of dress depends upon
the predominant color being distinguished by some pleasing or
interesting expression, so the beauty of dress in any particular
situation or character, depends upon this expression being suited
to that character or situation.

8. No dress is ever considered beautiful, in which the com.
position of the inferior colors is,not adapted to the peculiar ex-
pression of the prevailing color. The mere accumulation of
different colors, without any regard to the general color
of the dress, every one knows to be proverbially expres.
sive of ignorance and vulgarity. To suit' these colors, on
the other hand, to the prevailing color, is considered the
great criterion of taste in this kind of composition. If you in.
quire, accordingly, why, in any particular case, such colors
are not suited to the dress, you will be told, that they are either
too glaring, too solemn, too gay, or too delicate, for the pre.
dominant color; in other words, that they do not accord with
the expression of the dress, and that on this account the com.
position is not beautiful. Wherever in this article, it is said,
that colors either suit, or do not suit, what is meunt or felt, I
believe is, that their expressions either agree or do not agree.

fllustrated? In what other relation is there also a propriety 7 What relation
of a still more delicate kind is there; and what is said of it? What remark
follows? Without what adaptation is no dress ever considered beautiful 7 What
does every one know to be expreseive of ignorance and vulgarity: and what
is considered the great criterion of taste in this kind of composition? If you
inquire, accordingly, why, in any particular case, such colors are not suited
to the drees, what will you be told? Wherever it is said that colors suit or
do not euit, what is meant.? Of what do different colors in dress, on the eame
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- It is upon the same account that different colors in dress,
admit of very different degrees of variety, in the composition of
the subordinate colors. Rich colors admit of little variety :
grave or melancholy colors of less. Delicate colors admit
more of contrast than of variety: gay or cheerful colors de-
mand a great proportion of variety. In all these cases, the
proportion which is beautiful is that which accords with the
peculiar nature of the emotion that the predominant color
excites. Strong emotions, and emotions which border upon
pain, require uniformity in their objects: rich, er magnificent,
or mournful dresses, require therefore a great proportion of
uniformity in the composition of the coloring. Weak emotions
require to be supported and enlivened: dresses of a gentle or
delicate character are therefore best illustrated by contrast.
Emotions which belong to pleasure, demand variety in their
objects ; dresses of a gay character, admit therefore of a greater
proportion of variety in their coloring, than any of the others.

These slight hints, and the subject deserves no more, may
perhaps lead the reader to conclude, that the beauty of dress,
so far as it relates to the composition of colors, depends upon
the unity of expression ; and that taste, in this respect, consists
in the accurate perception of the expressions of colors, and of
their relation, both to each other, and to the character or situa-
tion of the person for whom they are destined.

There is one subject in which some attention to these princi-
ples might, perhaps, be productive of no unimportant effect: I
mean dramatic representation.  Every one has perceived the
impropriety of the greater part of the dresses which are seen
upon the stage. The confusion of rich and tawdry, gay and
grave drapery, in the same performance—the neglect of every
kind of correspondence between the dress, and the character it

.

account admit? How is this remark illustrated? In all these cases, what is
the proportion which is beautiful? What do strong emotions require; and
what do rich, or magnificent, or mournful dresses require? Of weak emo-
tions what is observed ; and what follows? What do emotions which belong
to pleasure require; and what is the consequence? To what may these
slight hints lead the reader? To what subject might attention to these prin-
ciples be productive 6f important effects? What has every one perceived ?
‘What are left to be determined by the caprice or vanity of the actor ? What
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distinguishes—comedy and tragedy clothed in the same colors;
and instead of any relation among the different dresses of the
same performance, or any correspondence to the character of -
that performance, each particular dress at variance with an.
other, and all of them left to be determined by the caprice or
vanity of the actor. If instead of this, we were to find, in each
distinguished character, some agreement between the expres.
sion of the dress and the nature of that character—if different
ages and professions, and situations, were attired with the same
regard to propriety that we expect in real life—if the whole of
the dresses, in every particular performance had some relation
to the character of that performance, and to the emotion it is
destined to excite in our minds—if no greater degree of variety
was admitted in this respect, than was consistent with this unity
of expression—and ‘if the whole were so imagined, as to com.
pose a beautiful mass or group of coloring, in those scenes
where any number of personages were assembled together;
gome addition, I conceive, would be given to the effect of an
art, which has the capacity, at least, of becoming one of .the
most powerful means we know, both of strengthening virtue,
and of communicating knowledge.

Whether the principle which I have now explained may not
extend to what is called the harmony of coloring in historical
painting—whether the beauty of the prevailing color is not
dependent upon the agreement of its expression, with that pecu.
liar expression or character which distinguishes the scene—and
whether the beauty of the composition of the subordinate
colors is not determined by its effect in preserving this unity
of expression, I shall leave to be determined by those who are
more learned in the art, and better acquainted with instances
by which the truth of the observation may be tried.

would be giving some addition to the effect to this art; and of the art itself what
is remarked ? What does our author leave to be determined by those who are
more learned in the art than he 18 himself?
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SECTION II.

OF THE RELATIVE BEAUTY OF FORMS.

Besides those qualities of which forms, in themselves, are
expressive to us, and which constitute what I have called their
NATURAL beauty, there are other qualities of which they are
the signs, from their being the subjects of art, or produced by
wisdom or design, for some end. Whatever is the effect of
art, naturally leads us to the consideration of that art which is
its cause, and of that end or purpose for which it was pro-
duced. When we discover skill or wisdom in the one, or useful.
ness or propriety in the other, we are conscions of a very
pleasing emotion ; and the forms which we have found by
experience to be associated with such qualities, become natu-
rally and necessarily expressive of them, and affect us with
the emotions which properly belong to the qualities they
signfy. There is, therefore, an additional source of beauty
in forms, from the expression of such qualities ; which, for the
sake of perspicuity, I shall beg leave to call their RELATIVE
beauty. -

Every work of design may be considered in one or other of
the following lights :—FEither in relation to the art or design
which produced it—to the nature of its construction, for the
purpose or end intended—or to the nature of the end which it
is thus destined to serve ; and its beauty accordingly depends,
either upon the excellence or wisdom of this design, upon the
fitness or propriety of this construction, or upon the utility of .
this end. The considerations of design, of fitness, and of
utility, therefore, may be considered as the three great sources

Besides the natural beauty of forms, from what are they the signs of other
qualities? Whatever is the effect of art, naturally leads us to what considera-
tion? When we discover skill or wisdom in the one, or usefulness or pro-
priety in the other, of what are we conscious; and of the forms, what is
remarked? From what is there, therefore, an additional source of beauty in
forms ; and what is it called 7 In one or the other of what lights, may every
work of design be considered ; and upon what does its beauty, accordingly,
depend? What may, therefore, be considered as the three great sources of
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of the relative beaunty of forms. In many cases, this beauty
arises from all these expressions together ; but it may be useful
to consider them separately, and to remark the peculiar influ.
ence of each, upon the beauty of forms.

PART I

OF THE INFLUENCE OF DESIGN UPON THE BEAUTY OF FORMS.

I. That the quality of design, is, in many cases, productive of
the emotion of beauty, seems to me too obvious to require any
illustration. The beauty of design in a poem, in a painting, in
8 musical composition, or in a machine, are expressions which
perpetually occur, both in books and in conversation, and
which sufficiently indicate the cause or source of the emotion,

Wherever we discover fitness or utility, we infer the exist-
ence of design. In those forms, accordingly, which are dis.
tinguished by such qualities, the discovery of an end immedi-
ately suggests to us the belief of intention or design; and the
same material qualities of form, which signify to us this fitness
or usefulness, are the signs also of the design or thought which
produced them;

It is obvious, however, that we often perceive the expression
of design in forms, both in art and nature, in which we discover
neither fitness nor utility. By what means then do we infer the
existence of design in such cases; and are there any qualities
of form, which are, in themselves, expressive to us of design
and intention? [ apprehend that there are—that there are
certain qualities of form which are immediately and perma-
nently expressive to us of these qualities of mind, and which
derive their beauty from this expression.

the relative beauty of forms? From what, in many cases, does this beauty
arise ; but in what manner may it be useful to consider them ?

What seema too obvious to reqmre illustration? What expressions perpe-
tually occur, both in books and in conversation, and what do they sufficiently
indicate? Where do we infer the existence of design? What remark follows 2
Where is it obvious, however, that we often perceive the expression of design
in forms? What interrogation follows; and of it, what is apprehended ? In .
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1. In this view, it will easily be observed, that the material
quality which is most naturally and most powerfully expressive
to us of design, is UNIFORMITY or REGULARITY. Wherever in
any form, we observe this quality, we immediately infer design.
In every form, on the contrary, where we discover a total want
of this quality, we are disposed to consider it as the produe-
tion of chance, or of some power which has operated without
thought or intention. ¢ In all cases,” says Dr. Reid, “ regu-
¢ larity expresses design and art: for nothing regular was ever
“the work of chance.” In what manner this connexion is
formed, whether it is derived from experience, or to be eonsi-
dered as an original principle of our nature, I do not inquire.
It is however, very obvious in children, at a very early age :
and it may be observed, that the popular superstitions of all na-
tions are, in a great measure, founded upon it; and that all
uniform or regular appearances in nature are referred by them
to some intelligent mind. )

The terms regularity and uniformity are used so synony-
mously, that it is difficult to explain their difference. As far
as I am able to judge, the following account of this difference
is not very far from the truth.

With regard to both terms, when applied to forms, two things
are observable. 1st, That they are only applied to such ob-
jects as compose a whole; and that they express a relation
either between the parts of it considered separately, or among
the parts considered as constituting the whole. The relations
between different wholes, or the parts of different wholes, are
expressed by other terms. '2dly, That they express always
dimilarity or resemblance of parts. With regard to uniformity,
the term itself is an evidence of it ; uniformity being nothing
but similarity of form. With regard to regularity it is not less
evident. A regular form isa form where all the parts are simi-

this view, what will be easily observed ? Wherever we observe this quality,
what do we infer? In every form, on the contrary, where we discover a total
want of this quality, to what are we disposed ? What says Dr. Reid? What
does our author not inquire? In whom is it very obvious; and what may be
farther observed? How are the terms regularity and uniformity used?
With regard to both terms, when applied to forms, what two things are ob-
servable? With regard to uniformity, what is observed; and what, with
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lar: an irregular form is a form where all the parts are dissi.
milar. A form partly regular and partly irregular, is a form
where some parts are similar and others dissimilar. This is, I
conceive, the literal meaning of regularity, as applied to forms,
and what we always mean by it when applied to natural objects,
There is, however, another meaning of the term, when applied
to works of art, viz. the imitation of a model. Thus, we say,
that a pillar is regular, that a poem is regular, that any compo-
sition is regular, when they have the same proportions, and the'
same parts, which are found in the model, or prescribed by the
rule. In this case it is still the similarity of parts which con.
stitutes regularity; the similarity between all the parts in the
copy, and those in the original from which it is borrowed.

Considering then regularity and uniformity as both express-
ing similarity of parts in a whole, it is plain, that we may con.
sider every form composed of parts, either in relation to the
similarity of individual parts, or in relation to the similarity of
the whole parts. In the first case, the resemblance of any two
or more parts constitutes its uniformity. In the second, the re-
semblance or similarity of all the parts constitutes its regularity.
Thus, we say that any two sides of a prism are uniform, but
that the prism itself is a regular figure ; that the sides of a cube
are uniform, but that the cube itself is regular; that the sides
of many of the different crystals are uniform, but that the crys-
tals themselves are regular solids.

In this view, both uniformity and regularity are constituted .
by similarity of parts ; and the difference between them is,
that uniformity expresses the similarity of parts considered se.
parately, and regularity the similarity of parts as constituting
the whole. There may therefore be uniformity without regu-

regard to regularity? What is a regular form; and what is an irregular
ooe. What is a form partly regular and partly irregular? Of this defini-
tion, what is observed 7 What other meaning has the term when applied to
works of art; and what example of illustration is given? In this case, what
is it that constitutes the regularity? Considering their regularity and uni-
formity as both expressing similarity of parts in a whole, what plainly fol-
lows? In the first case, what constitutes uniformity ; and in the second, what
constitutes regularity? How is this illustrated? In this view, how are both
uniformity and regularity constituted; and what is the difference between
them? Why may there, therefore, be uniformity without regularity; but
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larity, because there may be a similarity between any two or
more parts of & form, without a general similarity among the
whole ; but there cannot be regularity without uniformity, or
without this general resemblance of the whole parts to each
other.

Whatever may be the truth of this explanation, it seems suffi-
ciently obvious, that both these qualities are naturally expres.
sive to us of design, and that from the appearance of the
one, we are disposed to infer the exertion of the other.

I believe also it will be found, that the beauty of such quali-
ties in forms, arises from this expression of design, and that
they are not beautiful in themselves, independently of this ex-
pression. -

1. Whenever we know that such appearances in nature are
the effect of chance, or seem to have been produced without
any design, they are not beautiful. Of this every one must
bave had many instances in his own experience. We often
meet with vegetable productions, which assume perfectly regu-
lar forms, and which approach to a resemblance to animals.
However exact such a resemblance may be, or however regu.
lar the form, we never consider such productions beautiful. We
say only that they are curious : we run to see them as novelties,
but we never speak of their beauty or feel from them that emo-
tion of delight which beauty excites. In many stones, in the
same manner, we often find resemblances to vegetables, to ani-
mals, and to the human countenance. We never say, however,
that such instances are beautiful, but that they are curious.
The appearance of regularity or uniformity in rocks or moun-
tains, or in any of the ingredients of natural seenery, is every
where considered as a defect, instead of a beauty, and is beheld,
with no other emotion than that of surprise. If uniformity or
regularity were beautiful in themselves, it is manifest, that such

what can there not be? Whatever may be the truth of this expression, what
seems sufficiently obvious? From what will it also be found that the beauty
of guch qualities in forms arises? When are such appearances not beautiful 2
How is this remark illustrated in the case of vegetable productions? In
many stones, in the same manner, what do we often find ; and what isob-
served of them? How is the appearance of regularity in rocks or mountains,
every where considered; and how ia it beheld? If uniformity or regularity
were beautiful in themselves, what is manifest? As uniformity is not, inv
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productions of chance would be equally beautiful with those
that are produced by design.

2. It is obvious, that uniformity is net, in every case, equally
beautiful, and that this beauty is, in all cases, proportioned to
the difficulty of its attainment, or to the more forcible expres-
sion of design or skill. In simple forms, or such as are con-
stituted by lines of one kind, uniformity is beautiful but in a
very small degree. Increase the number of parts, and its
beauty increases in proportion to their number. We ‘are not
much struck with the uniformity of two leaves of a tree : the
uniformity of the whole number of leaves is a very beautiful
consideration. The uniformity of these minute parts in every
individual of the class, in every trce of the same kind in
nature, is a consideration of still greater effect, and can
scarcely be presented to the mind, without awakening a very.
powerful conviction of wisdom and design. It is upon this
principle chiefly, I apprehend, that we determine the beauty of
mathematical figures, when we consider them simply as
figures, without relation either to their connexion with science,.
or with any of the productions of art. An equilateral triangle
is more beautiful than a scalene or an isosceles, a square than
a rhombus, a hexagon than-a square, an ellipse than a
_parabola, a circle than an ellipse ; because the number of their
uniform parts is greater, and their expression of design more
complete. In general, in this subject regular figures are

- more beautiful than irregular, and regular figures of a greater
number of parts more beautiful than the same figures of a
smaller number of parts; they cease only to be beautiful when
the number of their parts is so great as to produce confusion,
and of consequence to obscure the expression of design. It is
the same principle which seems to produce the beauty of
inTrIcACY. Nothing is more delightful, than in any subject

every case, equally beautiful, to what, is this beauty in all cases proportioned?
In what forms is it beautiful in a very small degree; and how may it be
increased? How is this illustrated from the leaves of a tree? Whatisa
consideration of still greater effect, and without what, can it not be presented
to the mipd? The beauty of what figures are determined in this way; and
how? What examp.es of illustrations are given? What remark follows;
and when only do they cease to be beautiful? What beauty also does the
30
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where we at first perceived only confusion, to find regularity
gradually emerging, and to discover, amid the apparent chaos,
some uniform principle which reconciles the whole. To reduce
a number of apparently dissimilar particulars, under one gen-
eral law of resemblance, as it is one of the strongest evidences
of the exertion of wisdom and design, so it is also productive
of one of the strongest emotions of beauty, which design can
excite.

II. The view which I have now given of the beauty of regu-
larity and uniformity, arising from the expression of design,
seems also very sufficiently to account for a fact, which every
one that is conversant in the history of the fine arts must
have observed : I mean in the universal prevalence of unifor-
mity, in the earlier periods of these arts: and perhaps a gen-
eral view of the progress of taste in this respect is the best
method, by which I can explain the influence of demgn upon
the beauty of forms.

-1. In the infancy of society, when art was first cultivated,
and the attention of men first directed to works of design, it is
natural to imagine, that such forms would be employed in those
arts which wereintended to please, as were most strongly expres.
sive of design or skill. This would take place from two
causes—1st, From their ignorance of those more interesting
qualities which such productions might express, and which the
gradual advancement of the arts alone could unfold; and,
2dly, From the peculiar value which design or art iteelf, in
such periods, possessed, and the consequent admiration which
itraised. When any art was discovered among a rude people,
the circumstance that would most strongly affect them, would
be the art itself, and the design or skill which it exhibited : of
the real capacities or consequences of the art, they must be

same principle seem to produce? What sight is most delightful? What is
observed of reducing a number of apparently dissimilar parts under one
general law of resemblance? The view which has now been given of the
beauty of regularity and uniformity, seems also sufficiently to account for
what ; and what remark follows? In the infancy of society, what is it natural
to imagine? From what two causes would this take place? When any art
was discovered among a rude people, what circamstance would most strongly
affect them? Of what must they be altogether ignorant? Upon what would
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altogether ignorant. That, upon which the artist would value
himself, would be the production of a work of skill. What the
spectator would admire, would be the invention or ingenuity of
the workman who was capable of imagining and executing
such a work. What the workman, therefore, would study,
would be to give his work as full and complete an expression
of this skill or design as he could: he would naturally, there-
fore, give it the appearance of perfect uniformity. In propor-
tion as it had this appearance, it would more or less testify the
exertion of this skill, and, consequently, more or less excite
the admiration of the spectator. The circumstance of art
itself would thus naturally prevail over every other expression
of form ; and the value as well as the uncommonness of such
talents would give, to uniformity, a degree of beauty, which it
is, perhaps, difficult for those to imagine who are accustomed
to the advancement of the arts in a polished age. How
naturally all this would take place, may still, however, be seen
in the tastes and opinions of children. What they perpetually
admire is uniformity and regularity. The first litlle essays
they make in art, are all distinguished by this character; the
opinion they form of the value or beauty of any object that is
shown to them, is from the prevalence of uniformity in its com-
position ; and the triumph which they display, when they are
able to produce any kind of regularity in their little produc-
tions, very sufficiently indicates the connexion that subsists in
their minds, between such qualities and the expression of
design. ‘

In the earlier periods of society, therefore, it seems reason-
able to imagine, that all those arts which were directed only to
ornament, or to the production of beauty, should employ, in
preference to all others, the admired torm ; and that the artist
should attempt to give to every thing that constituted the fine

the artiat value himself; and what would the spectator admire? What would
the workman, therefore, study; and what appearance would he naturally give
it? In proportion as it had this appearance, what would it testify; and what
effect would it, consequently, produce? Over what would the circumstance
of this art naturally prevail; and what would folow? Where may the
facility with which all this would take place be seen; and how is this fully
illustrated? In the earlier periods of society, therefore, what does it seem
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arts of such an agé, that uniformity, which was expressive of
the quality most valued, and most admired among them. It is
found, accordingly, that this is the fact, and that the form, which,
in such periods, universally characterizes the productions of
taste, is uniformity or regularity.

The first appearance of the arts of sculpture and painting,
has, in every country, been distinguished by this character.
The earliest attempts to imitate the human form could have little
merit, as an imitation, and could be valued only for the skill
and dexterity they appeared, at such a period, to exhibit.
What the spectator admired, was not so much the resemblance
to man, as the invention and art which produced this resem-
blance ; what the artist therefore would study, would be to
make his work as expressive of this skill as possible. He could,
however, do this in no way so effectually, as by the production
of uniformity—by making choice of an attitude in which both
sides of the body were perfectly similar, and every article of
drapery, &ec. upon-the one side, having a correspondent article
of the same kind upon the other. Such a work carried with it
immediately the conviction of design, and of course, excited
the admiration of an age to which design was not familiar.
The figures of the gods, and of the heroes of rude nations, are
accordingly represented by every traveller, as fashioned in this
manner ; and whoever will take the trouble of reading the Abbé
Winkelman’s laborious History of Ancient Sculpture, will find
that the earliest period even of Grecian art, was distinguished
by the same character.

As the favorite form of such an age would be regularity, the
first step of the progress of the art would naturally consist in
the greater perfection of this form, in the higher finishing of
the parts, and in the increase of their number. It is at this’
period that the Egyptian sculpture seems to have siopped ; the

reasonable to imagine? What is, accordingly, found to be the fact? The
first appearance of what arts, has in every country, accordiugly, beeu distin-
guished by this character 7 Of the earlicst attempts to imitate the human
form, what is observed ?- What did the spectator admire, and what would the
artist, consequently, study? In what way could he most effectually do this?
What did such a work carry with it; and what was its effect? How are the
figures of the gods, &c., represented; and what remark follows? As the
favorite form of such an age would be regularity, what would be the first step
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accuracy and the delicacy of its workmanship appear not to
have been exceeded by any other people; but the possibility
of adding variety to uniformity, or of copying the more grace-
ful attitudes of the human form, seems, either to have been
unknown, or unattempted among them. From what cause this
peculiarity arose, it is now difficult to explain, if it may not be
conceived to have been the effect of a law of religion, by which
the artists were forbidden to give any other appearance or atti-
tude to the objects of their worship, than those which were to
be found in their ancient sculptures. Every history of painting
sufficiently shows, that the first periods of this art have been
uniformly distinguished by the same character.

The art of gardening seems to have been governed, and long
governed, by the same principle. When men first began to
consider a garden as a subject capable of beauty, or of bestow-
ing any distinction upon its possessor, it was natural that they
should endeavor to render its forms as different as possible
from that of the country around it; and to mark, to the spec-
tator, as strongly as they could, both the design and the labor
which they had bestowed upon .it. Irregular forms, however
convenient or agreeable, might still be the production of nature ;
but forms perfectly regular, and divisions completely uniform,
immediately excited the belief of design, and with this belief,
all the admiration which follows the employment of skill, or
even of expense. That this principle would naturally lead the
first artists in gardening to the production of uniformity, may
easily be conceived, as even at present, when so different a
system of gardening prevails, the common people universally
follow the first system; and even men of the best taste, in the
cultivation of waste or neglected lands, still enclose them by
unitorm lines, and in regular divisions, as more immediately

in the progress of the art? How does it appear that the Egyptian sculpture
here stopped ! It is vow difficult tu explain from what cause this peculiarity
arose, if 1t may not be conceived to have been what? What does every his-
tory of painting sufficiently show 7 What art seems to have been governed
by the sume principle? When men first began to consider a garden as a
subject capable of beauty, what was natural? % hat might still be the pro-
ducion of nature; but forms perfectly regular, and divisions completely uni-
form, produced what excitement? From what may it be conceived that '-_his
principle would naturally lead the first artists in gardening to the production
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signifying what they wish should be signified——their industry or
spirit in their improvement.

As gardens, however, are both a costly and permanent sub-
ject, and are, consequeatly, less liable to the influence of fash-
ion, this taste would not easily be altered ; and the principal
improvements' which they would receive, would consist, rather
in the greater employment of uniformity and expense, than in
the introduction of any new design. The whole history of an-
tiquity, accordingly, contains not, I believe, a single instance
where this character was deviated from, in a spot considered
solely as a garden; and till within this century, and in this
country, it seems not any where to have been imagined, that a
garden was capable of any other beauty, than what might arise
from utility, and from the display of art and design. It deserves
also farther to be remarked, that the additional ornaments of
gardening, have in every country partaken of the same charac.
ter, and have been directed to the purpose of increasing the
appearance and the beauty of design. Hence Jet d’Eaus, ar-
tificial fountains, regular cascades, trees in the form of animals,
&c. have, in all countries, been the principal ormaments of
gardening. 'The violation of the usual appearances of nature
in such objects, strongly exhibited the employment of art.
They, therefore, perfectly accorded with the character which
the scene was intended to have ; and they increased its beauty
as they increased the effect of that quality upon which this
beauty was founded. ‘

The same principle which has thus influenced the taste of
men in the earlier periods of society; with regard to sculpture
and gardening, appears to have extended to every other art
which was employed in the beauty of form. The art of dancing,
one of the fine arts of a rude people, and which is capa.

of uniformity? Why would not this taste be easily altered; and in what
would the principal improvements which they would receive, consist? Ac-
cordingly, what does not the whole history of antiquity contain; and what
remark follows? What deserves also farther to be remarked ? How is this
illustrated ? What does the violation of the principles of nature, in such ob-
jects, strongly exhibit? With wbat did they, therefore, perfectly accord ; and
in what degree did they increase its beauty? To what does the same pripci-~
ple appear to have extended? What is observed of the art of dancing illus-
trative of this remark? What is observed of general motions of the hun:an
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ble indeed of being one of the fine arts of the most improved
people, is distinguished, in its first periods, by the same cha-
racter, and from the same cause. The common or general
motions of the human body are acquired in so early infancy,
and are performed with so little reflection, that they appear to
be more the ‘exertion of a natural power, than an acquisition of
labor or art. When men then first began to take pleasure in
the exertion of their agility, and to expect praise or admiration
for their skill, it is obvious, that the motionsand gestures, which
they would adopt, would be such as were farthest removed
from the natural or easy motions of the body, and which, from
this difference, were most strongly expressive of the address or
agility of the dancer. Hence naturally arose the invention of
all those uniform attitudes, in which the two sides of the body -
wererendered perfectly correspondent ; those artificial gestures,
in which the same motion of the limbs is repeated, without any
change of place; and as the art advanced, those regular figures
in which the same form is perpetually described ; and those
more complicated dances, in which a number of performers
are engaged in repeating some intricate figure, within a definite
imterval. Such gestures and figures, as are essentially differ-
ent from the usual gestures of the body, were immediately ex-
pressive, both of design and skill. The performer would study
to excel in them ; the spectator would admire him in proportion
as he did excel ; and hence the art would almost necessarily
assume the same character of regularity or uniformity that
distinguished the other arts which were destined to please.

It would be very easy to illustrate the same observation,
from a variety of other particulars in the ornamental forms of
rude nations, if it did notlead to a very minute, and I believe a
very unnecessary investigation. 'The reader, will perhaps,
forgive me, if I avail myself of this opportunity to hazard a
conjecture, whether the same principle is not the cause of
the invention of rhyme and measure in poetry, and whether

body? When men first began to take pleasure in the exertions of their
agility, what course would they obviously pursue? Hence, naturaily arose
what invention? And as the art advanced, what? Of what were thiose ges-
tures immediately expressive? What would the performer study; and the
spectator admire; and hence, what would the art assume? From what
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it may not serve to account for a very remarkable fact witl
which every one is acquainted, viz. the precedence of poetical,
over prosaic composition.

The use of language is acquired so early in life, and is prac-
tised upon common octasions with so little study or thought,
that it appears to a rude people, as it does to the common peo-
ple of every country, rather as an inherent power of our nature,
than as an acquisition of labor or study; and upon such occa.
sions, is considered as no more axpressive of design or skill,
than the notes of birds, or the cries of animals. When, there-
fore, men first began to think of composition, and to expect ad-
miration from their skill in it, they would very naturally eadea-
vor to make it as expressive as they could of this skill, by dis-
tinguishing it, as much as possible, from common language.
There was no way so obvious for this, as by the production of
some kind of regularity or uniformity—by the production either
of regularity in the succession of these sounds, or of uniformity
or resemblance in the sounds themselves. Such qualities in
composition would immediately suggest the belief of skill and
design, and would, consequently, excite all that admiration
which, in the commencement of every art, such qualities so
strongly and so justly raise. . The same cause, therefore,
which induced the sculptor to give, to his performances, that
form which was most strongly expressive of his skill, would
induce the poet to employ that regularity or uniformity of
sounds, which was most immediately expressive also of his skill,
and which was most likely to excite the admiration of his peo.
ple. Rhyme or measure then, according to the nature of the
language, and the superior difficulty of either, would naturally
come to be the constituent mark of poetry, or of that species of

would it be very easy to illustrate the sane observation? What conjecture
does our author hazard? What is the consequence of the early period at
which language is acquired, and the little study with which it is practised on
common occasions? When men, therefore, first began to think of composi-
tion, and to expect admiration from their skill in it, what would they very
naturally do; and how? For this, what was the most natural way? What
would such qualities immediately suggest? How would the same cause,
therefore, operate both in the case of the sculptor, and the poet ? Of what
would rhyme or measure then naturally become the constituent mark? For
what would it be the simplest resource of the poet; and in what proportion
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composition which was destined to affect or to please. It would

be the simplest resource of the poet, to distinguish his produc-
tions from common language ; and it would, accordingly, please,
just in proportion to the perfection of s regularity, or to the
degree in which it was expressive of his labor and skill. With
the greater and more important characteristics of the art, a
rude people must necessarily be unacquainted : and what would
naturally constitute the distinction to them between poetry and
common language, would be the appearance of uniformity or
regularity in the one, and the want of them in the other.

As thus, the first instances of composition would be distin-
guished by some species of uniformity, every kind of composi-
tion would gradually borrow, or come to be distinguished by,
the same character. If it was necessary for the poet to study
rhyme or measure, to distinguish his verses from common lan.
guage, it would be equally necessary for the lawgiver to study
the same in the composition of his laws, and the sage in the
composition of his aphorisms. Without this character, they
had no distinction from usual or familiar expression—they had
no mark by which they might be known to be the fruit of
thought or reflection, instead of the immediate effusion of
fancy. Before the invention of writing, the only expedient by

~which it seems possible that composition could be distinguished
from common language, must have been some species of uni-
formity or regularity, which might immediately convey the
belief of art or design, and thus separate it from that vulgar
language which appeared to imply neither. It is hence that,
in every country, proverbs, or the ancient maxims of wisdom,
are distinguished by alliteration, or measure, or some other
artifice of a like nature ; that in many countries the earliest
laws have been written in verse; and, in general, that the arti-
1

- -

would it please? With what must a rude people neeessarily be unacqnainted ;
and what remark follows? As thus, the first instances of composition would
be distinguished by some species of uniformity, what would be the consae-
quence? 1If it was necessary for the poet to study rhyme or measure, to dis-
tinguish his verses from common language, what would be equally necessary?
Without this character, what did they not poasess? What seems to be the
only expedient by which composition could be distinguished from common
language, before the invention of writing? Hence, what arose? What
influence did the invention of writing exert? Prose, therefore, when written,

31
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ficial composition which is now appropriated to poetry alone,
and distinguished by the name of poetical composition, was natu-
rally the prevailing character of composition, and applied to
every subject which was.the fruit of labor. or meditation; as
the mark, and indeed the only mark that could then be given,
of the employment of this labor and meditation.

The invention of writing occasioned a very great revolution
in composition : what was written, was of itself expressive of
design. Prose, therefore, when written, was equally expres-
sive of design with verse or rhyme ; and the restraints which
these imposed, led men naturally to forsake that artificial com-
position, which now no longer had the value it bore, before this
invention. The discovery of writing, seems, therefore, natu-
rally to-have led to composition in prose. It might be expected
also, that the same cause shonld have freed poetry from.the
restraints with which the ignorance or the necessities of a rude
age had thus shackled it;.and that the great distinctions of
imagery, of enthusiasm, of being directed to the imagination,
instead of the understanding, &c. should have been sufficient
distinctions of it from prosaic composition, without preserving
those rude inventions, which were founded solely upon the ex-
pression of art. There are, however, two causes which serve
to prevent this natural effect, and which it is probable will every
where continue to appropriate rhyme or measure to poetical
composition—1st, The permanence of poetical models, and
the irresistible prejudice we have in their favor, even from no
other cause than their antiquity: and 2dby, The real difficulty
of the art itself, which, in opposition to the general history of
art, remains still as difficult, and perhaps more so, than in the
first periods of its cultivation; and which consequently renders
it still as much the object of admiration, as when it first began
to be cultivated. The generality of men judge of poetry by
the perfection or imperfection of its rhymes; and the art or
skill of the poet, in the management of them, constitutes a very
great share of the pleasure they have in the perusal of it.

whas equally expressive of design with what; and to what did the restraints
which these imposed lead men? What remark follows? What might also
be cxpected? What two causes serve to prevent this natural efflect? How
do the generality of man judge of poetry; and what constitutes a very great
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Whatever truth there may be in this conjecture, with regard
to the origin of rhyme and measure, it is a fact sufficiently cer-
tain, that the first periods of the history of the fine arts, are dis.
tinguished by uniformity and regularity; and perhaps the ob-
servations which I have offered may lead the reader to believe,
that this arises from the early, and perhaps instinctive associa-
tion we have of such qualities in form, with design and skill,
and the great and peculiar value they necesgarily have in such
a period of society. :

2. When, however, the fine arts have made this progress,
circumstances arise which alter, in a great measure, the taste
of mankind, and introduce a different opinion with regard to
the beauty of design. Two causes more especially conspire to
this—1st, The discovery that is gradually made, that other and
more affecting qualities are capable of being expressed by
forms, than that of mere design: and 2dly, The progress of
the arts themselves, which naturally renders easy what at first
was difficult, and consequently renders the production of regu-
larity or uniformity less forcibly the sign of skill than at first.
Both tend immediately to the introduction of vamieTY, )

When the painter and sculptor, for instance, had advanced
so far in this art, as to be able to imitate exactly the form of
the human body, it could not well be long before they applied
themselves to particular imitations of it. Seme forms are
beautiful, others not. They would study therefore to imitate
the former; and perhaps endeavor to investigate the circum-
stances which constituted the difference between such cases,
The imitation of the beautiful, from the imitation of mere form,
was itself, a great step in the art, but was of still greater con.
sequence in leading to another. Beautiful forms were more
beautiful in one attitude than in another-—under the influence
of some passions or affections, than under the influence of

share of the pleasure they have in the perueal of it? Whatever truth there
may be iu this conjecture, what fact is sufficiently certain ; and what may the
obeervations made lead the reader to believe? When, however, the fine arts
have made this progress, what follows? What two causes especially conspire
to this? To what do both immediately tend? How is this ilustrated from
the painter and sculptor 7 As some forms are beautiful and others not, what
would they study, and endeavor also todo? Of the imitation of the beautiful
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others. To imitate such objects, therefore, it was necessary
to study, not only the general beauty of form, but such attitudes
and expressions, as were the signs of such passions or affec-
tions. ‘The most beautiful forms in real life, were still in some
respocts deficient, and it was difficult to find instances, where
such forms might display the most beautiful attitudes or expres.
sions. The imagination of the painter, or the sculptor, could
alone supply this want; he would endeavor by degrees, there.
fore, to unite the beauty of form with the beauty of ‘expres-
sion; and would thus gradually ascend to conception of ideal
beauty, and to the production of form and of attitude, more
beautiful than any that were to be found in nature itself. In
these various steps, the uniformity of the earlier ages would
insensibly be deserted. Beautiful attitudes have little unifor-
mity, and in the expression of passion or affection, every
variety of form must be mtroduced which takes place in real
life. The artist, therefore, would not only be under the neces-
sity of introducing variety, but the admiration of the spectator
would, necessarily, keep pace with its introduction ; both be-
cause the expression which his forms now assumed, was, of
itself, much more pleasing and interesting, than the mere ex-
pression of design, and because this variety was, in fact, now
significant of greater skill and dexterity in the artist, than the
mere umiformity of the former age. In those arts, therefore,
variety of form would sot only be considered as expressive of
design, but as that which distinguished the old and the modern
school, was the uniformity of the one, and the variety of the
other, it would be considered as the peculiar sign of elegant
or of improved design.

In all the other arts, which were either directed to the pro-
duction of beauty of form, or which were susceptible of it, the
same causes would produce the same effect. In all of them,

from the imitation of mere form, what is observed? To imitate such ob-
Jects, therefore, what was it necessary to study? What remark follows?
What could alone supply this want; what would he endeavor by degrees,
therefore, to do; and what would follow? In these various steps, what would
be deserted? Of beautiful attitudes what is observed? From this, what
consequence would follow, both to the artist, and to the admiration of the
:secutm"l In those arts, therefore, how would variety of form be considered ?

hat would be the came in all the other arts? Why would the difficulty be
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in proportion as the art was cultivated, the difficulty of it would

decrease ; the same form which was beautiful, and solely beau-

tiful, when the circumstance of art or skill only was considered, .
would every day become less beautiful, as that skill became

more common : the natural rivalship of artists would lead them

to deviate from this principle of uniformity, and by the intro-

duction of some degree of variety, to give greater proofs of
their art and dexterity :—it would not fail to be observed, that
in such inventions some were more beautiful or more pleasing

than others : some farther qualities, therefore, would be sought

for in forms, than that which was merely expressive of design :

the forms which were beautiful in nature, would be imitated in

the productions of art; succeeding ages would gradually refine

upon these beginnings of improvement; until, at last, the most
common forms would receive all that degree of beauty, which

was consistent with their usefulness or ends.

The forms, however, that are beautiful in nature, are, in ge-
neral, such as are distinguished by variety : in the imitation of;
them, therefore, variety would necessarily be introduced, The
imitation of such forms, the application of them to common
objects, was, in itself, more laborious, more difficult, and de-
manded more skill in the artist, than the production of mere
uniformity. 'The variety, therefore, which took place in this
period of the arts, would naturally become the sign of improved
or of elegant design, as uniformity had formerly been the sign
of design itself; and as the one distinguished the rude period of
these arts, and the other the improved and elegant one, unifor-
mity, in this, as in the former case, would come to be con.
sidered as the sign of rude or imperfect design, and variety, of
that which was refined and cultivated. The application of
these principles to the different arts, which are conversant
in the beauty of form, is far beyond the limit of these observa-
tions,

increaged in proportion as the art was cultivated; and what would be the
effect of the natural rivalship of artists? What would not fail to be ob-
served ; and what would follow? What are the forms that are beautiful in
nature ; and in the imitation of them, what is the consequence? Of the ap-
plication of such forms to common objects, what is rcmarked? Of the va-
riety, therefore, that took place in this period of the arts, what is observed 7
What is beyond the limit of these observations? How would society
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By such means as these—by the imitation of nature—by the
invention which rivalship would naturally excite, and by the
natural progress of art itself, variety would gradually be intro-
duced ; in different degrees indeed in different arts, according
to their nature, and the costliness and permanence of the sub-
jects upon which they were employed, but still, in all, in some
degree, and according to the measure in which they admitted
it. As it thus also bécame the principal visible distinction be-
tween the rude and the improved state of these arts, it would
become the sign of this improvement and refinement ; the ex-
cellence of the artist would, in a great degree, be measured by
the proportion of it which he was capable of giving to his
works ; and as the love of uniformity had distinguished the
earlier periods of society, the love of variety would, from the
same cause, distinguish the- periods of cultivation and refine-
ment. It is found accordingly, that this is the great charac-
teristic of the taste of polished ages: and so strong is this prin-
ciple, that wherever, in the arts of any country, variety is found
to predominate, it may be safely inferred, that they have long
been cultivated in that country ; as, on the other hand, wherever
the love of uniformity prevails, it may with equal safety be
inferred, that they are in that country but in the first stage of
their improvement.

There is one art, however, in whlch the same effect seems
to have arisen from very different causes. The variety which
distinguishes the modern art of gardening in this island, beau-
tiful as it undoubtedly is, appears not, however, to be equally
natural to this art, as it has been shown to be to others. It is,
at least, of a very late origin: it is to be found in no other
country, and those nations of antiquity, who had carried the
arts of taste to the greatest perfection which they have ever
yet attained, while they had arrived at beauty in every other
species of form, seem never to have imagined, that the princi-
ple of variety was applicable to gardening, or to have devi-

gradually be introduced; and in what order? What is remarked as a con-
sequence of thia? This being the great characteristic of a polished people,
of the strength of this principle what is observed? In what art does the
same cffect seem to have arisen from very different causes; and what is



OF THE MATEBIAL WORLD. 247

ated, in any respect, from the regularity or uniformity of their
ancestors.

Nor does it indeed seem to be either a very natural or a -
very obvious invention. A garden is a spot surrounding or
contiguous to a house, and cultivated for the convenience or
pleasure of the family. When men began first to ornament
such a spot, it was natural that they should do with it, as they
did with the house to which it was subordinate, viz. by giving
. it every possible appearance of uniformity, to show that they
had bestowed labor and expense upon the improvement of it.
In the countries that were most proper for gardening, in those
distinguished by a fine climate and a beautiful scenery, this
labor and expense could, in fact, in no other way be expressed
thap by the production of such uniformity. To imitate the
beauty of nature in the small scale of the garden, would have
been ridiculous in a country, where this beauty was to be
found upon the great scale of nature; and for what purpose
should they bestow labor or expense, for which every man
expects credit, in erecting a scene, which, as it could be little
superior to the general scenery around them, could, conse-
quently, but little communicate, to. the spectator, the belief of
this labor or this expense having been bestowed? The beauty
of landscape, nature had sufficiently provided. The  beauty,
therefore, that was left for man to create, was the beauty of
convenience or magnificence ; both of them dependent upon
the employment of art and expense, and both of them best ex-
pressed by such forms, as immediately signify the employment
of such means, In such a situation, therefore, it does not
seem natural, that men should think of proceeding in this art
beyond the first and earliest forms, which it had acquired ; or
that any farther improvement should be attempted in it, than
merely in the extension of the scale of this design.

In this view, I cannot help thinking that the modern taste in

remarked of it ? Why does it not seem to have been a very natural, or a very
obvious intention? In fine countries how only could this expense be express-
ed? In a country of what sort would it have been ridiculous to imitate the
beauties of nature on the small scale of a garden; and what remark follows ?
As nature, therefore, had provided the beauty of landscape, what beauty was
left for man to create; and of both of them, what is observed? Insucha
situation, therefore, what doea not seem natural? In this view, to what two
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gardening, or what Mr. Walpole very justly, and very empha.
tically calls the art of creating landscape, owes its origin te
two circumstances, which may, at first, appear paradoxical,
viz.—To the accidental circumstance of our taste in natural
beauty being founded upon foreign models; and to the dif.
ference or inferiority of the scenery of our own country, to
that which we were accustomed peculiarly to admire.

The influence of these circumstances will, perhaps, be suffi.
ciently obvious to those who recollect that the compositions
which serve most early, and indeed most universally, to fix our
taste in this respect, are those which have been produced in
Italy and Greece ; in countries much superior to our own, in
the articles of climate and of natural beauty ; which are almost
sacred in our imaginations, from the events by which they
have been distinguished, and which, besides all this, have an
additional charm to us, from the very compositions in which
they are celebrated. The poems of Homer and Theocritus,
of Virgil and Hoface, have been now for a considerable length
of time, the first poetical compositions to which the youth of
modern Europe are accustomed ; and they have influenced ac-
cordingly, in a very sensible degree, the taste of all those who
have been so early engaged in the study of them. Besides
this, the effect of painting, and particularly of landscape paint-
ing, has been very great, both in awakening our taste to natu-
ral beauty, and in determining it. The great masters in this
art have been principally Italians—men who were born amid
scenes of distinguished beauty, who passed their lives in copy-
ing those features either of real or of adventitious expression
with which Italy presented them ; and whose works have dis-
seminated in every country where they found their way, the
admiration of the scenes which they copied. From both
these causes, and from the strong prejudice, which, since the
revival of letters, we so early and so deeply feel, in “favor of

circumstances does the modern taste in gerdening owe its origin? To whom
will the influence of these circumstances be sufficiently obvicus? Of those
countries, what is observed? How is this illustrated from the poems of Ho-
mer, &c.? Besides this, what has been the effect -of painting? What is
remarked of the great masters of this art? What is the effect of both these
causges; and what remark follows? With these impressione what was very
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every thing thet relates to Grecian or to Roman antiquity, the
imagery of Italian scenery had strongly obtained possession ef
our imagindtion. Our first impressions of the beauty of natare
had been gained from the compoesitions which delineated such
scenery ; and we were gradually aecustonred to tonsider them
a8 the standard of natural besaty.

With these impressions, it was very natwral for theé inhabit-
ants of & country, of which the scemery, however baautiful
in itself, was yet, in many reipects, very different from that
which they were accustomed to consider as solely or supremely
beautiful, to attnpt te imitate what they did not possess; to
impert, as it were, the bewaties which were not of titeir own
growth : and in fact to create, accordity t6 Mr. Walpole’s
vigotous expression, that scenety which natubé and fortune had
denied them. .

Buch improvements, liowever, being extreitely exponsive,
could not be, at first, upon a very large scale. They could,
for various reasons, occupy only that spot of ground which sur-
rounded the liouse : and as they thus supplanted what hid for-
merly been the garden, they came, Very naturally, to be condi-
deted otily as another species of gardenihg. A sceéne of so
peculiar a kind; could not well unité with the country around :
it would gradually, thetefore, extend, so as to embrace all the
ground that was within view, o? in the possession of the impra-
ver. From the garden, it maturilly extended to the park, which
became, thersfore, alsu the subject of this new, but very fortu.
nate modt of improvement : andthus, from the nature of modern
oduedtion, and the habit we are in of receiving our first rudi.
ments of taste from foreign models, together with the admira.
tion which 80 many cduses have conspired to extite in our
minds with regard to antiquity, seems, very probably, to have
arisen that modern taste in gardening, which is eo different from
every other that men have followed, and which has tended so
much to the ornament of this country.

nxtural? Why could not sach improveménts; at first, b on a very large
scale; and how dd they come to be conridered only as another species of
grardening? As s scené of go peculiat & kind could riot well varite with thé
cinmiry round, in what manper would it graduslly éxtend? And thus whet
followed % homﬁrmaﬂiouo!‘mtl;;be‘en“id,ww i# also to be cb-
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1t is to be observed also, in confirmation of what I have
said, that the first attempts of this kind in England, were very
far from being an imitation of the general scenery of nature.
It was solely the imitation of Italian scenery : and it is notim-
probable, that they who first practiéed the art, were, themselves,
ignorant of the possible beauties which it at length, might ac-
quire. Statues, temples, urns, ruins, colonades, &c., were the
first ornaments of all such scenes. Whatever distinguished
the real scenes of nature in Italy, was here employed in artifi-
cial scenery with the most thoughtless profusion ; and the ob-
Ject of the art in general was the creation, not of natural, but
of Italian landscape. The fine satire of Mr. Pope upon this
subject, is a sufficient proof of the degree to which this fashion
was carried ; and it deserves to be remarked, to the honor of
his taste, that he so soon saw the possible beauties -of this in-
fant art, and was so superior to the universal prejudices upon
the subject.

It was but a short step, however, from this state of the art,to
the pursuit of general beauty. The great step had already
been made, in the destruction of the regular forms which eon-
stituted the former system of gardening, and in the imitation of
nature, which, although foreign, and very different from the ap-
pearances or the character of nature in our own country, was
yet still the imitation of nature. 'The profusion which was
lavished upon temples, ruins, statues, and all the other adventi-
tious articles of Italian scenery, soon became ridiculous. The
destruction of these, it was found, did not destroy the beauty
of Jandscape. The power of simple nature was felt and acknow-
ledged, and the removal of the articles of acquired expression,
only led men more strongly to attend to the natural expression
of scenery, and to study the means by which it might be main-
tained or improved. The publication also, at this time, of the
Beasons of Thomson, in the opinion. of a very. competent

served? As it waa solely the imitation of Italian scenery, what is not proba-
ble; and what remark follows? Of what is the fine satire of Mr. Pope a
sufficient proof; and what. deserves to be remarked? What, however, was
but a'short step from this state of the art; and in what had the great step
already been made? What soon became ridiculous? How does it appear
that the destruction of these did not destroy the beauty of landacape? What
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Jjudge,* contributed, in no small degree, both to influence and
direct the taste of men in this art. The peculiar merit of the
work itself, the singular felicity of its descriptions, and’ above
all, the fine enthusiasm which it displays, and which it is so
fitted to excite, with regard to the works of nature, were most
singularly adapted to promote the growth of an infant art, which
had for its object the production of natural beauty; and by
diffusing every where, both the admiration of nature, and the
knowledge of its expression, prepared, in a peculiar degree,
the minds of men in general, both to feel the effects, and to
judge of the fidelity, of those scenes in which it was imitated.
By these means, and by the singular genius of some late mas-
ters, the art of gardening has gradually ascended from the
pursuit of particular, to the pursuit of general beauty—to real.
ize whatever the fancy of the painter has imagined, and to cre-
ate a scenery, more pure, more harmonious, and more expres-
sive, than any that is to be found in nature itself,

From the slight view which I have now given of the progress
of those arts, which respect the beauty of form, the reader
may, perhaps, be satisfied, that this progress, itself, produces a
difference in the sentiments of men with regard to the beguty
of design, and to those material qualities in forms, which are
expressive of it : that the same degree of art or skill which is
the object of admiration in an early age, ceases to be so, in an
age of greater improvement ; and that hence as usIFoRMITY is
the distinguishing form of beauty in the first periods of these

arts, VARIETY is, from the same cause, in the latter.

" These qualities, however, though in a great measure cha.
racteristic of the rude and the improved periods of the arts, are

was the effect of the publication of Thomson’s Seasons? What properties of
the work were most gingularly adapted to promote the growth of an art,
which had for its object the production of natural beauty ? By diffusing
every where, both the admiration of nature, and the knowledge of its ex-
pression, for what did it prepare the minds of men? By these means, and
by the singular genius of some late masters, to what has the art of gardening
gradually ascended? From the slight view which has now been given of the
progress of those arts which respect the beauty of form, of what may the
reader be satisfied? Of these qualities, however, what is observed? Where

* Dr. Warton. .
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neither oppesite nar irreconciliable. In every perfeet form of
beauty they must be united, and the same quality of design or
skill which is the foundation of their beauty, affords also the
lIaw of their unian.

Every wosk of art supposes unity of design, or some one
end which the arnst had i view in ite structure or composition.
In farms, however, considered simply as expressive of design,
and without any other relation, the only possible sign of unity
of deaign, is upiformity or regularity. It is this which aloge
distinguishes the productions of chance, from those of desigs ;
and without the appearance of this, variety is, confessedly, only
confusien.

In every beautiful work of art, something more than mere
design is dexnanded, viz. elogant or embellished design. The
only matesial sign of this is variety. It is this which distin.
guisnes, in general, beautiful from plain forme; and without
this, in some degree, uniformity is only dullness and insipidity.
Beaytifu] forms, therefore, must necessarily be composed both
of uniformity asd variety ; and this union will be perfect, when
the proportion of wniformity does net eacraach upen the beauty
of embhellishtent, and the propostion af variety dees not sn-
croach upon the heauty of unity.

Considering, therefore, forms in this light, as bsautiful merely
from their expression of design, the observation of Dr. Hutche-
son may, pesheps, be considered an axiom with regard to their
beauty. That where the uniformity is equal, the beauty of .
forms is in propostion to their vasiety ; and when their variety
is equal, their beauty is in praportion to their uniformity : that
is, according to the view which k have now presented to the
reader, when the unity of design is equal, the beguty of forms
will be in proportion to their embellishment; and when the

-

moust they. be united, and what forms the law of their union? What does
every work of art suppose? In forms, however, what is obgerved ; and what
remark follows? In every be;uuful work of art, what is demanded; and of
this, wha is the only material sign? What does this, in general, distinguish ;

and ‘"‘,h"“‘z it, what follows? Of what must beautiful forms, therefore, be
compesed ; and when will this union be perfect? Considering, therefore,
forms as beautiful merely from their expression of design, what observation
of Dr. Hutcheson may, perhaps, be considered ah axiom, with regard to their
beauty? In the view now presented to the reader, how have the qualities of
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embellishment of forms is equal, their beauty will be in pro-
portion to the unity of their design.

JIL, Inthe view which I have now presented to the reader,
the qualities of uniformity and variety are considered as begu-
tiful from their expression of design. In the preceding section,
on the other hand, these qualities are considered as beautiful,
from the effect of thejr compositiop, in maintaining and pro-
moting the emotion which the subject, itself, is capable of ex-
citing, That these qualities are in fact beautiful from both
these causes—that their composition is in some cases beautiful
from bejng exprassive of the skill and taste of the artist ; and
in others, from being correspondent to the character or expres.
sion of the subject, are propositions, so obvious, that I will not
detain the reader by any illustration of them. The confounding
of these distinct expressions has also, I believe, been the cause
of the greater part of mistakes which have been made in the
investigation of the beauty of thege qualities.

The beauty of these expressions, however, is very different ;
and pg it is in the pawer of the artist, either to sacrifice the
beauty of design to that of character or expression, or to sacri.
fice the beauty of character to that of design, there is not,
perhaps, any ¢ircumstance of more importance to him, or to
the aris of taste in geperal, than a proper comprehensiop of
the diffarence of this beauty, and of the great superjarity which
the ane has over the other. The superiority of the beauty of
expression or character seems to consist in three things—1lst,
In the greater and more affecting emotion which is produced
by it, than that which ig produced by the mere expression of
‘design; 2dly, In this beauty heing more universally felt, it
being dependent only upon sensibility, while the beauty of de-
sign is fully felt only by those who are proficients in the art,
and who are able, accordingly, to judge of the skill or taste
which is displeyed : and 3dly, in the permanence of this beauty,

uniformity and variety been considered? How were they considered in the
preceding section? To illustrate what, will our author not detain the reader? ,
What haa been the effect of confounding these distinct expressions? The
beauty of these expressions being very different, what remark follows? In
what three things does ths superiority of the beauty of expression or charac- -
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arising from certain invariable principles of our nature, while
the beauty of design is dependent upon the period of the art
in which it is displayed, and ceases to be beautiful, when the
art has made a farther progress, either in improvement or de.
cline. In all those arts, therefore, that have, for their object, the
production of beautiful forms, it may be considered as a first and
fundamental principle, that the expression of design should be
subject to the expression of character ; and that in every form,
proportion of uniformity and variety, which the artist should
study, ought to be that which is accommodated to the nature of
this character, and not to the expression of his own dexterity or
skill. As in the mechanical arts, the object of which is utility,
and in which the ability of the artist is more surely displayed
by the production of useful form, it would be absurd in him
to sacrifice this utility, to the display of his own dexterity or
address; so in the arts of taste,the object of which is beauty,
and in which the taste or genius of the artist is in like manner
most surely displayed by the production of beautiful form, it is
equally absurd to sacrifice the superior beauty of character or
expression, to that meaner and less permanent beauty, which
may arise from the display of his own ability or art.

However obvious or important the principle which I have
now stated may be, the fine arts have been unfortunately
governed by a very different principle ; and the undue prefer-
ence which artists are naturally disposed to give to the display
of design, has been one of the most powerful causes of that
decline and degeneracy which has uniformly marked the his-
tory of the fine arts, after they have arrived at a certain period
of perfection. To a common spectator, the great test of ex.
cellence in beautiful forms is character or expression, or, in
other words, the appearance of some interesting or affecting

. quality in the form itself. To the artist, on the other hand,

ter seem to consist? In all those arts, therefore, that have, for their object,
the production of beautiful forms, what may be considered as a fundamental
principle? As in the mechanical arts, it would be absurd in him to sacrifice
this utility, to the display of his own dexterity or address; o in the arts of
taste what is equally absurd? However obvious or important the principle
now gtated may be, on the fine arts what remark follows? To a common
spectator, what is the great test of excellence in beautiful forms ; and what to
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the great test of excellence is skill—the production of some."
thing new in point of design, or difficult in point of execution.
It is by the expression of character, therefore, that the gene-
rality of men determine the beauty of forms; but it is by the
expresston of design, that the artist determines it. When,
therefore, the arts which are conversant in the beauty of form,
have attained to that fortunate stage of their progress, when
this expression of character is itself the great expressign of
design, the invention and taste of the artist take, almost ne-
cessarily, a different direction. When his excellence can no
Ionger be distinguished by the:.production of merely beautiful
or expressive form, he .is naturally led to distinguish it by the
production of what is uncommon or difficult; to signalize his
works by the fertility of his invention, or the dexterity of his
execution ;- and thus gradually to forget the end of his art, in
his attention to display his superiority in the art itself. While
the artist thus insensibly deviates from the true principles of
composition, other causes unfortunately tend to mislead also
the taste of the public. In the mechanical arts, the object of
which is utility, this utility is itself the. principle by which we
determine the perfection of every production : utility, however,
is a permanent principle, and necessarily renders our opinion
of this perfection as permanent. In the fine arts, the- object
of which is beauty, it is by its effect upon our imagination
alone, that we determine the excellence of any production.
There is no quality however, which has a more powerful effect
upon our imagination than novelty. The taste of the generality
of mankind, therefore, very naturally falls in with the inven-
tion of the artist, and is gratified by that continued production
of novelty which the art affords to it. In the mechanical arts,
which are directed to general utility, all men are, in some mea.

the artist 7 How do they, therefore, respectively determine the beauty of
forms? When, therefore, does the invention of the artist almost necessarily
take a different direction? When his excellence can no longer be distin-
guished by the production of merely beautiful or expressive form, to what is
he naturally led? While the artist thus insensibly deviates from the true
principle of composition, what is the effect of other causes? How is this
remark illustrated from the mechanical, and from the finearts? Of novelty,
and of its effect upon the generality of mankind, what is remarked? In the
mechanical arts, why are all men judges of the excellence of their produc-
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sure, judges of the excellence of their productions, because
they are, in some measure, judges of thie utility. But in the
fine arts, which seem to require peeuliar talents, and which
require at least talents that are not generally exerted, all men
neither ate, nor conceive themselves to be judges. They wil.
lingly, therefore, submit their opinions to the guidance of those,
whio, by their practice in these arts, appear very naturally the

- most competent to judge with regard to their beauty; and

while the arts amuse them with petpetual novelty, very readily

" take for granted, that what is new is also beautiful. By
- these means—by the preference which artists are so naturally
- disposed to give to the expression of design, above the expres-

sion of character<-by the nature of these arts themselves,

. which afford »o permanent prineiple of judging ; and by the

disposition of men in general to submit their opinions to the

- opinions of those who have the strongest propensity, and the

greatest interest in their corruption ; have the arts of taste, in

. every country, after a certain period of perfection, degenerated
!into the mere expressions of the skill and execution of the
" artist, and gradually sunk inte a state of barbarity, almost as

great as that from which they first arose. < Alit ®mulatio in-
¢ genia,” says Velleius Paterculus, in speaking of the same
subject, * et nunc invidia, nunc admiratio ineitaticnem accen-
¢ dit ; naturaque quod summo studio petitum est, adscendit in
‘ sumrum, difficilisque in perfecto mera est: naturaliterque
“ quod procedere nom potest, recedit; et ut primo, ad conse-
“ quendos quos priores ducimus, accendimur, ita, ubi aut pre.
“teriri aut quari eos posse desperavimus, studium cum spe
“ genescit, et quod assequi non potest, sequi desinit : et velut
“ occupatam relinguens matetiam; querit novam ; prateritoque
‘ oo, in quo eminere non possumus, aliquid in quo nitsmur con-
* quirimous.”—Vell. Patercul. L. 1. ad fin.*

* Emulation nourishes genius; envy and admiration alternately excite it.
That which is sought after and obtained by the greatest zeal, naturally reaches

tions; but of the fine arte what is obeeried? To whont do they, therefore,
willingly submit their opiion ; amd: what do they readily take for gramted ?
On the nianner in which the irts of tdsta have degensrated, what remark fol-
lows? Inspeaking of the same subject, whisk snys Velleiue Putercalus? To

L]
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Nor is this melancholy progress peculiar to those arts which
respect the beauty of form. The same causes extend tb every
other of those arts which are employed in the production of
beauty ; and they who are acquainted with the history of the
fine arts of antiquity, will recollect that the history of statuary,
of painting, of music, of poetry, and of prose composition,
have been equally distinguished, in their later periods, by the
same gradual desertion of the end of the art, for the display
of the artitself ; and by the same prevalence of the expression
of design, over the expression of the composition in which it
was employed. It has been seldom found in the history of any
of these arts, that the artist, like the great master of painting
in this country,* has united the philosophy with the practice of
his art, and regulated his own sublime inventions, by the chaste
principles of truth and science.

For an error, which so immediately arises from the nature,
and from the practice of these arts themselves, it is difficult,
perhaps impossible, to find a remedy. Whether, as I am wil.
ling to believe, there may not be circumstances in the modern
state of Europe, which may serve to check at least, this un.
fortunate progression—whether the beautiful models of antiquity
in every art, may not serve to fix, in some degree, the stand.
ard of taste in these arts—whether the progress of philosophy
and criticism may not tend to introduce greater stability, as vell
as greater delicacy of taste; and whether the general diffusion
of science, by increasing in so great a proportion the number

the summit., It is difficult to keep perfection stationary—that which cannot
proceed, naturally recedes, and, as at first we are ambitious of following those
whom we deem pre-eminent, 8o when we despair of equalling or. surpassing
them, our zeal flags with our hope, and we cease to follow thut which we can
never overtake. A new occupation is subetituted for the one relinquished, and
foreaking that in which we cannot become eminent, we seek something else
in which we may shine.

what is not this melancholy progress peculiar? To what do the same cauges
extend ; and what will they, who are acquainted with the fine arts of antiquity,
recollect? What has seldom been found in the history of any of these
arts? For this error, what is a difficult task; and what is far beyond the

* Sir Joshua Reynolde.
33
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of judges, may not rescue these arts from the sole dominion of’
the artists, and thus establish more just and philosophical princi-
ples of decision, it is far beyond the limits of these essays to
inquire. But I humbly conceive, that there is no rule of criti.

cism more important in itself, or more fitted to preserve the

taste of the individual, or of the public, than to consider every

composition as faulty and defective, in which the expression of
the art is more striking than the expression of the subject, or

in which the beauty of design prevails over the beauty of cha-

racter or expression.

PART II.

OF THE INFLUENCE OF FITNESS UPON THE BEAUTY OF FORMS.

THE second source of the relative beauty of forms is Fir-
NEss, or the proper adaptation of means to an end.

That this quality in forms, is productive of the emotions of
beauty, every one must probably have perceived. In the forms
of furniture, of machines, and of instruments in the different
arts, the greater part of their beauty arises from this consi.
deration ; nor is there any form which does not become beau.
tiful, where it is found to be perfectly adapted to its end. «A
«¢ ghip which is well built, and which promises to sail well,”
says Mr. Hogarth, «is called by sailors a beauty.” In every
profession, in like manner, all machines or instruments are
called beautiful by the artists, which are well adapted to the
end of their arts, Even the most common and disregarded
articles of convenience, are felt to be beautiful, when we forget
their familiarity, and consider them only in relation to the pur-
poses which they serve.

That fitness is not the only sourct of beauty in forms, is suf-
ficiently obvious. But I apprehend that the elegant and inge-

limits of these essays to inquire? What rule of criticism is of the greatest
importance ?

What is the second source of the relative beauty of forms? What must
every one probably have perceived? How is this illustrated from the forms
of farniture, &c.? What says Mr. Hogarth? In every other profession,
what practice is followed ; and when are the most common articles of conve-
nience felt to be beautiful? Though filness is not the only source of beauty
ih formms, yet of the author of the # Essay upon the sublime and beautiful,”
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mious author of the * essay upon the subline and beautiful,”
has yielded too much to the love of system, when he will not
allow it to be any source of beauty at all. The common ex-
perience and common language of mankind are at variance
with this opinion, nor does it seem to be sufficiently supported
by any of the instances he brings. < On this principle,” says
he, « the wedge-like snout of the swine, the little sunk eyes, and
“¢ the whole make of the head, so well adapted to its offices of
“¢ digging and rooting, would be extremely beautiful. The great
< bag hanging to the bill of the pelican, a thing likewise highly
¢ useful to this animal, would be likewise as beautiful in oureyes,
¢ The hedge-hog, so well secured against all assaults by his
<¢ prickly hide, and the porcupine, with his missile quills, would
< be then considered as creatures of no small elegance. There
<t are few animals whose parts are better contrived than those
< of the monkey. He has the hands of a man, joined to the
<< springy limbs of abeast; he is admirably calculated for run.
¢ ning, lepping, grappling, and climbing: and yet there are
«¢ few animals which seem to have less beauty in the eyes of all
<t mankind,”* &c. In these instances, and in all the others he
mentions, it is clear, that the animals are not, in general, consi-
dered as beautiful ; butif I am not deceived, the reason of this
18, not that the fitness of their construction is not a consideration
capable of producing the emotion of beauty, but.that, in gene-
ral, we never consider the animals in the light of this fitness
of their construction. Such forms are not naturally beautiful,
or have nope of those ingredients which were before mentioned
as constituting the natural beauty of forms. It is the natural
beauty of forms, however, which first strikes us, because
it demands neither any previous knowledge, nor any fixed
attention. Such animals, besides, have many unpleasing qua.
fities from their instincts, their characters, and their modes of
life. It is in the light of these qualities, however, that we

what is apprehended ? What are at variance with this opinion? Repeat the
passage introduced to illustrate this remark. In these instances, and in all
the others that he mentions, what is clear; but what is the reason of this ?
Of such forms, what is observed ? What is it that firet strikes us; and why ?
From what have such animals many unpleasing qualities? Why is it in the
light of these qualities that we generally consider them? When do their

* Burke, revised by Mills,
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generally consider them ; because painful or disagreeable qua-
lities much more suddenly, as well as more powerfully affect
us, than qualities of an oppesite kind. But whenever we can
prevail upon ourselves to disregard these unpleasing consi-
derations, and to consider the animals in the light of the fitness
of their construction, I believe it is agreeable to every man’s
experience, that their forms then became, in some degree ob-
jects of beauty. To say at first that the head of the swine
was a beautiful form, might perhaps expose the person who
asserted it to ridicule ; but if the admirable fitness of its con-
struction, for the necessities of the animal, are explained, there
is no person who will not feel, from this view of it, an,emotion
of beauty. There is nothing more common, accordingly, in
books of anatomy, or natural history, than the term of beauty
applied to many common, and many disagreeable parts of the
animal frame : nor is there any reader, who considers the sub-
ject in the light of their fitness alone, who does not feel the
same emotions with the writers. A physician talks even of a
beautiful theory of dropsies or fevers, a surgeon of a beautiful
instrument for operations, an anatomist of a beantiful subject
or preparation. 'The rest of the world, indeed, hear this lan-
guage with some degree of astonishment, it isinthe light only
of horror or disgust that such objects appear to them ; but to
the artists these qualities have long disappeared, and the only
light in which they regard them, is their fitness for the purposes
of their arts. These instances are, perhaps, sufficient to show,
that even the objects which are most destitute of najural beauty,
become beautiful, when they are regarded only in the light of
their fitness ; and that the reason why they do not always ap-
pear beautiful to us, is, that we, in general, leave this quality
out of our consideration. 'That pleasing or agreeable forms re-
ceive beauty from their fitness ; and that the most perfect form
of natural beauty may receive additional beauty from its being
wisely adapted to some end, are facts too obvious to require

forms become objects. of beauty? What might expose the person who
asserted it to ridicule ; but what follows? From books of anatomy, &c., how
is this iftustrated? Who feels the eame emotion? Of what do physicians
and surgeons talk? How do the rest of the world hear this language; and
why ? But of the artiets what is remarked ? To show what, are these
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any illustration. It is only to be observed, that this quality, in
its effect of producing the emotien of beauty, is subject to the
same limitations with every other quality of emotion. Such
qualities, when either familiar or minute, fail in producing an
emotion sufficiently strong to be the foundation of beauty ; and
as the emotion which we receive from fitness, is in itself greatly
inferior to many other emotions of pleasure, there are, perhaps,
more instances, where this quality is observed, without the
sentiment of beauty, than in most other qualities of a similar
kind with which we are acquainted. Unless when it is either
great or new, the generality of men feel little beauty in any
expression of fitness.

PROPORTION.

OF THE BEAUTY OF PROPORTION.

I apprehend also, that the beauty of prRoporTION, in forms,
is to be ascribed to this cause ; and that certain proportions af-
fect us with the emotion of beauty, not from any original capa-
city in such qualities to excite this emotion, but from- their
being expressive of the fitness of the parts to the end designed.
It is impossible for me, within the bounds which I prescribe to
myself, to enter fully into the investigation of the nature of pro-
portion. All I intend is, to produce some of the considerations
which induce me to join with Mr. Hogarth in this conclusion.

1. I conceive that the emotion of pleasure which proportion
affords, has no resemblance to any pleasure of sensation, but
that it resembles that feeling of satisfactioh which we have in
other cases, where means are properly adapted to their end.
When a chair, or a table, or any other common object is well-

instances sufficient? What facts are too obvious to require any illustration?
What only is to be observed? Of such qualities, when either familiar or
minute, what is obeerved ; and what remark follows? Only when do the
generality of men feel little beauty in any expression of fitness? Of the
beauty of proportion in forms, what does our author apprehend? Why do
certain proportions affect us with the idea of beauty? What is it impossible
to do; and what is all that is intended to be done? To what has the emotion
of pleasure, which proportion affords, no resemblance; but what does it
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proportioned, as far as I can judge, what we feel, isnot a mere
sensation of pleasure, from a certein arrangement of parts, but
an agreeable emotion, from the perception of the proper dis-
position of these parts for the end designed. In the same
manner, the effect of disproportion seems to me to bear no re-
semblance to that immediate painful sensation which we feel
from any disagreeable sound or smell, but to resemble that
kind of dissatisfaction which we feel, when means are unfitted
to their end. Thus the disproportion in the legs of a chair or
table, does not affect us with a simple sensation of pain, but
with a very observable emotion of dissatisfaction or discontent,
from the unsuitableness of this construction for the purposes
which the objects are intended to serve. Of the truth of this,
every man must judge from his own experience.

The habit, indeed, which we have in a great many familiar
cases, of immediately conceiving this fitness from the mere
appearance of the form, leads us to imagine, as it is expressed
in common language, that we determine proportion by the eye ;
and this quality of fitness is so immediately expressed to us by
the material form, that we are sensible of little difference be.
tween such judgments and a mere determination of sense; yet
every man must have observed, that in those cases, when either
the object is not familiar-to us, or the construction intricate,
our judgment is by no meanssospeedy ; and that we never dis.
cover the proportion, until we previously discover the principle
of the machine, or the means by which the end is produced.

2. The nature of language seems also very strongly to show °

the dependence of proportion upon fitness, and that it produces
the emotion of beauty, by being considered as the sign of this
quality. If a common person were asked, why the proportion
of some particular building, or machine, or instrument pleased
him, he would naturally answer, because it rendered the object
fit or proper for its end. If we were describing a machine or

resemble? How is this illustrated from a chair or table? In the same man-
ner, of the effect of disproportion, what is remarked? How is this illus-
trated? In many familiar cases, what habit have we; and what does it lead
us toimagine? Of this quality of fitness, what is remarked; yet what must
every man have observed? What does the nature of language also seem
very strongly to show? How is this remark illustrated from the case of a
common person; and from the description of a machine or instrument?
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instrument, to any person who was unacquainted with the
meaning of the term proportion, and wished to inform him of
the beauty of this proportion, we could do it perfectly well by
substituting the term fitness instead of it, and'explaining to him
the singular accuraey with which the several parts were adapted
to the general end of the machine; and if we succeeded in
this description, he would have the same emotion from the
consideration of this fitness, that we ourselves have from the
consideration of, what we call, its proportion. It very often
happens, in the same manner, that we read or hear accounts
of forms which we have never seen, and consequently of the
proportions of which, if proportion is a real and original quality
in objects, it is impossible for us to judge; yet I think, if we
were convinced that the form is well contrived, and that its
several parts are properly adjusted to their end, we immediately
satisfy ourselves that it is well-proportioned ; and if we per-
fectly understand its nature or mechanism, we never hesitate
to speak of its proportion, though we never have seen it. If
proportion on the contrary consisted in certain determinate re-
lations, discoverable only by a peculiar sense, all this could
not possibly happen. The consideration of fitness could no
more influence our opinion of proportion, than any other con-
sideration; and we could as little collect the belief of pro-
portion in any form from the consideration of its fitness, as
from that of its sound or color.

In a great variety of cases, the terms fitness and proportion
are perfectly synonymous. There is, however, a distinction
between them, which it may be necessary to explain, as it will
afford a more accurate conception of the nature of proportion,
and of the foundation of its beauty. ,

Every form which is susceptible of proportion, may be con.
sidered in either one or other of the following lights. 1st, In the
light of its whole or general relation to the end designed, or
when it is considered as a whole, without any distinction of

‘What, in the same manner, very often happens; yet what remark follows?
Under what circumstances, would not all this be possible; and why? Ina
great variety of cases, what terms are synonymous? Why, however, is it
necessary to explain the distinction that exists between them? In one or the
other of what lights may every form susceptible of comparison be con-
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paris: or 2dly, In the light of the relation of its several parts
to this end. ‘Thus, in the case of a machine, we may some-
times consider it in the light of its general utility for the end it
is destined to serve, and sometimes in the light of the propriety
of the different parts, for the attainment of this ead. When
we consider it in the first light, it isits fitness which we properly
consider : and when we consider it in the second light, it is its
proportion we consider. Fitness may therefore be supposed
to express the general relation of propriety between means
and an end, and proportion a peculiar or subordinate relation
of this kind, viz. the proper relation of parts to an end. Both
agree in expressing the relation of propriety between means
and their ends. Fitness expresses the proper relation of the
whole of the means to the end. Proportion the proper relation
of a part, or of parts to their end.

In common language, accordingly, whenever we speak of
this relation in a subject which has no division of parts, the
terms are used synonymously. Thus we say, that a man’s
expenses are fitted, or are proportioned to his income—that a
man’s ambition is fitted or proportioned to his talents—that an
undertaking is fitted or proportioned to one’s powers.

In subjects which are capable of division into parts, on the
other hand, the terms fitness and proportion are not used syno-
nymously, but according to the explanation which I have now
given. Thus we say, that the form of the eye is admirably
fitted for vision—that the telescope is fitted for discovering ob-
jects at a distance—that the steam.engine is fitted for raising
water : but we could not say, in any of these cases, that they
were proportioned to their ends. When we consider these sub-
jects as composed of parts, and attend to the form of these parts
for the attainment of their ends, we immediately speak of the
proportion of these parts. The just proportion of such parts

sidered? How is this illustrated from a machine? When we consider it in
the first light, what do we properly consider ; and what, when in the second ?
What may they, therefore, be supposed respectively to expreas? In what, do
they both agree; and how? When are the terms, accordingly, used synony-
mously; and what illlustrations follow? In subjects, which are capable of
division into parts, how are they used? How is this illustrated ? When do
we immediately speak of the proportion of the parts of theso subjects? What,
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is, accordingly, nothing more than that peculiar form or dimen:
sion which has been found from experience best fitted for the
accomplishment of the purpose of the instrument or the ma:
chine. Proportion therefore may, I apprehend, be considered
applicable only to forms composed of parts, and to express
the relation of propriety between any part, or parts, and the
end they are destined to serve.

3. It may be farther observed, that forms are just susceptible
of as many proportions, as they are susceptible of parts neces-
sary to the end for which they are intended: and that every
part which has no immediate relation to this end, is unsuscep-
tible of any accurate proportion. In many forms of the most
common kind, there are a great number of parts which have
no relation to the end or purpose of the form, and which are
intended to serve the purpose of ornament rather than of use.
In such parts, accordingly, we never expect or perceive any
accurate proportion, nor is there any settled and permanent
opinion of beauty in them, as there is in the great and neces-
-sary parts of the form. In the form of a chair, for instance,
or table or sofe, or door or window, several of the parts are
merely ornamental—they have no immediate relation to the
fitness of the form, and they vary accordingly alniost every
year in their forms and sizes. Al that is required of them is,
that they should not obstruct the general fitness : within that
limit they are susceptible of perpetual and pleasing variety:
There are other parts, however, of the same forms, which are
necessary to the general end or purpose of their construction,
as the height of the chair for the convenience of sitting, of
the table for its peculiar purposes, &c. These parts accord.
ingly, have all a proportion, which is immediately discerned,
and which is never greatly violated without producing an emo.
tion of dissatisfaction. If, on the contrary, proportion wes

accordingly, is the just proportion of such parts? To what may proportion,
therefore, be considered applicable? What may be farther observed? In
many forms of the most common kind, there are what ? Insuch parts, accord-
ingly, what do we not expect? Inthe form of a chair, &c., how is this illus-
trated? What is all that is required of them? Of other parts of the same
form, however, what is obeerved; and what do these parts possess? If, on
the contrary, proportion was something absolute and independent in forms,
34
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something absolute and independent in forms, it seems difficule
to imagine, that it should be found in those forms only, which
are susceptible of fitness, and in those parts only of such forms
as admit of this qaality.

4. Our sense of proportion in every forny, keeps pace with
our knowledge of the fitness of its construction. Where we
have no acquaintance with the fitness of anpy form, we have
- no sense of its peculiar proportions. No man, for instance,
aver presumes to speak of the proportions of a machine, of the
use or purpose of which he is ignorant. When a new machine
is shown us, we may pronounce with regard to the simplicity
or the complexness of its construction, but we never venture
to pronounce with regard to the propriety or impropriety of its
proportions. When our acquaintance is greater with the uses
or purposes of any particular clasa of forms, than the generality
of people, we are sensible of a greater number of pleasing
proportions in such objects, than the. rest of the world ; and
the same parts upon which others look with indifference, we
perceive to be beautiful, from our knowledge of the propriety
of their construction for the end designed. 'This every person
must have observed in the language of artists, upon the subject
of the instruments of their own arts; in the language of ana-
tomists, and proficients in natural history, on many different
subjects of their science; as well us in the inerease of his
own sense of proportion in different forms, with the increase
of his knowledge of the ends that such forms are destined to
serve. When any improvement, in the same manner, is made
in the construction of the forms of art, so that different propor-
tions of parts are introduced, and preduce their end better than
the former, the new proportions gradually become beautiful,
while the former lose their beauty. In general it may be ob-
served, that the certainty of proportion, is in all cases dependent

what does it seem difficult to imagine? With what does our sense of pro-
portion in every form keep pace; and what remark follows? How is this
illustrated? When a new machine is shown us, with regard to what may we
speak; but of what may we not? What results from greater acquaintance ?
In whoee language must every one have observed this? When any improve-
ment, in the same manner, is made in the construction of the forms of art,
what resulla? The certainty of proportion is, in all cases, dependent upon
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upon the certainty of fitness. 1st, Where this fitness is abso-
lutely determined, as in many cases of mechanics, the pro-
portion is equally determined. 2dly, Where it is determined
only by experience, the opinion of the beauty of -proportion
varies with the progress of such experience. 3dly, Where
this fitness cannot be subjected to experience, as in the case of
natural forms, the common proportion is generally conceived teo
be the fittest, and is therefore considered the most beautiful.
It is impossible, I apprehend, to reconcile these cases of the
dependence of our sense of proportion upon our opinion of fit-
ness, to the belief that there are any certain and established
-proportions in forms, which are originally and mdependently
‘beautiful. ,

‘These illustrations seem to me very strongly to show the in.
timate connexion which subsists between proportion and fitness;
and to afford a much more easy and simple solution of the de.
light which proportion produces, than the opinion of its being
a real and independent quality in objects.

There is, however, one case, in which it may still be doubted,
whether this explapation of the mature of proportion is suffi-
cient to account for the phenomena—the case of ARCHITECTURE.
The writers on this subject who have best understood the art,
have been unanimous in considering the proportions which have
been discovered in it, as deriving their effect from the original
constitution of our nature, and as beautiful in themselves with-
out relation to any expression. They have been willing also,
sometimes, to support their opinion by analogies drawn from
proportions in other subjects, and have remarked several cases
in which similar proportions are beautiful in music and in
pumbers. The fatility of all reasoning from such analogies
has been so often exposed, and is in itself, indeed, so very
obvious, that I shall not stop to consider it.

~~r -

what? How is this remark illustrated? To reconcile what, is it impossi-
ble? What do these iliustrations show, and what do they afford ? There is,
however, ouc cuse, of which what is observed? From what have the writers,
who have best understood the art, considered the proportions discovered in it,
to derive their effect? How have they been willing to support their opinion ;
and what have they remarked? On the futility of such reasoning, what
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I flatter myself, therefore, that it will not be considered au
unnecessary digression, if I endeavor to show, that the beauty
of the proportions in this art, are resolvable into the same
principle, and that they please us, pot from any original law of
our nature, but as expressive of fitness.

The proportions in ARCHITECTURE relate either to its EXTER-
NAL or its INTERNAL parts. [ shall offer some observations
vpon these subjects separately.

ARCHITECTURE.

OF THE EXTERNAL PROPORTIONS OF ARCHITECTURE.,

Tue propriety or fitness of any building intended for the
habitation of man, as far as its external appearance is concerned,
consists chiefly in two things—-1st, in its stability ; and 2dly, in
its being sufficient for the support of the roof. Walls, in every
country, at the same period of time, are nearly of an equal
thickness. It is easy, therefore, for the spectator to judge from
their external appearance, whether they are or are not.suffi-
cient for these two purposes. In plain buildings, intended
merely for use, and without any view to ornament, it is these
considerations which chiefly determine our opinions of propor-
tion. When the walls are of such a height as seems sufficient,
both for their own stability, and for the support of the weight
whieh is imposed upon them ; and when the distance between
them is such, as to appear sufficient for supporting the weight
of the roof, we consider the house well or as properly propor-
tiored. When any of these circumstances, on the contrary,
are different—when the walls are either so high as to seem in-
geeure, or the roof so large as to seem too heavy for its sup.

remark follows? What does our author flatter himself, therefore, will not be
an unnecessary digression? To what do the proportions of architecture
relate ?

In what two things does the propriety or fitness of any building, intended
for the habitation of man, consist? Of the walls of buildings, in every coun~
try, at the same period, what is remarked; and what, therefore, is an easy
task? In plain buildings, when do we consider the house well and properly
proportioned? When do we say the building is ill proportioned? In such
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port, or the side walls so distant as to induce an opinion of its
insecurity, we say, that the building, in such particulars is
ill-proportioned. In such cases, what we mean by proportien,
i3 merely fitness for the ends of stability and support; and as
this fitness cannot be very accurately measured, and is, in
itself, capable of wide limits, there are, accordingly, ne accu-
rate proportions of this kind, and no architect has ever at-
tempted to settle them. The general conclusions that we have
formed from experience, with regard to the fitness of such
forms, are the sole guides of our opinion, with respect to
these proportions. It may be observed also, that our senti-
ments of the proportion of such buildings depend upon the
nature of the buildings themselves, and even upon the mate-
rials of which they are composed. Gothic buildings, the walls
of which we know to be considerably thicker than these of
modern days, admit of greater height, and of a greater appear-
ance of weight in the roof, than buildings of the present age.
A house built of brick or of wood does not admit of the same
height of wall, &c. with a house built of stone, because the
walls are seldom so strong. A house which is united with
others, admits of a greater height than if it stood alone, be-
cause we conceive it to be supported by the adjoining houses:
and a building which has no roof, or nothing which it appears
to support, as a tower, or spire, admits of a much greater height
than any other species of building. These principles are all
that seem to regulate the external proportions of simple build-
ings ; all of them so obviousely depending upon fitness, that it
is unnecessary to illustrate them farther.

It is not in such buildings, accordingly, that any very aceu.
rate external proportions have ever been settled. This is pe-
culiar to what are called the orders of architecture, in which
the whole genius of the art has been displayed, and in which

cases, what do we mean by proportion; and what remark follows? What are
the sole guides of our opinion, with respect to these proportions ; and what
also may be observed? How is this illustrated from Gothic buildings—from
a house built of brick or of wood—from a house united with others—and from
a building which has no roof? Of these principles, what is remarked?
‘What remark follows ; to what is it peculiar, and what is observed of it?
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the proportions are settled with a certainty so absolute, as te
forbid almost an attempt at innovation. .

There are generally said to be five orders of archltecture,
viz. the Tuscan, the Doric, the Ionic, the Corinthian, and the
Composite. There are properly, however, only four, and
some writers have further reduced them to three. What con-
stitutes an order is its proportions, and not its ornaments. The
Composite having the same proportions with the Corinthian,
though very different .in respect of its ornaments, is properly,
therefore, considered only as a corrupted Corinthian.

Every order censists of three great parts or divisions—the
base, the column, and the entablature ; and the governing pro-
portions relate to this division.. The whole of them compose
the wall, or what answers to the wall of a common building,
and supports the roof.

There is one great difference, however, to be observed be-
tween a common wall and that assemblage of parts which con-
stitutes an order. . A common wall is intended to support &
roof, and derives its proportions, in a great measure, from this
destination. To an order, the consideration of the roof is un-
necessary.’ It is complete without any roof, and where a roof
is necessary, itis generally so contrived as not taappear. The
weight which is supported, or which appears to be supported in
an order, is the entablature. The fitness of a wall consists in
its appearing adequate to the support of the roof. The fitness
of an order, or of the proportions of an order, it should from
analogy seem also reasonable to conclude, consists in their ap-
pearing adequate to the support of the entablature, or of the
weight which is impoged upon them.

That this is really the case, and that it is from their being
expressive of this fitness, that the proportions of these different
orders appear beautiful, may, perhaps, seem probable from
the following considerations—

What are the five orders of architecture; and what remark follows? What
is it that constitutes an order; and of the Composite, what is, therefore,
observed ? Of what does every order consist; and what relates to this
division? What do the whole of these compose? What great difference,
however, is there to be observed, between a common wall, and that assemblage
of partsa which constitutes an order? In what does it seem reasonable, from
analogy also, to conclude that the fitness of an order congists? What remark
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t. The appearance of these proportions themselves, seems
very naturally to lead us to this conclusion. In all the orders,
the fitness of the parts to the support of the peculiar weight,
or appearance of weight in the entablature, is apparent to
every person, and constitutes an undoubted part of the pleasure
we receive from them. In the Tuscan, where the entablature
i# heavierthan in the rest, the column and base are proportion-
ably stronger. In the Corinthian, where the entablature is
lightest, the column and base are proportionably slighter. In the
-Doric and Ionic, which are between these extremes, the forms
of the column and base are in the same manner proportioned
to the reeiprocal weights of their entablatures, being neither
so strong as the one, nor so slight as the other. If the beauty
of such proportions is altogether independent of fitness, and de-
rived from the immediate constitution of our nature, it is dificult
to account for this coincidence ; and as the beauty of fitness in
these several cases is universally allowed, it is altogether un-
philosophical, to substitute other causes of the same effect, until
the insufficiency of this cause is clearly pointed out.

2. The language of mankind upon this subject, seems to con-
firm the same opinion. Whenever we either speak or think of
the proportions of these different orders, the circumstance of
weight and support enter both into our consideration and our
expression. The term proportion, in its general acception, im-
plies them ; and if this term is not used, the same idea and the
same pleasure may be communicated by terms expressive of
fitness for the support of weight. Heaviness, and slightness
or insufficiency, are the terms most generally used to ex.
press a deviation on either side, from the proper relation ; both
of them obviously including the consideration of support, and
expressing the want of proportion. When it is said that a

follows? What seems very naturally to lead us to this conclusion? In all the
orders, what is apparent to every person ; and what does it constitute? How
is this illustrated from the Tuscan, the Corinthian, the Doric, and Ionic ?
Under what circumstances is it difficult to account for this coincidence ; and
what is altogether unphilosophical? What seems to confirm the same opi-
nion? How is this illustrated ? Of the term proportion, in its general accepta-
tion, what is observed? For what are the terms heaviness and slightness
most generally used ; and what do they both obviously include? Whatillus-
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base, a column, or an entablature is disproportioned, it is the
same thing as saying, that this part is unfitted to the rest, and
inadequate to the proper end of the building. When it is said,
on the other hand, that all these several parts are properly ad-
justed to their end, that the base appears just sufficient for the
support of the column, and both for that of the entablature,
every person immediately concludes that the parts are perfectly
proportioned: and, I apprehend that it is very possible to give
a man a perfect conception of the beauty of these proportions,
and to make him feel it in the strongest manner, without ever
mentioning the name of proportion, but merely by explaining
them under the consideration of fitness, and by showing him
from examples, that these forms are the most proper that
can be devised for the end to which they are destined. If our
perception of the beauty of proportion, in such cases, were
altogether independent of any such considerations, I think that
these circumstances in language could not possibly take place;
and that it would ‘be as possible to explain the nature and
beauty of proportion by terms expressive of sound or color,
as by terms expressive of fitness or propriety.

8. The natural sentiments of mankind on this subject, seem
to have a different progress from what they would naturally
have, if there were any absolute beauty in such proportions
discoverable by the eye. It cannot surely be imagined, that
an infant will perceive, or does perceive, the beauty of such
proportions in the same manner in which he perceives the ob-
jects of any other external sense. It is not found either, that
the generality of mankind, even when come to mature age, ex-
press any sense of the absolute beauty of such objects. Itis
true, indeed, that very early in life, we are sensible of dispro-
portion in building, because the ideas of bulk and support are
so early and so necessarily acquired, and the eye is so soon
habituated to judge of weight from visible figure, that what is

tration of this remark follows? What does our author apprehend to be very
possible; and in what manner? Under what circumstances could not these
things take place; and what remark follows? Of the natural sentiments of
mankind, on this subject, what is observed? How is this remark illustrated
from the case of an infant, and from the generality of mankind? Of what
are we, in very early lifé mensible? What is it that 2 common person, upon
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fit for the support of weight, is very soon generally ascertained.
What a common person, therefore expresses upon the view of
such proportions, is rather satisfaction, than delight. It is not
the proportions which most affect him: it is the magnificence,
the grandeur, and the costliness which such buildings usually
display ; and though he is much pleased with such expressions,
he is generally silent with regard to the beauty of those pro-
portions with which connoisseurs are so much enraptured. If
proportion, on the contrary, were something absolutely beauti-
ful in such objects, the progress of taste would be reversed : the
admiration of the infant would be given to these proportions,
long before he was able to judge of their fitness ; and the sa-
tisfaction which arises from the expression of fitness, would be
the last ingredient in his pleasure, instead of being, as it now
is, the first.

4. The nature of these proportions, themselves, seems very
strongly to indicate their dependence upon the expression of
fitness. The beauty of such forms on the supposition of their
absolute and independent beauty must consist, either in their
beauty, considered as individual objects, orin their relation to
each other. If the effect arises from the nature of the indi-
vidual forms, then it must obviously follow, that such forms_or
proportions must be beautiful in all cases. I think, however,
that there is no reason to believe this to be the case. The base
of a column, for instance, taken bry itself, and independent of
its ornaments, which in this inquiry are entirely to be excluded
from consideration, is not a more beautiful form than many
others that may be given to the same quality of matter. The
peculiar form which its proportions give it, is very far from being
beautiful in every other case, as would necessarily happen, if
it were beautiful in itself, and independent of every expression.
A plain stone of the same magnitude may surely be carved into

R P [ S

the view of such proportions, expresses? What is it not, and what is it that
mosts affects him ; and what consequence follows? I proportion, on the con-
trary, were something absolutely beautiful in such objects, what would
follow? What does the nature of these proportions, themselves, seem very
strongly to indicate? In what must the beauty of such forms consist? If
the effect arises from the nature of the individual forms, what must obviously
follow? From what does it appear that this is not the case? How s this
35
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very different forms from those which censtitute the basea of
any of the orders, and may still be beautiful. In the same man-
ner, the celumn, considered as in the former case, merely in
relation to its peculiar form, and independent of its ornaments,
is not more beautiful, as a form, and perhaps wot so beautiful
as many other forms of a similar kind. The trunk of many
trees, the mast of a ship, the long and slender Gothic columa,
and many other similar objects, are equally as beautiful, when
considered merely as forms, without relation to any end, as any
of the columns in architecture. If, on the contrary, these forms
were beautiful in themselves, and as individual objects, no other
similar forms could be equally beautiful, but such as had the
same preportions. The same observation will apply equally to
the form of the entablature. It would appear, therefore, that
it is not from any absolute beauty in these forms, considered
individually, that our opinion of their beauty i eomposition
arises.

If it is said, on the other hand, that the beauty of proportion in
such cases arises from the relation of these parts, and that there
is something in the relation of such forms and magnitudes, in
itself beautiful, independent of any consideration of fitness,
there seem te be equal difficulties. Besides the relation of fit.
ness for the support of weight, the only relations which take
place among these parts are, the relations of length and breadth,
and the relation of magnitude. If this beauty arose from the
relation of length, it is neeessary to show, that such a propor-
tion of three parts in point of length, is solely and permanently
beautiful : if from the relation of breadth, there is the same
necessity of showing, that such a proportion of three parts in
point of breadth is as permanently beautiful : if frem both to-
gether, then the same proportions only ought to be felt as beau-
tiful, in all cases to which the relations of length and breadth
can apply. If, again, this beauty arose from the relation of

farther illustrated from the trunk of trees, the mast of a ship, Gothic column,
and many other similar objecis? If; on the contrary, these forms were beau-
tifal in themselves, what consequence would follow? To what will the same
cheervation equally apply; and whai consequence follows? What remark
presents oqual difficulties; and why? )f this beauty arose from the relation
of length, breadih, or from both together, what is it necessary to show? If,
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magnitude, it is necessary, in the same menner, to show, that
thres magnitudes, or quantities of matter, have in fact no other
beautiful proportions but those which take place in such orders.
But as it is very obvious, that there is no foundation for sup.
posing any such law in our nature, and that, on the comtrary, in
innumerable cases of alil such relations, different and contrary
proportions are beautiful, it cannot be supposed that sech pro.
portions are absolutely beautiful from any of there relations.

The only relation, therefore, that remains, is the relation of
fitness ; and if the same inquiry is carried on, I believe it will
soon be found, that a certain proportion of parts is necessarily
demanded by this relation ; and very probably also, that this
certain proportion is, in fact, that of each of these orders, ac-
cording to the particular bulk or weight that is given.

If an order is considered as an assemblage of weight, and
parts to support that weight, our experience immedistely leads
us fo conceive a proper relation of these parts to their end. If
the entablature be considered as the weight, then, of course, a
certain form and size in the column is demanded for the sup.
port of it, and in the base for the support of both. A plain stene,
for instance, set upon its end, has no proportion further than for
the purpose of stability. If it appears firm, it has all the pro.
portions we desire or demand, and its form may be varied in a
thousand ways, without interfering with our semse of its pro.
portion. Place a column or any other weight upon this stone,
and another proportion is imnmediately demanded,—its propor-
tion to the support of this weight. The form supported, how.
ever, has no proportion farther than that which is necessary for
its stability, or for continuing in its situation. It may be more
or less beautiful in point of form, from other considerations, but
not upon account of its proportion. Above this again place an
additional body, and the intermediate form immediately de-

again, this beauty arose from the relation of magnitude, what, in the same
manner, would be neceseary? But what is very obvious? What is the only
relation that remains ; and what remark follows? If an order is considered
as an assemblage of weight, and parts to support that weight, to conceive
what, does our experience immediately lead us? If the entablature be cons-
dered as the weight, what is demanded? How is this illustrated ? What pro-
portion only, has the form supported ? and what remark follows? Above this
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mands a new proportion, viz. to the weight it supports ; and the
first part, or the base, demands also another proportion, in con-
sideration of the additional weight which is thus imposed upon
it. . In this supposition, it is obvious, that the consideration of
fitness alone, leads us to expect a certain proportion among
each of these parts; the parts are beautiful or pleasing, just as
they answer to this demand ; and where the parts are few, and
experiments easy, it seems not difficult at last, to arrive at that
perfect proportion which satisfies the eye, as sufficient for the
purposes of support and stability. If we leave, therefore, every
thing else out of consideration, the consideration of fitness
alone seems sufficient to account, both for the origin of such
proportions in architecture, and for the pleasure which attends
the observation of them.
! Although, however, the influence of the expression of fit-
ness upon the beauty of proportion should be allowed, and the
doctrine of the original beauty of proportion should he deserted,
as inconsistent with experience, yet it may still be doubted
whether this expression is sufficient to account for the delight
which most men feel from the orders of architecture ; and it
may naturally be asked, why mankind have so long adhered to
these forms, without attempting to deviate from them, if they
are not solely and peculiarly beautiful. The satisfaction
which we feel from the observation of fitness, it may be said,
is a moderate and feeble pleasure, when compared with that
delight with which the models of architecture are surveyed:
and the uniform adherence of men to the established propor-
tions, is too strong a proof of their absolute or peculiar beauty,
to be opposed by any arguments of a distant or metaphysical
kind.

With regard to the first of these objections, I acknowledge,
that the mere consideration of fitness is insufficient to account

again, place an additional body, and what will follow? In this supposition
what is obvious? For what does the consideration of fitness alone, seem suf-
ficient to account? Although the influence of the expression of fitness upon
the beauty of proportion should be allowed, yet what may still be doubted ;
and what question may be asked? Of the satisfaction which we feel from
the observation of fitness, what may be said; and what remark followa? With
regard to the first of these objections, what is acknowledged ; but what at the
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for the pleasure which is generally derived from the established
orders. But I apprehend, that this pleasure arises from very
different causes, than their proportions, and that, in fact, when
these proportions only are comsidered, the pleasure which is
generally felt, is not greater than that which we experience,
when we perceive, in any great work, the proper relation of
means to an end. -

The proportions of these orders, it is to be remembered, are
distinct subjects of beauty from the ornaments with which they
are embellished, from the magnificence with which they are
executed, from the purposes of elegance they are inteuded to
serve, or the scenes of grandeur they are destined to adorn.
It is in such scenes, however, and with such additions, that we
are accustomed to observe them; and while we feel the effect
of all these accidental associations, we are seldom willing to
examine what are the causes of the complex emotion we feel,
and readily attribute to the nature of the architecture itself, the
whole pleasure which we enjoy. But besides these, there are
other associations we have with these forms, that still more
powerfully serve to command .our admiration ; for they are the
GrecIAN orders: they derive their origin from those times,
and were the ornament of those countries, which are most hal-
lowed in our imaginations ; and it is difficult for us to see them,
even in their modern copies, without feeling them operate upon
our minds, as relics of those polished nativns where they first
arose, and of that greater people by whom they were afier-
wards borrowed. While this species of architecture is attend-
ed with so many and so pleasing associations, it is difficult,
even for a man of reflection to distinguish between the differ-
ent sources of his emotion; or in the moments in which this
delight is felt, to ascertain what is the exact portion of his
pleasure which is to be attributed to these proportions alone ;
and two different causes combine to lead us to attribute to the
style of architecture itself, the beauty which arises from many

/
sametime, is apprehended 7 Of the proportions of these orders, what is tobe
remembered? Observing them, however, in such scenes, what is the conse~
quence? But besides these, what other associations have we with these
forms? While this species of architecture is attended with so many, and with
so pleasing associations, what is a difficult task? What two different causes
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other associations. In the first place, while it is wader our
eye, this architecture, itself, is the great object of our regund,
and the central object of all these associations. It is the ma.
terial sign, in fact, of all the various affecting gualities whach
are connected with it, and it disposes us in this, as in every
other case, to attribate to the sign, the effect which is produced
by the qualities signified. When we reflect, upon the other
hand, in our calmer moments, upon the source of our emotion,
another motive arises to induce us to consider these proportions
as the mole or the principal cease of our pleasare; for theser
proportions are the only qualities of the object which are per.
feetly or accurately ascertained—they have received the assent
of all ages since their discovery—they are the acknowledged
objects of beauty ; and having thus possession of ene andoubted
principle, our natural love of system induces us to ascribe the
whole of the effect to this principle alene, and easily sutisfies
our minds, by saving us the trouble of a long and tedious in-

, vestigation. . That this cause has had its full effect im this case,
will, I believe, appear very evident to these, who attend to the
enthusiasm with which, in gemesal, the writers npon architec.
ture speak of the beauty of proportion, and comapare it with
the commen sentiments of men upon the subject of this beawty.
Both these causes couspire to mislead our judgment in this
point, and to induce us to attribute to one quality in such ob-
jects, that beauty which in truth reselts from many united qua-
lities.

It will be found, I believe, on the other hand, that the real
beanty of such proportions is in fact not greater than that which
we feel in many cases where we perceive nreans properly
adapted to their end; and that the admiration we feel from the
prospect of the orders of antiquity, is necessarily to be ascribed
to other causes besides these proportions., Common people,
undoubtedly, feel a very infertor emotion of beauty from such
objects, to that which is felt by men of liberal education, be-

combine, to lead us to attribute to the style of architecture itself the beauty
which arises from many other associations? To whom will it appear evident
that this cause has, in this case, had its full effect? To do what do both con-
spire? What will, on the other hand, be found to be true? How is this illus-
trated from common people, and from the man of letters? How may the
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cange they have none of those associations which modern edu-
cation 8o early connects with them. The man of letters feels
also a weuker emotion than that which is felt by the . connois-
seur or the architect ; because he has none of the associations
which belong to the art, and never considers them in relation to
the genius, or skill, or invention which they display. Deprive
these orders, in the same manner, of their customary orna-
me ts, and leave only the great and governing proportions; or
change only in the slightest degree their forms, without altering
these proportions, and their beauty will be, in a great measure,
destroyed. Preserve, on the other hand, the whole of the or-
ders, bat diminish in‘a great degroe their scale, and though they
will still be beautiful, yet their beauty will be infinitely inferior
to that which they have upon their usual scale of magnificence.
It is possible, in the form of a candlestick, or some other trifling
utensil, to imitate with accuracy, any of these orders. It is
possible in many of the common asticles of furniture, to imi-
tate some of the greatest models of this art; but whe does not
know that their great beauty in such an employment would be
lost ? yet still their proportions are the same, if their propor-
tions are the sole cause of their beauty. Destroy, in the same
manner, all the asseciations of elegance, of magnificence, of
costliness, and still more than all, of antiquity, which are so
strongly conneeted with such formas, and I conceive every man
will acknowledge, that the pleasure which their proportions
would afford, would not, in fact, be greater than that which
we feel in other cases, where means are properly adapted to
their end.

With regard to the second objection, viz. That the uniferm
adherence of mankind to these proportions, is in itself a suffi-
cient proof of their sole or absolute beauty; I conceive that
many other causes of this adherence may be assigned, and that
these causes are sufficient to account for the effect, without
supposing any peculiar law of our nature, by which such pro-

beanty of these orders, in a great measure, be destroyed 7 What will render
this beauty, inferior to that which they have upon their usual scale of magni-
ficence? How is this illustrated? H the aseociations of elegance, antiquity,
&c. be deatroyed, what will every man acknowledge? With regurd to the
pecond objsction, what opinion does our author conceive? Of what will those
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portions are originally beautiful. They who have had opportu.
nities of remarking the extensive. influence which the associa-
tions of antiquity have upon our minds, will be convinced, that
this cause alone has had a very powérful effect in producing
this uniformity of opinion : and they who consider, that the real
effect of proportion is to produce only a very moderate delight,
will easily perceive, that an almost insurmountable obstacle has
been placed to every invention or improvement in this art,
when such inventions could oppose only a calm and rational
pleasure, to that enthusiasm which is founded upon so many,
and so interesting associations.

But besides these, there are other causes in the nature of the
art itself, which sufficiently account for the permanence of taste
upon this subject. In every production of human labor, the
influence of variety is limited by two circumstances, by the
costliness, and the permanence of the materials upon which that
labor is employed. Wherever the materials of any object, whe-
ther of use or of luxury, are costly—wherever the original price
of such subjects is great, the influence of the love of variety is
diminished : the objects of a great intrinsic value, independent
of their particular form or fashion ; and as the destruction of the
form is in most cases the destruction of the subject itself, the
same form is adhered to with little variation. In dress, for in-
stance, in which the variation of fashion is more observable than
in most other subjects, it is those parts of dress which are least
costly, of which the forms are most frequently changed: in
proportion as the original value increases, the disposition to
variety diminishes; and in some objects, which are extremely
costly, as in the case of jewels, there is no change of fashion
whatever, except in circumstances different from the value
of the objects themselves ; as in their setting or disposition. Of
all the fine arts, however, architecture is thie most costly. The

be convinced, who have had opportunities of remarking the extensive influ-
ence, which the associations of antiquity have upon our minds? What will
those easily perceive who consider, that the real effect of proportion is to pro-
duce only a very moderate-delight? In every production of human labor,
by what two circumstances is the influence of variety limited? Where is
the influence of the love ef variety diminished; and why? How is this
remark fully illustrated from dress? What is the consequence of the exceed-
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wealth of individuals is frequently dissipated by it; and even
the revenue of nations is equal only to very slow, and very in-
frequent productions of this kind. The value, therefore, of such
objects is, in a great measure, independent of their forms: the
invention of men is little excited to give an additional value to
subjects, which in themselves are so valuable; and the art
itself, after it has arrived at a certain necessary degree of per-
fection, remains, in a great measure, stationary, both from the
infrequency of cases in which invention can be employed, and
from the little demand there is for the exercise of that inven.
tion. The nature of the Grecian orders very plainly indicates,
that they were originally executed in wood, and that they were
settled before the Greeks had begun to make use of stone in
their buildings. From the period that stone was employed,
and that of course public buildings became more costly, little
farther progress seems to have been made in the art. The
costliness of the subject, in this as in every other case, gave a
kind of permanent value to the form by which it was distin-
guished.

If, besides the costliness of the subject, it is also permanent
or durable, this character is still farther increased. Those
productions, of which the materials are perishable, and must
often be renewed, are from their nature subjected to the influ.
ence of variety. Chairs and tables, for instance, and the other
common articles of furniture, cannot well last above a few
years, and very often not so long. In such articles accordingly,
there is room for the invention of the artist to display itself, and
as the subject itself is of no very great value, and may derive
a considerable one from its form, a strong motive is given to the
exercise of this invention. But buildings may last, and are
intended to last, for centuries. The life of man is very inade-
quate to the duration of such productions: and the present pe-
riod of the world, though old with respect to those arts, which
are employed upon perishable subjects, is yet young in relation

ing costliness of architecture, as a fine art? What does the nature of the

Grecian orders very plainly indicate ; and what remarks follow? How isthis

character still farther increased? What productions are, from their nature,

subject to the influence of variety? What examples are given, and of them

whatis obeerved? Butof buildings what isremarked ; and what consequence
36
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to an art, which is employed upon so durable materials as those
of architecture. Instead of a few years, therefore, centuries
must probably pass before such productions demand to be re-
newed, and long before that period is elapsed, the sacredness
of antiquity is acquired by the subject itself, and a new motive
given for the preservation of similar forms. In every country,
accordingly, the *same effect has taken place: and the same
causes which have thus served to produce among us, for so
many years, an uniformity of taste with regard to the style of
Grecian architecture, have produced also among the nations of
the east, for a much longer course of time, a similar uniformity
of taste with regard to their ornamental style of architecture ;
and have perpetuated among them the same forms, which were
in use among their forefathers, before the Grecian orders were
invented.

It is impossible for me to pursue these speculations, with re-
gard to the foundation of beauty in architecture, to the extent
to which they would lead. The hints which I have now offer-
ed, may, perhaps, satisfy the reader, that the beauty of the ex-
ternal proportions of architecture, is to be ascribed to their
expression of fitness; that this beauty is in fact not greater
than what is often felt from similar expréssion in other subjects ;
and that both the admiration of mankind, and the uniformity of
their taste with regard to the style of Grecian architecture,
is to be ascribed to other causes, besides any absolute or in-
dependent beauty in the proportions by which it is distin-
guished.

ARCHITECTURE.

OF THE INTERNAL PROPORTIONS OF ARCHITECTURE.

By the internal proportions of architecture, I mean that dispo-
gition of the three dimensions of length, breadth, and height,
which is necessary to render a room or apartment beautiful or

follows? How does it appear that, in every country, the same effect bas taken
place? Asitis impossible for our author to pursue these speculations, to the
extent to which they would lead, of what may the hints which have been
offered, satisfy the reader ?

By the internal proportions of architecture, what is meant? To say what
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pleasing in its form. Every man is able at first sight to say,
whether a room is well or ill-proportioned ; although, perhaps,
it is difficult to say, what is the principle from which this pro-
priety is determined. Many of the writers upon architecture
consider certain proportions of this kind beautiful, from the ori-
ginal constitution of our nature, and without relation to any
expression. I apprehend, on the contrary, that the beauty of
proportion, in this, as inthe former case, arises from its expres.
sion of fitness.

I have already observed that a plain wall is susceptible of
no other proportion, than that proportion of height which is
necessary for the expression of strength or stability. If it ap-
pears firm and sufficient, it has all the proportion we desire.
Suppose any space inclosed by four walls, the same proportion
remains : we require that the height should be such as to indi-
cate stability, and if this is answered, we require no more.
The form of the inclosure may be more or less beautiful, from
other causes; but we never say that it is beautiful on account of
its proportion. Add a roof to this inclosure, and immediately
a variety of other proportions are demanded, from the consi-
deration of the weight which is now to be supported. If the
walls are very high, they have the appearance of insufficiency
for this support ; if very low, they indicate an unnecessary and
unusuul weight in the roof: a certain proportion therefore in
point of height is demanded. If the length of the inclosure is
great, the roof appears also to be insufficiently supported, and
from the laws of perspective its weight seems to increase as it
retires from the eye: a certain proportion, therefore, in point
of length, is demanded. If; in the last case, the breadth of the
inclosure is very great, a still stronger conviction of its insuffi-
ciency arises from the distance of the supporting walls: a cer-
tain proportion, therefore, in point of breadth is demanded, for

is every man able; yet what may be difficult? From what do many of the
writers upon architecture consider certain proportions of thie kind beauti-
ful; but what, on the contrary, is apprehended? Of a plain wall, what has
already been observed; and why? Of a space inclosed by four walls, what
do we require ; and of the form of the inclosure what is remarked? If a
roof be added to the inclosure, what consequence will follow? Why is a cer-
tain proportion in point of height demanded—why in length, and why in
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the same end. Wherever a form of this kind is produced
—wherever walls are united for the support of a roof, these
- proportions are necessarily required : and so far are they from
being remote from common observation, that there is no man
who is not immediately sensible of any great violation of them.
Every apartment, however, is an inclosure of thiskind : it seems
natural, therefore, to imagine, that the proportions of an apart-
ment will be pleasing, when they appear sufficient for the full
and easy support of the roof; andthat they are beautiful from
being expressive of this fitness. This proposition may, per-
haps, be more obvious from the following considerations :

1. It may be observed, that the real beauty of proportion in
this case, is not greater than that which attends the expression
of fitness in other cases; and that this expression is perfectly
sufficient to account for the whole of the delight which men in
general feel from these objects. Artists, indeed, very frequently
talk, with enthusiasm, of the beauty of such proportions, and
are willing to ascribe to the proportions themselves, that emo-
tion which they in reality receive from the associations which
their art and their education have connected with them; but
whatever may be the language of artists, the uniform lan-
guage of the bulk of mankind is very different. What they
feel from the appearance of a well proportioned room, is satis-
faction, rather than positive delight ; they are hurt with the want
of proportion; but they are not greatly enraptured with its
presence. That with which they are delighted in apartments
where this beauty has been studied, is their decoration and their
forniture—the convenience, or elegance, or magnificence
which they exhibit. Every one knows, accordingly, that the
best proportioned room, before it is finished, and while nothing
but its proportions are discernible, produces only a very calm
and moderate pleasure, in no respect greater than that which
we feel from a well.constructed machine, or convenient piece

breadth? Why are these proportions necessarily required; and what remark
follows? As every apartment is an inclosure of this kind, what seems na-
tural? Of the real beauty of proportion in this case, what may be observed ?
How do artists very frequently talk of the beauty of such proportions; and
what are they willing to do? But what follows? How is this illustrated ?
With what are they delighted? Of the best proportioned rooms, what does
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of furniture. Remove even the furniture from the most finish-
ed apartment, and the delight which we receive from it is im-
mediately diminished ; yet the proportions are altogether in-
dependent of the furniture, and are much more discernible
when it is removed. No person in the same manner, remarks
the proportions of the miserable room of a cottage, or any
other mean dwelling; yet the most regular proportions may,
and sometimes are to be found in a cottage. If the apariments
in such a building were purposely constructed according to the
most rigorous law of proportion, I apprehend, that they would
produce no emotion greater than that of simple satisfaction ;
yet if these proportions were themselves originally beautiful,
they ought in this case to produce the same delight that they pro.
duce in the senate-house or the palace. If therefore, as seems
to be evident, certain proportions are demanded in a room, as
expressive of fitness; and if the emotion that is produced by
the established and regular proportions, is no greater than that
which we receive in other cases, from the expression of this
quality, it seems reasonable to conclude, that these proportions
are in fact beautiful, from the expression of this fitness.

2. The general language of mankind seems to confirm the
same opinion. Whoever has had occasion to attend to the
common language of men on this subject, must have observed,
that the usual terms by which they express their sense of pro-
portion, or of the want of proportion in & room, are those of
lightness and heaviness—terms which obviously suppose the
belief of weight and of support, and which couldnot have been
used, if the beauty of form, in this case, did not depend upon
the fitness or propriety of this relation. The terms proportion
and disproportion are in truth altogether unintelligible to the
common people ; and to describe to them, any apartment, in
such terms, leaves them as ignorant as ever of its beauty ; but
there is hardly any man who does not readily apprehend, that

every one, accordingly, know? What will be the effect of removing, even
the furniture from the most finished apartment? What does no man, in the
same manner, remark; yet what foliows? How is this remark illustrated ?
What conclusion seems reasonable? What must ‘he have observed, who
attends to the common language of men, on this subject? Of the terms pro-
portion, and disproportion, to the common people, what is observed ? What
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an apartment is of a pleasing form, when he is told that the
walls are neither too high, nor too low, nor too wide for the
support of the roof; or who will not as readily apprehend the
contrary, when he is told, that in either of these respects, an
appearance of insecurity is produced. A room which is low
or wide in the roof, is, in general, said to be heavy: aroom,
on the contrary, which is high in the roof, and in which this
weight seems to be properly and easily sustained, is said to be
light. If we were under the necessity of interpreting, to a
common person, the language of artists, or of explaining to
him in what the beauty of form in this respect consists, I appre-
hend we should naturally do it, by representing it as light, or
as so contrived that the support was perfectly adapted to the
weight : and, on the other hand, if we were to explain to him
in what respect any room was deficient, we should as naturally
do it, by pointing out where the construction was deficient in
fitness, and had the appearance of heaviness or insufficient
support. In this manner also, without ever hearing of the terms
of proportion ordisproportion, or considering the subject in any
other light than that of fitness, he might acquire a perfect con-
ception of this beauty ; and be led in fact, to the same conclu-
sions with regard to the proper composition of these dimensions,
that are already established under the title of proportion. If
these proportions, however, were originally and independently
beautiful, no explanation of them from another sense could pos.
sibly be intelligible ; and the substitution of the term fitness
would be as unmeaning as that of ‘sound or color. Iam far
from contending, that the generality of men are very accurate
in their notions of the propriety of the relation of weight and
support, or in this respect very proper judges of the perfection
of proportion. But I apprehend, that the terms of heaviness
and lightness which they employ, and universally understand,
are a sufficient evidence of the principle upon which their

does every may readily apprehend? How is this illustrated? 1f we should
be under the necessity of interpreting, to a common person, the language of
artists, how should we do it? How should we explain to him in what respect
any room was deficient 7 In this manner, without what, what might he re-
quire? If these proportions, however, were independently beautiful, what
would be the consequence? For what is our author far from contending;
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judgments are formed, and that they show, that it is from the
expression of fitness for the support of weight that their admi-
ration is determined.

The same observation which was made with regard to the
progress of taste, in the external proportions of this art, is ap-
plicable also to its internal proportions. If they were origi-
nally and independently beautiful, the earlier period of life
would be most remarkable for the discovery of them: and it
would be only in later life, and in proportion to our experience,
that we could discover the additional beauty which they derive
from their fitness. Every one knows, however, that the real
progress is different—that during the years of infancy and
childhood no sensibility whatever is shown to this beauty—that
it i5 only as our experience enables us to judge of the relation
between weight and support, that we begin to be sensible of
it—that they whose occupations have prevented them from
forming any very accurate judgment of this kind, are propor-
tionably deficient in the accuracy of their taste; and that, in

- general, the bulk of mankind have no farther conception of this
species of beauty, than that which arises from the consideration
of fitness for the support of weight.

3. If there were any absolute and independent beauty in such
proportions, it seems reasonable to imagine, that every viola-
tion of them would be equally painful ; and that the deviation
from them in each of these dimensions, would be attended with
a similar emotion of discontent. All these proportions relate
either to the height, the length, or the breadth of an apart-
ment. Every man, however, must have observed, that it is with
very different feelings he regards the want of proportion in
these three respects. Too great a height in a room is not
nearly so painful as too little height; and too great a length
produces a trifling emotion of discontent, compared with that

but what doea he apprehend? To what is the same observation which was
made with regard to the progress of taste, in the external proportions of this
art, also applicable? 1If they were originally and independently beautiful,
what would follow? What, however does every one know? If there were
any abeolute and independent beauty in such proportions, what does it seem
reagonable to inquire? To what do all these proportions relate? What,
however, must any man have observed; and how is this illustrated? What
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which we feel from too great breadth. Whether a room is a
few feet too high, or too long, few people observe; but every
one obgerves a much less disproportion, either in the diminution
of its height, or in the extent of its breadth. The most gene-
ral faults, accordingly, which common people find with apart-
ments is either in their being too low, or too broad. To the
proportions of height and length they seldom attend, if they
are not greatly violated. These facts, though not easily re-
concilable with the doctrine of the absolute beauty of these
proportions, agree very minutely with the account which I have
given of the origin of this beauty. If this beauty arises from
the expression of fitness, the proportions, the violation of which
should affect us the most, ought to be those which are most ne-
cessary for the production of this fitness, These, however,
are very obviously, either too little height, or too great breadth ;
the first immediately indicating an unusual weight in the roof,
and the other expressing the greatest possible insufficiency for
the support of this weight. The most unpleasing form of an
apartment, accordingly, that it is possible to contrive, is that of
being at the same time very broad, and very low in the roof.
Too great height, and too great length, on the other hand, have
not so disagreeable expressions. By the first, at least, fitness
is, in no material degree, violated, and what we feel from it is
chiefly a slight emotion of discontent, from its being unsuited
to the general character or destination of rooms. Our indif-
ference to the second disproportion, or to too great length, arises
from a different cause, viz. from our knowledge that the beams
which support the roof are laid latitudinally, and our consequent
belief that the difference of length makes no difference with
regard to the sufficiency of support. Change, accordingly, in
any apartment, this disposition of the beams ; let the spectator

do few people observe; but what does every one notice? What, aceordingly,
are the most general faults that common people find 7 To what do ihey some-
times attend ; and of these facts what isobserved ? If this beauty arises from
the expression of fitness, the violation of what proportions should the most
affect us? What, however, are these, and what do they indicate? What,
accordingly, is the most unpleasing form of an apartment, that it is possible
to conceive? What have not so disagreeable expressions; and why? From
what does our indifference to the second disproportion arise? If in any
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perceive, that they are placed according to the length, and not
as usual according to the breadth of the room; and whatever
may be its other dimensions, ot however great length these
dimensions may require, no greater length will be permitted
without pain, than that which is expressive of perfect sufficiency
in the beams for the support of the roof. As there is thus no
uniform emotion which attends the perception of these propor-
tions, which would necessarily be the case, if their beauty
were perceived by any peculiar sense; and as the emotion
which we in fact receive from them is different, according to
their different expressions of fitness, it seems reasonable to as-
cribe their -beauty to this expression, and not to any original
beauty in the proportions themselves.

4. If there were any original beauty in such proportions,
they would necessarily be as certain as the objects of any
other sense ; and there would be one precise proportion of the
three dimensions of length, breadth, and height, solely and per-
manently beautiful. Every one knows, however, that this is
not the case ; no artist has ever presumed to fix on such pro-
portions ; and so far is there from being any permanent beauty
in any one relation of these dimensions, that the same propor:
tions which are beautiful in one apartment, are not beautiful in
others. From whatever causes these variations in the beauty
of proportion arise, they conclude immediately against the doc-
trine of their original beauty. There seem, however, to be
three principal causes of this difference in our opinion of the
beauty of proportion, with barely mentioning which I must
be satisfied, without attempting the full iHustration of them.

1. The first is the consideration of the weight supported. As
all roofs are supported by the side walls, and composed, in gene-
ral, of the uniform material of wood, there is a certain, though
not a very precise limit which we impose to their breadth, from

apartment this disposition be changed, what will be the consequence? Why
does it Beem reasonable to ascribe their beauty to this expression? If there
were any original beauty in such proportions, what would follow? What,
however, does every one know, and what has been the consequence? From
whatever causes these variations arise, against what do they conclude? There
are how many causes of this difference of opinion, and what is observed of
them? What is the first 7 As all roofis are supported by the side walls, what

37
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our knowledge that if they pass this limit, they are insufficient
and insecure. To the length and to the height, on the other
hand, we do not impose any such rigorous limits, because
neither of these proportions interfere materially with eur opi-
nion of security. Within this limit of breadth, there mayx be
several proportions te the length and height, which shall be
universally pleasing. But beyond this limit, these proportions
¢ease to be pleasing, and become painful in the same degree in
which they pass this boundary of apparent security. Thus, a
room of twelve feet square, may constitute a pleasing form;
but a room of sixty feet square would be positively disagreea-
ble. A room twenty-four feet in length, by eighteen in breadth,.
may be sufficiently pleasing ; but a room sixty feet in length,
by fifty in breadth, would constitute a very unpleasing form.
Many other instances might easily be produced, to show, that
the beauty of every apartment depends on the appearance of
proper support to the roof ; and that, on this account, the same
proportion of breadth that is beautiful in ene case, becomes
positively painful in others.

2. A second cause of this difference in our opinion of the
beauty of proportion, arises from the character of the apart-
ment. Every one must have observed, that the different forms
of rooms, their difference of magnitude, and various other
causes, give them distinct characters, as those of gaiety, sim.
plicity, solemnity, grandeur, magnificence, &c. No room is
ever beautiful which has not some such pleasing character. the
terms by which we express this beauty are significant of these
characters ; and however regular the proportions of an apart-
ment may be, if they do not correspond to the general expres-
sion, we consider the form defective or imperfect. Thus, the
same proportion of height which is beautifulin a room of gaiety,
or cheerfulness, would be felt as a defect in an apartment of

consequence follows? Why do we not impose such rigorous limits to the
length and to the height? What may be found within this limit of breadth ?
What is remarked of these proportions beyond this limit; and what illustra-
tions are given? To show what, might many other instances easily be pro-
duced? From what does a second cause of this difference arise? Whai
must every one have observed ? No room is ever beautiful without what ; and
what remark follows? How is this fully illustrated? In proportion usapargt-
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which the character was severity or melancholy. The same
proportion of length which is pleasing in an elegant or conve-
nient room, would be a defect in an apartment of magnificence
-or splendor. The great proportion of breadth which suits a
temple or a senate-house, according with the severe and solemn
<haracter of the apartment, would be positively unpleasing in
any room which was expressive of cheerfulness or lightness.
In proportion also as apartments differ in size, different propor-
tions become necessary in this respect, to accord with the
characters which the difference of maguitude produces. The
same proportion of height which is pleasing in a cheerful room,
would be too little for the hall of a great castle, where vastness
is necessary to agree with the sublimity of its character ; and
the same relation of breadth and height which is so wonderfully
affecting in the Gothic cathedral, although at variance with all
the classic rules of proportion, would be both absurd and pain-
ful, in the forms of any common apartment. In general, I be.
lieve it will be found, that the great and positive beauty of
apartments arises from their character—that where no charac-
ter is discovered, the generality of men express little admira-
tion even at the most regular proportions—that every difference
of character requires a correspondent difference in the compo-
sition of the dimensions ; and that this demand is satisfied, ora
beautiful form produced, only, when the composition of the dif-
ferent proportions is such as to produce one pure and unmin-
gled expression.

3. The third cause of the difference of our opinion of the
beauty of proportion arises from the destination of the apart-
ment. All apartments are intended for some use or purpose of
human life : we demand, therefore, that the form of them should
be accommodated to these ends ; and wherever the form is at
variance with the end, however regular, or generally beautiful
its proportions may be, we are conscious of an emotion of dis.

ments differ in size, what follows? How is this remark illustrated? From
what will it be found that the great and positive beauty of apartments, in
general, ariscs? From what does the third cause of the difference of our
opinion arise? As all apartments are intended for some one purpoee of
‘human life, in the form what do we demand; and when are we congclous of
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satisfaction and discontent. The most obvious illustration of
the dependence of the beauty of proportion on this species of
utility may be taken from the common system that natural taste
has dictated in the proportion of different apartments in great
houses. The hall, the saloon, the anti.chamber, the drawing-
room, the dining-room, the bed-chamber, the dressing-room, the
library, the chapel, &c., have all different forms and different
proportions. Change these proportions—give to the dining-
room the proportions of the saloon, to the dressing-room those
of the library, to the chapel the proportions of the anti.chamber,
or to the drawing-room those of the ‘hall, &c., and every one
will consider them unpleasing and defective forms, because
they are unfitted to the ends they are destined to serve.

The observations which I have now offered on the beauty of
the internal proportions of architecture, seem to afford sufficient
evidence for concluding in general, that the beauty of these
proportions is not original and independent, but that it arises, in
all cases, from the expression of some species of FITNESss.

The fitness, however, which such proportions may express, is
of different kinds; and the reader who will pursue the slight
hints that I have suggested upon the subject, may perhaps
agree with me in the following conclusions—

1. That one beauty of these proportions arises from their
expression of fitness for the support of the weight imposed—

2. That a second source of their beauty consists in their ex.
pression of fitness for the preservation of the character of the
apartment—

3. That a third source of their beauty consists in their ex-
pression of fitness, in the general form, for its peculiar pur-
pose or end.

The first two expressions constitute the PERMANENT beauty,
and the third the AcCIDENTAL beauty of an apartment.

an emotion of dissatisfaction and discontent? From what may the most
obvious illustrations of the dependence of the beauty of proportion on this
apecies of utility, be taken? Repeat the illustration that follows. For what
conclusion do the observations now offered, seem to afford sufficient evi-
dence? Of the fitness which such proportions may express, what is observed ;
and what follows? What are they, and what is observed of them? In every
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In every beautiful apartment, the first two expressions must
be united. An apartment, of which the proportions express
the most perfect fitness for the support of the roof, but which
is, itself, expressive of no character, is beheld rather with satis.
faction than delight, and is never remarked to be beautiful. The
beauty of character on the other hand, is neglected, if the pra.
portions of the apartment are such as to indicate insufficiency
or insecurity. ‘'The first constitutes what may be called the
negative, and the second the positive, beauty of an apartment ;
and every apartment, considered only in relation to its propor.
tions, and without any respectto its end, will be beautiful in the
same degree in which these expressions are united, or in which
the same proportions that produce the appearance of perfect
sufficiency, agree also in maintaining the general character of
the apartment.

When, however, the apartment is considered in relation to
its end, the beauty of its proportions is determined in a great
measure by their expression of fitness for this end. To this,
as to every other species of apartment, the expression of secu.
xity is necessary, and such an apartment will accordingly be
beautiful, when these expressions coincide.

The most perfect beauty that the proportions of an apart-
ment can exhibit, is perceived when all these expressions
unite ; or when the same relations of dimension which are pro-
ductive of the expression of sufficiency, agree also in the pre-
servation of character, and in the indication of use,

PART III.

OF THE INFLUENCE OF UTILITY UPON THE BEAUTY OF FORMS.

The third source of the RELATIVE beauty of forms is vTILITY.
That the expression of this quality is sufficient to give beauty

beautiful apartment, which of these expressions must be united ; and why?
When, on the other hand, is the beauty of character neglected? What do
they respectively constitute, and in what degree will they be beautiful ? When
the apartment is considered in relation to its end, by what is the beauty of its
proportions determined ; and what remark follows? When is the most per-
fect beauty that the proportions of an apartment can exhibit, perceived?
What ig the third source of the relative beauty of forms; and relative to it,
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to forms, and that forms of the most different and opposite:
kinds become beautiful from this expression, are facts which
have often been observed, and which are within the reach of
every person’s observation. I shall not therefore presume to
add any illustrations on a subject, which has already been so
beautifully illustrated by Mr. Smith, in the most eloquent work*
on the subject of moRraLs, that modern Europe has produced.

SECTION IIL

'
OF THE ACCIDENTAL BEAUTY OF FORMS.

Beside the expressions that have now been enumerated, and
which constitute the two great and permanent sources of the
beauty of forms, there are others of a casual or accidental
kind, which have a very observable effect in producing the
same emotion in our minds, and which constitute what may be
called the accipeENTAL beauty of forms. Such associations,
instead of being common to all mankind, are peculiar to the
individual. 'They take their rise from education, from peculiar
habits of thought, from situation, from profession; and the
beauty they produce is felt by those only, whom similar causes
have led to the formation of similar assodiations, There are
few men who have not associations of this kind, with particular
forms, from their being familiar to them from their infancy, and
thus conneeted with the gay and pleasing imagery of that period
of life ; from their connexion with scenes to which they look
back with pleasure, or peeple whose memories they love : and
such forms, from this accidental connexion, are never seen,
without being, in some measure, the signs of all those affecting
and endearing recollections. When' such associations are of
a more general kind, and are common to many individuals, they

what facts have often been observed? What will our author, therefore, not

presume todo?

With what remark is this section commenced? Of such associations what
is observed ; whence do they take their rise, and what is remarked of the
beauty which they produce? There are few men without what associations ;
and without what are such forms never seen? When such associations are

* Theory of Moral Sentiments.
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sometinies acquire a superiority over the more permanent prin-
ciples of beauty, and determine, for a time, gven the taste of
pations. The admiration which is paid to the forms of archi-
tecture, of furniture, of ornament, which we derive from an-
tiquity, though undoubtedly very justly due to these forms
themselves, originates, in the greater part of mankimd, fromr
the associations which they connect with these forms. These
associations, however, are merely accidental ; and were these
forms much inferior in point of beauty, the admiration which
modern Europe bestows on them would not be less enthu-
siastic than it is now. There are even cases, where in a few
years, the taste of a nation, in such respects, undergoes an ab-
solute change, from associations of a different kind becoming
general or fashionable ; and where the beautiful form is always
found to correspond to the prevailing association. They who
are familiar with the history of dress, will recollect many in-
stances of this kind. In every other species of ornament it is
also observable ; a single instance will be sufficient.

In the succession of fashions which have taken place, within
these few years, in the article of ornamental furnitare, every
one must have observed how much their beauty has been de-
termined by accidental associations of this kind, and how little
the real and permanent beauty of such forms has been re.
garded. Some years ago, every article of this kind was made in
what was called the CHiNEsE taste, and however fantastic and
uncouth the forms in reality were, they were yet wmiversally
admired, because they brought to mind those images of eastern
magnificence and splendor, of which we have heard so much,
and which we are always willing to believe, because they are
distant. To this succeeded the Gormic taste. Every thing
was now made in imitation, not indeed of Gothic furniture, but
in imjtation of the forms and ornament of Gothic halls and
cathedrals. This slight association, however, was sufficient to

of a more general kind, what is the consequence? What remark follows;
and what is observed of these associations? How is this illusirated? Who
will recollect many instances of this kind ; and what remark followa? Inthe
succession of fashions; which have taken place within these few years, in the
article of ornamental furniture, what must every one have observed? What
illustration of this remark is given? Why was this slight association suffi-
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give beauty to such forms, because it led to ideas of Gothic
manners and adventure, which had become fashionable in the
world from many beautiful compositions both in prose and
verse. The taste which now reigns is that of the anTiIQUE.—
Every thing we now use, is made in imitation of those models
which have been lately discovered in Italy ; and they serve, in
the same manner, to occupy our imagination, by leading to
those recollections of Grecian or Roman taste,' which, from
the studies and amusements of our youth, have so much the
possession of our minds.

I shall only farther observe upon this subject, that all such
instances of the effect of accidental expression, in bestowing
a temporary beauty upon forms, conclude immediately against
the doctrine of their absolute or independent beauty ; and that
they afford a very strong presumption, if not a direct proof,
that their permanent beauty arises also from the expressions
they permanently convey to us.

From the illustrations that I have offered in this long chapter,
on the beauty of rForms, we seem to have sufficient reason for
concluding in general, that no forms, or species of forms, are
in themselves originally beautiful ; but that their beauty in all
cases arises from their being expressive of some pleasing or
affecting qualities.

If the views also that I have presented on the subject are
just, we may perhaps still farther conclude, that the principal
sources of the beauty of forms, are, 1st, the expressions we
connect with peculiar forms, either from the form itself, or the
nature of the subject thus formed: 2dly, The qualities of de-
gign, and fitness, and utility, which they indicate; and 3dly,
The accidental associations which we happen to connect with
them. The consideration of these different expressions may
afford, perhaps, some general rules that may not be without

cient to give beauty to such forms? What is the taste which now reigns?
In imitation of what is every thing we now use made, and in what manner do
they serve to occupy our imaginations? What only is farther observed upon
this subject ? From the illustrations offered, on the beauty of forme, for what
conclusion do we seem to have sufficient reason? If the views presented
be just, what may we, perhaps, still farther conclude? What may the consi-
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their use, to those arts that are employed in the production of
beauty.

Ali forms are either ORNAMENTAL or USEFUL.

I. The beauty of merely oRNAMENTAL forms appear- to arise
from three sources :

1. From the expression of the form itself :

2. From the expression of design :

3. From acgidental expression.

The real and positive beauty, therefore, of every ornemental
form, will be in proportion to the nature and the permanence
of the expression by which it is distinguished. The strongest
and most permanent emotion, however, we can receive from
such expressions, is that which arises from tiie nature of the
form itself. The emotion we receive from the expression of
design, as I have already shown, is neither so strong nor so
permanent ; and that which accidental associations produce,
perishes often with the year which gave it birth. The beauty of
accidental expression, is as variable as the caprice or fancy of
mankind. The beauty of the expression of design, varies
with every period of art. The beauty which arises from the
expression of form itself, is alone permanent, being founded
upon the uniform constitution of the human mind. Considering,
therefore, the beauty of forms as constituted by the degree and
the permanence of their expression, the following conclusions
seem immediately to suggest themselves—

1. That the greatest beauty which ornamental forms can re-
ceive will be that which arises from the expresswn of the form
itself—

2. That the next will be that which arises from the expres.
sion of design or skill. And,

8. That the least will be that which arises from accidental or
temporary expressions,

deration of these different expressions, afford? All forms are one of what
two kinds? From what three sources does the beauty of merely ornamental
forms appear to arise? In proportion to what, will the real and positive
beauty uf every ornamental form be? What is the strongest and most per-
manent emotion, that we can receive from such expressions; and what re-
marks follow 7  Coneidering, thercfore, the beauty of forms as constituted by
the degree and permanence of their expression, what conclusions seem im-

38
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. In all those arts, therefore, that respect the beauty of form,
it ought to be the unceasing study of the artist, to disengage his
mind from the accidental associations of his age, as well as the
common prejudices of his art; to labor to distinguish his pro-
ductions by that pure and permanent expression, which may be
felt in every age ; and to disdain to borrow a transitory fame,
by yielding to the temporary caprices of his time, or by exhi-
biting only the display of his own dexterity or skill. Or if the
accidental taste of mankind must be gratified, it is still to be re-
membered, that it is only in those arts, which are employed
upon perishable subjects, that it can be gratified with safety ;
that in those greater productions of art, which are destined to
last for centuries, the fame of the artist must altogether depend
upon the permanence of the expression, which he can commu-
nicate to his work ; and that the only expression which is thus
permanent, and which can awaken the admiration of every suc-
ceeding age, is that which arises from the nature of form itself;
and which is founded upen the uniform constitation of man and
of nature.

I1. The beauty of uskruL forms arises, either from the ex-
pression of fitness or of utility.

With regard to this species of beauty, it is necessary at pre-
sent only to observe, 1st, that it is, in itself, productive of a
much weaker emotion, than that which arises from the different
sources of ornamental beauty ; but, 2dly, that this emotion is-
of a more constant and permanent kind, and much more uni-
formly fitted to excite the admiration of mankind.

Tounite these different kinds of beauty—to dignify ornamental-
forms also by use, and to raise merely useful forms into beauty,
is the great object of ambition among every class of artists.~—
Weherever both these objects can be attained, the greatest pos-
sible beauty that form can receive, will be produced; but as

mediately to suggest themselves? In all these acts, therefore, that respect the.
beauty of form, what should be the unceasing study of the artist 7 If the acci-
dental taste of mankind must be gratified, what is still to be remembered ?
From what does the beauty of useful forms arice 7 With regard to this spe-
cies of beauty, what only ia it necessary at present to observe? What is the
great object of ambition among every class of artisis? When both these
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this can very seldom be the case, the following rules seem im-
mediately to present themselves, for the direction of the artist—

1. That where the utility of forms is equal, that will be
the most beautiful, to which the most pleasing expression of
form is given—

2. That when those expressions are at variance, when the
utility of the form cannot be produced, without sacrificing its
natural beauty, or when this beauty of form cannot be preserved
without sacrificing its utility, that form will be most univer-
sally and most permanently beautiful, in which the expression
of utility is most fully preserved.

To human art, indeed, this union will always be difficult,
and often impossible; and the artist, whatever may be his
genius, must be cortent to suffer that sublime distress, which a
great mind alone can feel, ““to dedicate his life to the attain-
“ 'ment of an ideal besuty, and to die at last without attaining
“it.” Yet, if it is painful to us to feel the limits that are
thus set to the invention of man, it is pleasing, from the narrow
schools of huinan'aft, to turn our regard to the great school of
nature, and to observe the stupendous wisdom with which these
expressions are united in almost every form. ¢ And here, I
think,” says Mr. Hogarth, * will be the most proper place to
“ speak of a most curious difference between the living ma-
“ chines of nature in respect of fitness, and such poor ones in
‘ comparison with them, as men are only capable of making.
‘ A clock, by the government’s order, has been made by Mr.
¢ Harrison, for the keeping of true time at sea ; which is per-
« haps one of the most exquisite movements ever made.—
“ Happy the ingenious contriver! although the form of the
¢ whole, or of every part of this curious machine, should be
¢t gver so confused, or displeasin:ly shaped to the eye, and
¢ although even its movements should be disagreeable to look
« at, provided it answers the end proposed: an ornamental

objects can be attained, what will follow 7 But as thiscan seldom be the case,
what rules seem to suggest themselves for the direction of the artist? Of
this union what is observed ; and what must the artist be content to suffer ?
Yet if it is painfulto us to feel the limits that are thus set to the invention of
man, what isa pleasing task? On this subject what says Mr. Hogarth? Of

* Sir Joshua Reynolds.
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‘ composition was no part of his scheme, otherwise than as a
« polish might be necessary; if ornaments are required to be
« added to mend its shape, care must be taken that they are
% no obstruction to the movement itself, and the more as they
¢¢ would be superfluous as to the main design. But, in nature’s
“ machines, how wonderfully do we see beauty and use go hand
«jin hand! Had a machine for this purpose been nature’s
<« work, the whole and every individual part migh' have had
« gxquisite beauty of form, without danger of de:troying the
“ exquisiteness of its motion, even as if ornament had been
¢ the sole aim ; its movements too might have been graceful
« without one superfluous title added for either of these lovely
« purposes. Now this is that curious difference between the
<« fitness of nature’s machines, and those made by mortal
¢ hands.”

The application of this fine observation, to. innumerable in-
stances, both of inanimate and animated forms, it is in the
power of every one to make ; and I am much more willing to
leave the impression which it must produce upon every mnd
entire, than to weaken it by any illustrations of my own.

the application of this fine observation, what is observed ; and what remark
follows ?
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CHAPTER V.

OF THE BEAUTY AND SUBLIMITY OF MOTION,

Morio~ is in manv cases productive of the emotions of subli-
mity and beauty : with this quality, accordingly, we have many
interesting and atfec'iny associations. These associations z:rise,
either from the nature of motion itself, or from the nature of the
bodies moved. The fol owing illustrations may, perhaps, show
that the beauty and sub:imity of motion arises from these associ-
ations, and that we have no reason to believe that this quality
of matter is, in itself, either beautiful or sublime.

L. All motion is produced either by visible or invisible power:
by some cause which we perceive, or by some which is not the
object of sense.

With all motious of the latter kind, we connect the idea of
voluntary power ; and such motions are in fact expressive to us
of the exertion of power. Whether this association is the con-
sequence of experience, or whether it is the effect of an origi-
nal principle, it is not at present material to inquire. The in-
stance of children, and even of animals, who uniformly infer
life, where they perceive motion without any material cause, are
sufficient evidences of the fact,

That the sublimity and beauty of motion arises from their
expression of power, seems to be evident from the two follow-
ing considerations—

Of what is motion in many casea productive ; and what is the consequence ?
From what do these associations arise? The following illustrations may
show what? How is all motion produced? With all motions of the latter
kind, what ideas do we connect ; and of what are they expressive? What is
it not at present material to inquire ; and what are sufficient evidences of the
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1. There is no instance where motion, which is the apparent
effect of force, is beautiful or sublime. It is impossible to con-
ceive the motion of a bodv that is dragged or visibly impelled
by another body, to be either sublime or beautiful.

2. All beauriful or sublime motion is expressed in language

by verbs in the active voice. We say even in common language, -

that a torrent pours—a stream glides—a rivulet winds—that
lightning darts—that light streams.—Change these expressions,
by meuns of ‘any verbs in the passive voice, and the whole
beauty of their motion is destroyed. In poetical composition,

" the same circumstance is uniformly observable. If motion were,

in itself, beautiful or sublime, or it uny purticular kinds of motion
were so, these circumstances could no: happen; and such
motions would still be beautiful or sublime, whether they were
expressive of power or not, :

The character of power varies according to its degree, and
produces, according to this difference, different emotions in our
mind. Great power produces an emotion of awe and admiris
tion: gentle, or moderate, or diminutive power, produces an

" emotion of tenderness, of interest, of affection. To every spe-

cies of power that is pleasing, the idea of superiority to obstacle
is necessary. All power, wheiher great or small, which is infe.
rior to obstacle, induces the idea of imperfection, and is consi-
dered with a kind of dissatisfaction.

These considerations will probably explain a great part of the
absolute sublimity and beauty of motion.

Motion differs according to its pEerER, and according to its
DIRECTION, .

L. Of the perEr of MorioN. All motion, when rapid, is, I
apprehend, nccompanied with the idea of great power: when

fact? That the sublimity and beauty of motion arises from their expression
of power, scems evident from what two considerations? How may the whole
beauty of their motinn be destroyed ; and of poctry what is observed? Under
what circumstauces couid not this happen ; and what fullows ? According to
what does the character of power vary, and what does it produce? How is
this illustrated 7 To every epecies of power that is pleasing, what idea is
necessary; and why? What will these considerations probably explain? Accord-
ing to what does motiondifier? With what 1s all motion when rapid accom-
panjed ; and with what when slow? For the truth of this remark, to what
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slow, on the other hand, with the idea of gentle or diminutiv; ’
power. For the truth of this remark, [ must appeal to the read.
er’s own observaiion. Rapid motion, accordingly, is sublime,
slow motion beautiful.

II. Of the pirkctioN of morioN. Motion ig either in-a
straight line, in an angular line, or in a serpentine or curvilinear
line.

1. Motion in a straight line chiefly derives its expression
from its degree. When rapid, it is simply sublime : when slow,
it is simply beautiful.

2. Mo:ion in an angular line is expressive of obstruction, or
of imperfect power: when considered therefore in iiself, and
without relation to the body moving, it is simply unpleasing.

8. Motion in curves is expressive of ease, of freedom, of
playfulness; and is cousequently beautiful.

The truth of this account of our associations with motion, T
refer to the examination of the reader. The real heauty and
sublimity of the different appearances of motion, seem to me
to correspond very accurately with the expressions which the
different combinations of the degree, and the direction of motion,
convey.

1. Rapid motion, in a straight line, is simply expressive of
great power: it is, accordingly, in general, sublime. Rapid
motion, in angular lines, is expressive of great, but imperfect
power—of a power which every obstacle is sufficient to over-
come: I believe that motion of this kind is accordingly very
seldom sublime. Rapid motion in curve lines is expressive of
great power, united with ease, freedom, or playfulness: motion
of this kind, accordingly, though more sublime than the pre.
ceding, is less sublime than the first species of motion. The
course of a torrent, when in a straight line, is more sublime
than when it winds into curves, and much more sublime than

does vur author appeal; and what remark follows? What are the directions
of motion? From what does motion in a straight line chiefly derive its expres-
sion; and what is observed of it when rapid, and when slow? Of what is
motion in an angular line expressive ; and what follows 7 Of what is motion
in curves expressive; and what is the consequence? To what is the truth
of this account of our associations referred? With what dues the real beauty
and sublimity of the different appearances of motion seem to correspond ?
How is this remark illustrated ? Of what is rapid motion in curve lines ex-
pressive; and what follows? How i this remark illustrated from the course
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when it is broken into angles. The impetuous shooting of the
eagle would lose much of its sublimity, if it were to deviate
from the straight line, and would be simply painful, if it were to
degenerate into an angn'ar line,

2. Slow motion, in a straight line, i simplv expressive of gentle
and delicate power ; it is accordingly beautiful. Slow motion, in
angular lines, is expressive of gentle power, and of imperfec-
tion or obstruction ; these expressions, however, do not well
accord, and mutually destroy each other. Mnllon of thiskind, is,
accordingly, very seldom beautiful. Slow motion in curves is ex-
pressive of gentle power, united with case, freedom, and play ful-
ness; it is accordingly peculiarly beautiful. The soft gliding of a
stream, the light truces of a summer breeze upon a field of corn,
are beautiful when in a straight Jine ; they ure much more beau-
tiful when they describe serpentinc or winding lines: but they
are scarcely beantiful, when taeir direction is in sharp angles,
and sudden deviations.

.Th* most sublime motion, is that of rapid metion in a straight
line : the most beautiful, is that of s'ow motinn in a line of
curves, 1 humbly apprehend, that these conclusions are not
very distunt from common experience upon this subject.

II. Besides these, however, which may be called the perma-
nent expressions of mosion, there are others which arise from
the nature of the hodies moved, and which have a very ubvious
effect in giving beauty or sublimity to the peculiar motions by
which they are dis.inguished. Instances of this kind are so
familiar, that it will be necessary only to point out a few.

Slow motion is, in general, simply beautiful : where, how-
ever, the body 18 of great magnitude, slow motion is sublime.
The slow motion of a first rate man of war; the slow ascent

of a torrent, and from the impetuons shooting of the eagle? Of slow motion
in str ight, and of slow metion in angulur lines, what is observed? As the
expressions do not well accord, whut is the consequence? Of what is slow
motion in curves expressive; and what is its character? What illustration
of this remark follows? W hat ia the most sublime, and what th.e most beau-
tiful motion? Of these conclusions, what is apprehended? Besides these
perinanent expressions of motion, what others are there? Of instances of this
kind what is observed? ‘Though slow motion is, in gencral, simply beau-
. tiful, yet when is it sublime? How is this illustrated? Though rapid motion
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of a great balloon ; the slow march of an embattled army, are
all sublime motions, and no person can observe
The cloud stupendous, from th! Atlantic wave,
High tow’ring sail along the horizon blue,
without an emotion of this kind.

Rapid motion is, in general, sublime ; yet where the bodies
excite only pleasing or moderate affections, motion of this kind
becomes beautiful. The rapid shooting of the Aurora Borealis,
the quick ascent of fire.works, a sudden stream of light from a
small luminous object in the dark, are familiar instances of this
kind. The motion of the humming.bird is more rapid perhaps
than that of the eagle, yet the motion of the humming-bird is
only beautiful.

Motion in angular lines is, in general, productive of an emo-
tion of discontent, rather than of any emotion either of sub-.
limity or beauty. Yet the motion of lightning, which is com.
monly of this kind, is stnkmgly sublime—the same appearance
in electrical experiments is beautiful.

Slow motion in waving lines, is, in general, the most beauti-
ful of all : but the motion of snakes or of serpents, is of all
others the most disagreeable and painful.

* In these instances, and many others that might be mentioned,
it is obvious, that the sublimity or beauty of the metion arises
from the expression or character of the bodies moved, and that
in such cases, the expression of the body predominates over
the general expreasion which we a.ssocxa.te with the motion by
which it is distinguished.

From the facts that I have mentioned we may conclude :

1st, That the beauty and sublimity of motion, arises from the
associations we connect either with the motion itself, or with
the bodies moved-—

2dly, That this sublimity or beauty, in any particular case,
will be most perfect, when the expression of the motion, and
that of the body moved, coincide.

is, in general sublime, yet when does it become simply beautiful? How is
this illustrated? Of what emotion, is motion in angular lines productive ;
yet of the motion of lightning, what is observed? Of slow motion in waving
lines, what is observed 7 In these instances, and many others that might be
mentioned, what is obvious? From the facts menuoned what conclusions
may be drawn?

39
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CHAPTER VI.
OF THE BEAUTY OF THE HUMAN COUNTENANCE AND FORM.

SECTION 1.
INTRODUCTORY.

Tae preceding inquiries relate only to the beauty and sub-
limity of inanimate matter. I proceed to consider the origin
of the beauty or sublimity which we perceive in the counte-
nance and form of MmaN—the being, amid all the innumerable
classes of material existence, who, in this respect enjoys the
most undoubted pre-eminence ; and to whom the liberality of
nature has been most conspicuous, in accommodating the ma-
jesty and beauty of his external frame to the supreme rank
which she has assigned him among her works.

- The full investigation of the principles of human beauty, and
the application of them to the arts of painting and of stateary,
would furnish one of the most pleasing speculations which the
science of taste affords. I am necessarily restrained to a more
humble inquiry ; and must confine myself to the examination
of asingle question—Whether the beauty of the human species
is to be ascribed to any law of our nature, by which certain ap-
pearances in the countenance and form are eriginally, and in-
dependently, beautiful or sublime ? or whether, as in the case
of inanimate matter, it is to be ascribed to the various pleasing
or interesting expressions we connect with such appearances ?
In entering upon this investigation, it is impossible not to ob.

To what only do the preceding inquiries relate? To consider what does
our author now proceed ; and of this being what is observed? What would
furnish oneof the most pleasing speculations which the science of taste affords ?
To whatis our author necessarily restrained, and to what question must he con-
fine himself? In entering upon this investigation, what is it impossible not
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serve, that if the human frame is, of all material objects, that in
which the greatest degree of beauty is found, it is also the object
with which we have the most numerous, and the most interest.
ing associations. The greatest beauty of inanimate matter
arises from some resemblances we discover between particular
qualities of it, and certain qualities or dispositions of mind:
but the effect which such resemblances or analogies produce,
is feeble, in comparison of that which is produced by the im.
mediate expression of such qualities or dispositions in the human
frame. Such resemblances also are few, as well as distant ;
but to the expressions of the human frame there are no other
limits than those that are imposed upon the intellectual or moral
powers of man. '

That a great part of the beauty of the human countenance
and form arises from such expressions, is, accordingly, very
gonerally acknowledged. It is not, however, supposed, that
the whole beauty of the countenance and form is to be ascribed
to this cause ; and the term expression is very generally used to
distinguish that species of beauty which arises from the direct
expression of mind, from that which is supposed to consist in
certain visible appearances in the countenance and form. I
shall endeavor now to show, that the same principle of expres.
sion is also the foundation of all the beauty or sublimity that is
supposed to consist in certain visible appearances in the coun-
tenance and form; and that the whole beauty or sublimity
which is to be found in the external frame of man,is to be
ascribed to the various pleasing or interesting qualities, which
are either directly or indirectly expressed by such appearances.

All that is beautiful or sublime in the human frame, may,
perhaps, be included in the following enumeration :

1. In the countenance—

2. In the form—

3. In attitude— : N

4. In gesture.

to obeerve? From what does the greatest beauty of inanimate matter arise ;
but of the effect which such resemblances produce, what is observed? What
remark follows? What is, accordingly, very generally acknowledged?
‘What, however, is not supposed, and for what is the term ezpression very
generally used? What will our author now endeavor to show? In what
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For the sake of perspicuity, I am under the necessity of con-
sidering these subjects separately.

SECTION II.
OF THE HUMAN COUNTENANCE.

The beauty or sublimity of the human countenance arises
from three sources: 1lst, From its colors: 2dly, from the
forms of the features; and 3dly, From the composition of these
colors and features.

PART L

OF THE COLORS OF THE COUNTENANCE.

There are two distinct species of color in the human coun-
tenance which produce the emotion of sublimity or beauty : 1st,
The permanent; and 2dly, the variable colors of the counte-
nance. The first are the general and characteristic colors of
the countenance, the peculiarity of its complexion, the color
of the eyes, the lips, the hair, the beard, &c. The second
are those colors which are produced by particular or tempo-
rary affections of the mind, as the blush of modesty, the pale-
ness of fear, the glow of indignation, the vivid light which ani-
mates the eye of joy, or the dark cloud which seems to hang
over the eye of melancholy and grief, &ec.

With both of these species of colors, I think it will be ac-
knowledged that we have distinct and important associations.

enumeration may all that is beautiful or sublime in the human frame, be
included? For the sake of perspicuity, how are these to be considered ?
From what three sources does the beauty of the human countenance
arise ?
What are the colors of the human countenance that produce emotions of
beauty or sublimity? What are the first of these colors? How are the
second produced, and what are they ? With both of these species of colors,
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OF THE PERMANENT COLORS.

1. Such colors have expression to us simply as colors, and
upon the same principles which have formerly been stated.*
It is thus that the pure white of the countenance is expressive,
according to its different degrees of purity, fineness, and gaiety :
the dark complexinn, on the other hand, is expressive of
melanchboly, gloom, or sadness. Clear and uniform colors are
significant of perfection and consistency : mixed or mottled
complexions, of confusion and imperfection. In the color of
the eyes, blue, according to its different degrees, is expressive
of softness, gentleness, cheerfulness, of serenity : black, of
thought, or gravity, or of sadness. A bright or brilliant eye is
significant of happiness, vivacity, and gaiety ; a dim and turbid
eye, on the contrary, of confusion, imperfection, or melan.
choly. The reality of such associations is too well evinced
by common experience and common language, to need any
farther illustration.

2. Certain colors in the countenance are expressive to us
of youth or of age, of health or of disease, and convey all the
emotions which we thus understand them to express. There
is no child "who does not distinguish between the bloom of
youth, and the paleness of old age—who dées not understand
the difference between the brilliant eye of health, and the lan-
guid eye of disease ; and who has not, therefore, acquired asso-
ciations which are to govern his future life, and to make these
permanent signs of the accideats of the human frame, signifi-
cant to him of the state or condition they express.

3. It is yet farther to be observed, that certain colors in the
permanent complexion, are expressive, and very powerfully
expressive too, of peculiar characters or dispositions of mind.

what will it be acknowledged we have? Of the expression of the permanent
colors of the countenance, what is remarked ? How is this remark fully illus-
trated? Why do not the reality of such associations need any farther illus-
trations? Of what are certain colors in the countenance expressive; and
what dothey convey? How is this remark illustrated ? Of what is it farther
to be obgerved that certain colors in the permanent complexion are express

* Egsay II. Chap. iii. Sect. 2.
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In this respect all men are physiogomists. The opinions we
form at first sight of the character of strangers, the language
of the young, and the loose opinions we hear every day in the
world, are all significant of some propensity to judgment from
these external signs: and when we investigate the foundation
of these judgments, we shall find them chiefly to rest upon the
associations we have connected with the colors of the counte-
nance.

The complexion, in this view, admits of four principal vari-
ations: It is either dark or fair, or pale or blooming. Each
of these has established expressions. Dark complexions are
expressive of strength, of gravity, and melancholy : fair com-
plexions, of cheerfulness, feebleness, and delicacy. The com-
plexion, in the same manner, when pale, is expressive of gen.
tleness, tenderness, and debility ; when blooming, of gaiety,
and vigor, and animation.

It is in the same manner that the eyes admit of four principal
varieties of permanent color, which are accompanied with as
many different expressions: they are either black or blue,
brilliant or Janguid. Black eyes are expressive of thoughtful-
ness, seriousness, melancholy ; blue eyes, on the contrary, of
softness, serenity, or cheerfulness. Brilliant eyes are expres-
sive of joy, vivacity, penetration ; languid eyes, on the contrary,
of mildness, sensibility, or sorrow. The different compositions
of such colors in the eyes, or in the complexion, produce a
correspondent variety or diversity of expression.

Whatever may be the fouudation of such associations, there
seems to be no doubt of their reality, and a day scarcely passes
in which, either in our own experience, or in the language of
conversation around us, we may not be sensible of their existence.
There seems, however, to be a sufficient foundation for some

ive? What are all significant of some propensity to judgment from these
external signs ; and when we investigate the foundation of these judgments,
on what shall we find them chiefly to rest? Of what variations does the com-
plexion in this view admit? Of each of these what are the established ex-
pressions? Of the varieties of permanent colors of the eye, what is, in the
same manner observed? Of what are they respectively expressive? What
do the different compositions of such colors in the eyes, or in the complexion
produce? What remark follows? In what, however, does there seem to be
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associations of this kind, in our experience of the permanent
connexion of certain qualities of mind, with certain external
appearances of color in the human countenance. The two
great varieties of complexion, the fair and the dark, are, in
fact, very generally found to be connected with the opposite
characters of cheerfulness and melancholy ; and so far is this
from being a fanciful relation, that it is generally admitted by
those who have the best opportunities of ascertaining it—the
professors of medical acience. The foundation of our associa-
tion of paleness of complexion with delicacy and debility, and
of bloom with vigor and animation seems to be equally solid, as
these colors are in general the signs of health, or of indisposi.
tion, and as commeonly united with such qualities of body and
such dispositions of mind as they generally produce. The ex.
pression of color in the eyes, seems to arise from two different
sources. Black eyes are commonly united with the dark, and
blue eyes with the fair complexion: they have, therefore, the
different expressions of these different complexions. With re-
spect to the brilliancy or languor of the eye, on the other hand,
we have often reason to observe, that all joyful or animating
affections, and all vigorous exertions of mind, give lustre and
brilliancy, and that all sorrowful, or dispiriting, or pathetic emo-
tions, give softness and languor to the colors of the eye. Such
appearances, therefore, are early and strongly associated with
the qualities of mind with which they have so generally been
found to be accompanied, and are naturally regarded as the
signs of these qualities.

The expression of the variable colors of the countenance is
still more distinct and precise. That the affections and passions
of the human mind have correspondent appearances in the
colors of the countenance, is a fact which all men understand,

a sufficient foundation for some associations of this kind? With what are
the two great varieties of complexion, the fair and the dark, very generally
found to be connected; and of this relation what is remarked? The founda-
tion of what association seems to be equally solid ; and why? From what
two different sources does the expression of color in the eyes seem to arise ?
With respect to the hilarity or languor of the eye, on the other hand, what
have we often reason to observe? Of such appearances, therefore, what is
observed? What exprossion is still more distinct and precise? What fact
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and have understood from infancy. There is no man who does
not distinguish between the blush of modesty and the glow of
indignation ; the paleness of fear and the lividness of envy; the
sparkling eye of joy, and the piercing eye of rage ; the dim and
languid eye of grief and the open and passive eye of astonish-
ment, &c. These appearances are so uniform in the human
countenance, and are so strongly associated with their corres-
pondent affections of mind, that even the first period of infancy
is sufficient to establish the connexion : it seems to me, there.
fore, altogether unnecessary farther to illustrate the reality of
these associations.

I have thus very briefly stated some of the associations we
have with the colors of the human countenance, or some of
the characters or dispositions of mind of which they are
expressive. It remains for me now to show, that such colors
owe their beauty or sublimity to this cause; and that, when
these expressions are withdrawn, or no longer accompany them,
our sentiment of beauty or sublimity is withdrawn with them.

The beauty of colors, in this instance, must obviously arise
from one or another of these three sources—

Either, 1st. From some original beauty in these colors them.-
selves: 2dly. From some law of our nature, by which the ap.
pearance of such colors in the countenance is fitted imme.
diately and permanently to produce the emotion of beauty:
or, 3dly. From their being significant of certain qualities capa-
ble of producing pleasing or interesting emotion.

l That such colors are not beautiful simply as colors, or as

objects of sensation, has been already sufficiently shown in the
former chapter of colors.

2. That we have no reason to suppose any law of our nature,
by which certain colors in the human countenance are imme-.
diately and permanentlv beautiful, may, perhaps, be obvious
from the following considerations~—

do all men understand, and have understood from infancy? How is this
illustrated ? Of these appearances what is remarked, and what, therefore,
seems altogether unnecessary? What has our author thus very briefly
stated ; and what does it remain for him now to show? From one or another
of what three sources, must the beauty of color, in this instance, obviously
arige? What has already been sufficiently shown ; and what may, perhaps,
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1. If there were any such law of our nature, it would be
obvious, like every other, in infancy. The child would mark
its love or admiration according to the complexion or colors of
the countenances of those who surround it; and its aversion
would be shown to all who varied from these sole and central
colors of beauty. The reverse of this is so much the case,
that every one must have remarked it. For the first years of
life, no sense of beauty among individuals, in this respect, is
testified by children. The countenances of the old, on the con-
trary, with all their loss of coloring, are more Jelightful to them,
than those of youth and infancy ; and if there are any colors
that appear to them peculiarly beautiful, it is the pale counte.
nance of the mather, in whose looks they read her affection, or
the faded complexion of the aged nurse, for whose looks they
mingle love with reverence.

2. If there were any such law of beauty, our opinions of
such a kind would be permanent. One central color in every
feature or portion of the countenance, would alone be beautiful,
and every deviation from it would be felt as a deviation from
this original and prescribed beauty. How much the reverse of
all this is the case, every man must have felt from his own ex-
perience. In countenances of different character, we look for
different tones of complexion, and different degrees of color.
In different individuals we admire not only different, but oppo-
gite colors of eyes, of hdir, of complexion ; and what is still
more, in the same individual, we admire, at different times, very
different appearances of the same colors, on the same complex-
ion. Such facts are altogether irreconcilable with the belief of
any sole or central color, which alone is beautiful.

8. If there were any such law of the beauty of colors, it
would, like all the other laws of our nature, be universal, and

be obvious from the following considerations? If there were any such law of
our nature, when would it be obvious; and why? From what does it appear
that the reverse of this is the case; and if there are any colors that appear
to them peculiarly beautiful, what are they? If there were any such law of
beauty, what would follow? What would alone be beautiful, and what would
be the consequence of every deviation from it? Incountenances of different
character, for what do welook? In different individuals what do we admire ;
and what is still more surprising? With what are such facta altogether irre-
concileable? If there were any such law of the beauty of colors, how exten-
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all nations would have agreed on some certain colors of the
human countenance, which alone were beautiful. How far
this is from being true, and how much, on the contrary, every
nation has its own national and peculiar sense of beauty in this
respect, it would be very unnecessary to attempt to illustrate.

The remaining supposition is, that the beauty of colors in the
human countenance is derived from their being significant of
certain qualities, capable of producing pleasing or interesting
emotion.

That this is the case, and that the common sentiments of
mankind are governed by this principle, may, I trust, appear
from the following simple illustrations—

I. The same color which is beautiful in one countenance is
not beautiful in another : whereas if there were any law of na-
ture, by which certain colors were permanently beautiful, these
colors alone would be beautiful in every case. Of the truth of
the fact which I have stated, no person can be ignorant. The
colors which we admire in childhood are unsuitable to youth :

- those which we admire in youth, are as unsuitable to man-
hood : and both are different from those which we expect, and
which we love in age. Reverse the order; give to age the
colors of manhood, to manhood those of youth, or to youth
those of childhood : and while the colors are the same, every
eye would discover that there was something unnatural in their
appearance, and that they were significant of very different
expressions, from those which we were in the habit of conneect-
ing with them.

The distinction of the sexes, and the very different expecta-
tions we form from them, afford another illustration. If any
certain colors are instinctively beautiful in the human counte-
nance, they must be equally beautiful in every countenance.

sively would it prevail; and on what would allnations have agreed 7 What
would it be very unnecessary to attempt to illustrate? What is the remain-
ing supposition ; and what may appear from the following simple illustra-
tions 7 How is the same color which is beautiful in one countenance, regarded
in another; and what remark follows? From what does the truth of this
remark appear 7 How may the order bereversed ; and then what will follow?
What affords another illustration? If any certain colors are instinctively
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Yet there is no one who does not, at least, expect a very different
degree of color in the two sexes; and who does not find, that
the same color which is beautiful in the one, as'expressive of
the character he expects, is positively painful and disagreeable
in the other. The dark red or the firm brown of complexion,
so significant in man of energy and vigor, would be 'simply
painful in the complexion of woman ; while the pearly white,
and the evanescent bloom which expresses so well all the gen-
tleness, and all the delicacy of the female character, would be
simply painful, or disgusting to us in the complexion of man.

The same observation may be extended to all the professions
-of human life. In the shepherd and in the warrior, in the sage
and in the citizen, in the tyrant’'and in the martyr, we imagine,
and we expect very different colors of complexion., To these
expectations, the painter and the poet have always instinctively
yielded, and in the imagination of color, have not less exhibited
their powers, than in the conception of feature, and in the dis-
posal of attitude or gesture. Every color of the human coun-
tenance we feel to be beautiful only when it corresponds to the
the character which is presented to us; and every color, on the
contrary, which is contradictory to the character that is meant
to be expressed, we feel to be imperfect or displeasing. Such
feelings or conclusions, it is obvious, could never occur, if there
were any certain or precise colors of the human countenance
which were beautiful by some previous law of nature.

II. The most different, and even opposite colors are felt to be
beautiful, when they are significant of pleasing or of interesting
qualities in the countenances to which they belong.

There is nothing more opposite in point of coloring, than the
bloom of youth to the paleness of old age ; yet both, we know,

beautiful in the human countenance, what is the inference? Yet there is no
one who does not, at least, expect, and find what? How is this remark
illustrated? 'To what may the same observation be extended? In whom do
we fiagine and expect very different colors of complexion? To these ex-
pectutions who have instinctively yielded, and in the imagination of colors,
what have they done? When only do we feel the colors of the human coun-
tenance to be beautiful; and what colors, on the contrary, do we feel to be
imperfect or displeasing ? Under what circumstances could not such feelings
or conclusions occur? When are the most different, and even opposite colors
felt to be beautiful? How is this remark illustrated? In the recluse stu-
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are beautiful. 'We love the dazzling white of complexion of
the infant in its cradle : we love afterwards the firm brown of
color which distinguishes the young adventurer in exercise or
arms. Inthé recluse student, we expect the pale complexion,
which signifies watching, and midnight meditation: in the
soldier and sailor we look for a complexion hardened to climate,
and embrowned with honorable toil. In all the variety of classes
into which society has distributed mankind, we look for, in the
same manner, some distinct coloring as significant of this clas.
sification. We meet with it in the descriptions of the poet, and
the representations of the painter; and we feel our minds un.
satisfied if we do not discover itin real life.

No colors can be more different than those of the eyes and of
the hair. The dark and blue eye, the fair and the black hair,
are not only different but almost opposite ; yet who will pretend
that they have not felt beauty in all of them? and to what prin-
ciple are we to ascribe the effect,if we maintain that there
are only certain colors in this respect which natire has made
beautiful?

It is still farther observable, that even in the same counte.
nance the most different colors are beautiful, when they are
expressive of pleasing or interesting qualities. The blush of
modesty is very different from ths paleness of sensibility. The
glow of indignation is equally different from the pallid hue of
concentrated afflictian : the bloom of health and joy, from the
languor of sickness and sorrow. Yet in the same person we may
often witness these striking contrasts; and perhaps it would be
difficult for us to say when the same countenance was most
beautiful. In the color of the eyes, the same differences are
observable : the dark and brilliant eye may sometimes be veiled
in dimness and distress. The sofiness of the blue eye may be
exalted to temporary vigor and brilliancy : the manly eye of
the soldier may be suffused with pity; and the timid eye of

dent, what do we expect; and in the soldier and the sailor for what do we
look? In the same manner, for what do we look, in all the variety of classes
into which society has distributed mankind? Where do we meet with it;
and when do we feel our minds unsatisfied? Of the different colors of the
eyes and the hair, what is observed ? What ia still farther observable ? How is
thisillustrated? How does it appear that the same differences are observable
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woman burn with just resentment or with digunified scorn. In
all such differences of color, we may still feel the emotion of
beauty; an effect which could not possibly happen if there were
any law of our nature, by which certain colors only in the
human countenance were productive of this emotion.

IIL. In pursuing these observations, it is still more important
to observe, that our feelings of beauty in the colors of the hu.-
man countenance, are so far from being precise and definite,
as they would necessarily be, if they arose from any original
law of our nature, that, in reality, they are altogether depend-
ent on our moral opinions, and that, not only in respect to the
dispositions they signify, but even in respect to the degree of
these dispositions, Of this very important fact, I shall offer
only a few illustrations, because every one of my readers will
be able to illustrate it himself.

The difference of the permanent colors of the countenance
is obvious to every one : every one, however, has not observed,
that the same colors have affected him with very different emo-
tions, in different circumstances. There is a paleness of com-
plexion which arises from grief, from sensibility, and from study.
There is a similar paleness which arises from envy, from guilty
fear, and from deep revenge. If the color alone were beautiful,
its beauty would remain in every case ; but no one will say that
this is true. The beauty of the color is always dependent upon
the disposition it signifies : the same color varies in its effect
with the expression, of which it is the sign; and the painter,
while he spreads it upon his pallet, knows that by the same
mechanical means, he can either create beauty or disgust, and
make us, according to the expression which it signifies, glow
with moral admiration, or thrill with moral terror.

in the color of the eyes? In all such differences of color, what emotions may
we still feel; and of this effect, what is remarked? In pursuing these ob-
servations, what is it still more important to ohserve? Of this very impor-
tant fact, why does our author offer only a few illustrations? Though the
difference of the permanent colors of the countenance is obvious to every one,
yet what has not any one obgerved 7 How is this remark illustrated? If the
color alone were beautiful, what would follow? Upon what is the beauty of
the color always dependent ; and how does the same color vary in its effect ?
Of the painter, what remark follows? To what is the opposite color of the
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The opposite color of the countenance, the blooming or florid
complexion, is subject to the same moral criticism. It is the
sign in many cases, of joy, of hope, of enthusiasm, of virtuous
indignation, and of kind and benevolent affections. In all such
cases, it is, t0 a certain degree, beautiful. In other cases it may
be the sign of pride, of anger, of intemperate passion, or of
selfish arrogance. In such cases it is not only not beautiful,
but positively-painful. How often are we deceived in this
respect, m our first specula‘ion upon any human countenance !
and how permanently do we return to interpret the sign by the
qualities we find it to signify, and to feel it either beautiful or
otherwise by the nature of these qualities ! The aversion which
mankind have ever shown to the painting of the countenance,
has thus a real foundation in nature. Itis a sign, which de-
ceives, and, what is worse, which is intended to deceive. It
never can harmonize with the genuine character of the counte-
nance ; it never can vary with those unexpected incidents which
give us our best insight into human character ; and it never can
be practised except by those who have no character but that
which fashion lends them, or those who wish to affect a cha.
racter different from their own. The same observation may
be extended to the colors of the eye. If we had no other
principles of judgment than some original law of our nature,
certain colors, or degrees of coloring, would alone be perma-
nently beautifal. How little this is the case; how much we
appreciate the language of the eys, on the contrary, and how
strikingly its beauty is determined by the emotions or passions
it signifies, I leave with confidence to my readers to verify by
their own experience.

In the variable colors of the countenance, or those which
arise from present or trausitory feelings, the same fact is easily

countenance subject ; and of what is it the sign? In all such cases what is
observed of it? In other cases, of what may it be the sign; and in such
cages, what is8 observed of it WLat exclaumations follow, and has thus
a real foundation in nature? As a sign what is observed of it?7 With what
can it never harmonize ; with what can it not vary, and by whom alone can
it be practised? To what may the same oLservation be extended ; and why?
On the contrary, what language is much appreciated ; and what is left to the
reader to verify by his own experience? In what colors is the pame fact
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discernible. No things, in point of coloring, are so analogous
‘as the blush of modesty, and that of conscious guilt ; yet, when
we know the emotions they signify, is their effect the same?
The paleness of fear is beautiful, because it is ever interesting,
in the female countepance. Tell us, that it arises from some
trivial or absurd cause, and it becomes immediately ridicu-
lous. There is a color of indignation or of scorn, whish may
accord with the most heroic beauty ; say to us, that it arises
from some childish source of etiquette or precedence, and our
sentiment of beauty is instantly converted into disgust. There
is a softness and languor both in the light and in the motion of
the eye, which we never see without deep interest, when we
consider it to be expressive of general sensibility, or of occa-
sional sorrow, Tell us, that it is affectation, that it is the man-
ner of the ill-judging fair one who has adopted it, and instead of
interest, we feel nothing but contempt. Illustrations of this
kind might be easily extended to every emotion or passion of
the human mind. I leave them to the prosecution of my
readers ; and I flatter myself they will see that such varieties
in our sense of beauty could never exist, if there were any
certain and definite colors in the human countenance, which
alone were originally and permanently beautiful.

PART II.

OF THE FEATURES OF THE HUMAN COUNTENANCE.

There is a similar division of the features of the counte.
nance of men, to that of its colors, in what may be called,
though with some restriciion, the permanent and the variable.
The permanent features are such as give the individual distinc-

easily discernible? How is this illustrated? Why is the paleness of fear
beautiful; but when does it become ridiculous? Of the color of scorn also
what is observed? What is remarked of a sofiness and languor which we
sometimes perceive, both in the light and in the motion of the eye; and when
does it produce only contempt? How far might illustrations of this kind be
easily extended? To whom does our author leave them, and of what does he
flatter himself 7

In what is there a similar division of the features of men, to that of its
colors? Which are the permanent features? What examples are given?
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tion, or form the peculiar character of the countenance in mo.
ments of tranquillity and repose. Such are the peculiar form
of the head, the proportion of the face, the forms of the fore-
head, eyebrows, nose, cheeks, mouth, and chin, with their rela-
tion to the forms of the neck, shoulders, &c. The variable
features are such forms of the permanent features, as are as-
sumed under the influence of occasional or temporary passions;
as the contracted brow of anger, the elevated ¢ye-brow of sur-
prise, the closed eye-lids of mirth, the open eye of astonish-
ment, the raised lip of cheerfulness, the depressed lip of sor-
row, &c. &c.

With both of these appearances, 1 apprehend that we have
distinct and powerful associations; or in other words, that they
are expressive to us, either directly or indirectly, of qualities
of mind capable of producing emotion.

1. Such forms in the countenance, have expression simply as
forms, and are beautiful upon the same principles, as I have
endeavored to illustrate. Independent of all direct expression,
small, smooth, and well-outlined features, are expressive of
delicacy or fineness: harsh and prominent features, with a
coarse and imperfect outline, of imperfection, roughness, and
coarseness. The union of the features, perhaps the most im-
portant of all physical observations, admits in the same man-
ner, either of a flowing and undulating outline, or of harsh
and angular conjunction. The first is ever expressive of ease,
freedoin, and of fineness, the second of stillness, of constraint,
and of imperfection. These indirect expressions prevail, not
indeed over the more direct expressions which intimacy or
knowledge gives: but that they govern us in some degree with
regard to those who are strangers to us; that we are disposed .
to attribute to the character of those who are unknown to us,
the charactor which their physical features exhibit; and that

Which are the variable features; and of them what are examples? With
both of these we have what, or of what are they expressive? As what have
such forms expression, and upon what principle are they beautiful 7 Inde-
pendent of all direct expression, what are expressive of delicacy or fine-
ness; and what of impe:fection, roughness, and coarseness? Of what does
the union of features, in the same manner, admit? Of what are they re-
spectively expressive? Where do they not, and where do these indirect ex-
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even with regdrd to those we love most, we are sometimes apt
to lament that the form of their features'is so little expressive
of their character, are facts which every one kmows, and
which need not be illustrated.

2. Such forms%f features are, in genenl, directly expressive
of particular characters or dispositions of mind. 'That certain
appearances or conformations of the features of the human
countenance, are significant of certain qualities or distinctions
of mind, is a fact which every child knows, even in its nurse’s
arms, and which, whether it arises from any original instinct, or
from experience, is yet sufficient to establish a natural lan-
guage, long before any artificial language is formed or under-
stood. There are probably three sources from which these
associations. arise—I1st, The expression of physical form,
which I have just stated : 2dly, Experience of the uniform con-
nexion of such appearances with certain characters or disposi-
tions of the human mind ; a fact of which no evidence can be
greater than that of the distinction which the infant makes be-
tween the countenance of children, of women, and of men :
and 3dly, The observation of the influence which habitual pas-
sions have upon the permanent conformation of the features,
~and the consequent belief that the sign indicates the disposi-
tion usually signified. '

Of the variable features it is unnecessary to enter into amy
explanation. That the human countenance possesses a degree
of expression in this respeet, beyond every other animated
being ; that, in its genuine state, it is the mirror of whatever
passes in the mind; and that all that is great or lovely in hu.
man character may there be read, even by the material eye,
are truths which every one knows, and upon which the painter,
the sculptor, and the poet, have formed the most exquisite pro.
ductions of their arts. I cannot therefore fatigue my readers

with any enumeration of effects which all have known, and all
must have felt.

preesions prevail? Of what are such forms of feature; in general, directly
expresgive? What does every child, even in its nurse’s arms, know; and of
- it what is remarked ? From what three sources do these associations arise?
Of what features is it unnecessary to enter into any explanation? What are
truths which every one knows; and upon them, what have the painter, the

41
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That the beauty or sublimity of the forms which occur in the
features of the human countenance arises from such expressions
alone, and not from any original beauty in such forms them-
selves, may perhaps be evident from the following illustrations—

1. If there were any original beauty in feculiar forms of
this kind, altogether independent of the expressions of mind
we associate with them, it would necessarily follow, that the
same forms of features would be permanently beautiful, and
that every form that deviated from this original and prescribed
form would, in the same degree, deviate from the form of
beauty.

The slightest experience is, I apprehend, sufficient to show
the fallacy of this opinion. It is impossible to conceive a
greater difference to take place in the same being, in the form
and construction and proportion of features, than that which
uniformly takes place in the progress of man from infancy to
old age. In this progress there is not a single feature which is
not changed in form, in size, or in proportion to the rest: yet

“in all these, we not only discover beauty, but what is more im.
portant, we discover it, at different ages, in forms different, if
not opposite, from those in which we had discovered it before.
The round cheek, the tumid lip, the unmarked eyebrow, &c.

* which are all so beautiful in infancy, yield to the muscular
cheek, the firm and contracted lip; the dark and prominent eye-
brow, and all the opposite forms which create the beauty of
manhoad. It is again the went of all this muscular power, and
the new 'change of all the forms which it induces—the col.
lapsed cheek, the trembling lip, the gray eyebrow, &c. which
constitute the beauty of age. The poet and the painter know
it; but were they, from any visionary theory, to alter these sig.
natures of expression ; were they to give to manhood the fea-
tures of infancy, however beautiful, or to age those of manhood,
however eloquently commented upon, is there any one who for

poet, and the sculptor, formed? What remark follows? What may, perhaps
be evident from the following illustrationa? If there were any original
beauty in peculiar forms of this kind, what would necessarily follow? What
iz sufficient to show the fallacy of this opinion? How is this remark fully
illustrated, in the progress of man from infancy to old age? Under what
circumatances, could no one look upon the productions of the poet and the
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a moment could look upon their representations? It is need.
less for me to say, that the same observation extends equally to
the features that are characteristic of sex; that the form or
proportion of the same features is very different in the different
sexes; that even in that sex where alone they are the general
objects of emotion, these forms vary with the progress of time ;
and that, in general, no forms of features are beautiful, but
those which accord with the character we expect in the age or
period of the person we contemplate.

With regard to the variable ieatures, the proposition I have
stated is yet more generally observable. If there is any pecu.-
liar form of any feature which is permanently beautiful, let the
inguirer state it to himself, and then let him examine the coun.
tenances of actual nature, or the representations of the paister
by this standard. He will find, if I mistake not, not only that
this peculiar form has no permanency of beauty, but, on the
contrary, that it is often the reverse: that there is some other
law that governs his opinion upon the subject; and that the
most different conformations of the same-features are beautiful,
or otherwise, according to the emotions they signify. If the
smooth and open brow of youth and gaiety is instinctively
beautiful, the dark and wrinkled brow of indignation, or passion,
ought to be positively displeasing : yet the experience of nature,
and of the representation of the imitative arts, will show us
how false would be the conclusion. If the elevated eyebrow
of hope or mirth is beautiful, how shall we aecount for the still
more powerful beauty of the contracted, and even convulsed
eyebrow of fear, of horror, or of guilt? The form of the Gre.
cian nose is said to be originally beautiful : and in many cases,
and in the manner in which the artists of antiquity employed it,
it is undoubtedly beautiful, because it is the conformation of
that feature which best expresses the character they wished to

painter 7 What observation is it needless for our author to make? With
regard to what features, is the proposition stated, yet more observable? What
remark follows; and by doing this, what will the inquirer find? If the
smooth and open brow of youth and gaiety, is instinctively beautiful, what
should follow ; yet what will the experience of nature; &c. show us? If the
elevated eyebrow of hope or mirth is beautiful, for what shall we find a diffi-
culty to account?  Of the form of the Grecian nosc, what is observed; and
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repreSent. Apply, however, this beautiful form to the counte-
nance of the warrior, the bandit, the martyr, &c., or to any
countenance which is meant to express deep or powerful pas-
sion, and the most vulgar spectator would be sensible of dissa-
tisfaction, if not of disgust. s the mouth of youth, of hope, of
rapture, beautiful? No contrast of the same feature can be so
great as that of the same mouth, under the influence of grief,
of age, or of melancholy. And yet the painter ig able to ren-
der these conformations beautiful, and they who have lived but
a little in the world, have known, that they are in fact more
beautiful, than all that the same feature can receive from hope,
or youth, or joy. It would be unpardonable to extend these
illustrations to a greater length: it isenough to lead my readers
to observe for themselves, and to attend to the general truth,
that, if there were any forms of features originally and perma.
nently beautiful, these, and these only, could be beautiful in ali
situations : and that every form that deviated from this pre.
scribed and central form, would necessarily be the object, either
of disgust or disappointment.

2. It is very easy to see, in the 2d place, that the most differ-
ent forms of feature are actually beautiful; and that their
beauty uniformly arises from the expressions of which they are
significant. The open forehead is expressive of candor and
generosity, and suits a countenance which has that expression.
The low forehead, on the contrary, is expressive of thought, of
gloom, or melancholy: it becomes, therefore, a different ex-
pression of countenance. The full and blooming cheek suits
the countenance of youth, and mirth, and female loveliness:
the sunk and faded cheek, the face of sensibility, of grief, or
of penitence. The raised lip, the elevated eyebrow, the rapid
motion of the eye, are all the concomitants of joyous beauty.
The reverse of all these, the depressed lip, the contracted eye-
brow, the slow and languid motion of the eye, are the circum-

by what application of it, will its beauty be destroyed? What is remarked
of the movith of youth, of hope, and of rapture; ye} what is the painter able
to do; and what have those known, who have lived but little in the world ?
Why would it be unpardonable to extend these illustrations to a greater
length? In the second place, what is it very easy to see? How is this illus-
trated, from the forehead, the blooming cheek, &c,? Where do we expect
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-stances which we expect and require in' the countenances of
sorrow or of sensibility. Change any of these conformations;
give to the open and candid ¢oantenance the low forehead: to
the face of grief, the fresh and bloomig cheek of joy ; to the
mourner the raised lip, or the elévated eyebrow, which are ex-
pressive of cheerfal or joyous passions; and the picture be-
comes a monster, from which even then the most vulgar taste
would fly, as from something unnatural and disgusting. If there
were any real or original beauty in such conformations, nothing
of this kind ceuld heppen ; and however discordant our emo-
tions of beauty and sentiment might be, we should still feel
these conformations beautiful, just as we perceive, under all
circumstances, colors to be permanently colors, or forms to be
forms. ’

3. The slight illustrations which I have now offered seem to
me sufficient to conviuce those who will prosecute them, that
there is no original beauty in any peculiar or distinct forms of
the human features. “There is another illustration which per-
haps may still more strongly show the real origin of such beauty
to consist in the expressions of which they are significant, viz.
That the same form of feature is beautiful or not, in proportion
as it is expressive or not of qualities of mind which are amiable
or interesting.

With regard te the permanent features, every one must have
remarked, that the same form of feature which is beautiful in
the one sex is not beautiful in the other: that as we expect a
different expression, there are different signs by which we ex-
pect it to be signified; and that consequently the same signs
are productive of very different emotions, when they are thus
significant, improper, or of unamiable expressions. They who
are cconversant in the production of the fine arts, must have
equally observed, that the forms and proportions of features,

and require the reverse of all these? How may the picture be rendered a
monster, from which even the most vulgar taste would fly? Under what cir-
cumstances could nothing of this kind happen ; and what remark follows?
For what are the slight illustrations, now offered, sufficient? What may be
shown by another illustration; and what is it? With regard to the perma-
nent features, what must every one have remarked? What must they, who
are conversant 4n the productions of the fine arts, have equally observed?
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which the sculptor and the painter have given to their works,
are very different, according to the nature of the character
they represent, and the emotion they wish to excite. The form
or proportions of the features of Jove are different from those
of Hercules, those of Apollo from those of Ganymede, those of
the fawn from those of the gladiator. In female beauty, the
form and proportions in the features of Juno are very different
from those o! Venus, those of Minerva from those of Diana,
those of Niobe from those of the Graces. All, however, are
beautiful, because all are adapted, with exquisite taste, to the
characters they wish the countenance to express. Let the
theorist change them, and substitute for this varied and signi.
ficant beauty, the forms which he chooses to consider solely
beautiful, and the experiment will very soon show, that the
beauty of these forms is not original and independent, but rela-
tive and significant ; and that when they cease to be expressive
ef the character we expect, they cease, in the same moment,
to be beautiful. .

The illustration, however, may be made still more precise ;
for even, in the same countenance, and in the same hour, the

same form of feature may be beautiful or otherwise. Although.

there is an obvious distinction betweenthe permanence of some
features of the countenance, it is at the same time true, that
even the permanent features are susceptible of some change of
form; that they vary with the employment of the muscles
which move them ; and that, therefore, their permanence is
rather relatively than positively true. The forehead changes
in its form and dimensions, with various passions. The line of
the nose is varied by the elevation or depression of the muscles
of the eyebrow ; and its whole form is still more altered by
the contraction or expansion of the nostrils. The cheeks sink
or swell, as they are influenced by different emotions ; and no
one need to be told that the mouth is so susceptible of variety

How is this illustrated? Why are all, however, beautiful ? Should the theo-
rist change them, what would the experiment soon show? Why may the
illustration be made still more precise? Although there is an obvious dis-
tinction between the permanence of some of the features of the countenance,
vet, what is, at the same time, true? How is this remark illustrated ; and of
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of form, that from that feature alone, every one is able to in-
terpret the emotion of the person: the sume observation is
applicable to the rest of the features. If there were, there.
fore, any original form in all these features which was instinc.
tively beautiful, it would follow, that in all these changes, there
was one only that was beautiful, and that all the rest would,
according to their variations, be, so far, deviations from beauty.
The real fact however is, that every one of these varieties are
beautiful, when they are expressive of emotions of which we
approve, and in which we sympathize ; that none is beautiful
when it has not this expression ; that any feature unsusceptible
of these changes, would be felt as imperfect or monstrous ; and
that the degree of change or variation, which is beautiful or
otherwise, is always determined by its correspondence to our
sentiment of the propriety or impropriety of the emotion which
it signifies. The reader will find innumerable illustrations of
this truth, both in his observation of common nature, and of the
representations of the painter and the sculptor.

With regard to the variable features, those which are expres.
sive of momentary or local emotion, that the beauty of their
forms does not arise from their approach to any one standard,
but from the nature of the expressions they signify, is a truth
which may be easily observed in the study, even of the same
countenance. Nothing can be more different in point of form,
than what occurs in the same face, in the muscles of the eye-
brow, in the closg or open conformation of the €yelids, in the
contraction or dilatation of the nostrils, in the elevation or de-
pression of the lips, in the smoothness or swelling of the muscles
of the throat and neck: yet all of these are beautiful, or at
least susceptible of beauty. It may have been our fortune to
see all these variations of form take place in the same counte.
nance, within the space of a few hours. And if we recollect

the mouth, what need no one be told? As the same obeervation is appli-
cable to the rest of the features, what follows? What, however, is the real
fact on the subject? Where will the reader find innumerable illustrations of
this truth? With regard to the variable features, what may be easily ob-
gerved in the study, even of the same countenance? What illustration fal-
lowa? Where may it bave been our fortune to see all these variations of
form take place ? If we recollect our sentiments, what shall we find? 1If
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our sentiments, we shall find that all of them were not only
beautiful, when they were the genuine signs of emotions with
which we sympathized, but what is mere, that they were the
only forms which, in such circumstances, could have been beau-
tiful : that their variety corresponded to the variety of emotions
which the mind experienced ; and that any other conformations
of feature, however beautiful in other circumstances, would
then have been painful or distressing. I any of my readers
have not felt this in their own experience, let them attend, while
it is yet in their power, to the countenance of Mrs. Siddons, in
the progress of any of her great parts in tragedy. Let them
observe how the forms and proportions of every feature vary
with the passions which they so faithfully express—let them
mark almost every variety of form, of which the human coun-
tenance is capable, to take place in the space of a few short
hours —let them then ask themselves what is the common
source of this infinite beauty ; and although, in this examina-
tion, they will still have but a feeble sense of the excellencies
of this illustrious actress, they will be sensible, that there is no
original or prescribed form of feature which alone is beautiful,
but that every conformation is beautiful when it is expressive
of the emotions we expect and approve.

PART III.

OF THE COMPOSITION OF THE COLORS AND FEATURES IN THE
HUMAN COUNTENANCE.

The illustrations which I have given in the two former sec-
tions, relate to the beauty of the colors or features of thé coun-
tenance, as single or individual objects of observation. Itis
very obvious, however, that all these are only parts of a whole :
that some relation, at least, exists between those parts of the

any reader has not felt this in his own experience, to what should he attend ?
What should he observe ; what msark, and what should he then ask himself?
In this examination what will he still have, yet of what will he be sensible ?

'To what do the illustrations given in the two former sections relate 7 What,
however, is obvious? What will afford anadditional proof of the real nature:

——— .
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countenance, and the countenance itself ; and that there issome
harmony or accordance which we expect and demand in the
composition of these ingredients, before we feel that the whole
is beautiful. The investigation of the principles which govern
us in our sentiment of composition will, I trust, afford an addi-
tional proof of the real nature and origin of human beauty.

If there were any original and independent beauty in any
peculiar colors or forms, it would necessarily follow, that the-
union of these beautiful forms and colers would compose a
countenance of beauty, and that every deviation, in composi-
tion, from these original principles of beauty would, in propor-
tion to this deviation, affect us with sentiments, either of indif.
ference or disgust. If such were the constitution of our nature,
the painter and the sculptor would possess a simple and deter-
minate rule for the creation of beauty ; the beautiful forms and
colors of the human countenance would be as definite as the
proportions of architecture; and the production of beauty
“might be as certainly attained by the artist, as arithmetical truth
is by the arithmetician. That this is not the case—that the
beauty of the human countenance is not governed by such
definite rules; and that there are some other qualities neces-
sary for the painter and the sculptor, besides the mere observa-
tion of physical appearances, are truths with which every one
is acquainted, and which, therefore, it is unnecessary to attempt
to illustrate.

If, on the other hand, the principles which I have before
attempted to illustrate are just, if the beauty of every indivi-
dual color or form in the countenance is determined by its ex-
pression of some pleasing or interesting quality, then it should
follow, as in all other cases of composition, that the expression
of the whole ought to regulate the beauty of the parts—that the
actual beauty of these parts, or ingredients, ought to depend
upon their relation to the general character ; and that the com.
position, therefore, should only be beautiful, when this relation

and origin of human beauty 1 If there were any original and independent
beauty in any peculiar colors or forms, what would necessarily follow? If
such were the constitution of our nature, what would be the consequence ?
‘What, on the contrary, are truths with which every one is acquainied 7 1f, on

42



330 SUBLIMITY AND BEAUTY

of expression was justly preserved, and when no color or fea-
ture was admitted, but what tended to the production of one
harmonious and unmingled emotion.

That this is really the case—that our opinion of the beauty
of the human countenance is determined by this law ; and that,
in every particular case, our sense of the beauty of the con-
stituent parts is decided by their relation to the prevailing cha.
racter or expression of the countenance, may, perhaps, be ob-
vious from the following considerations—

I. I formerly endeavered to show, that in the case of phy-
sical forms, no form was, in reality, beautiful, which was not
the sign of some pleasing or interesting expressiom; or which,
in other words, was not productive of some emotion. Itis na-
tural to think, that the same law should be preserved in the
forms, &c., of the human countenance; and it is still more
naturel to think so, when we consider, that the expressions of
the countenance are direct expressions of mind. That the
beauty, therefore, of every countenance, arises from its ex-
pression of some pleasing or interesting quality, in which our
imagination loves to indulge ; and that no countenance is ever
felt 10 be beautiful where such indirect or direct expressions
are not found, is a proposition which I trust the readers of the
previous illustrations will both expect and demand. The truth
of it may, perhaps, be made clear by the following illustra-
tions—

1. I would appeal, in the first place, to common experience.
If the real beauty of the human countenance arises from the
union of cettain forms and colors that are originally beautiful,
then every man ought to feel the sentiment of beauty in those
cases alone, where those certain appearances were united. Of

the other hand, the principles which our author has attempted to illus-
trate, are just, then what should follow? What may, perhaps, be obvious
from the following considerations? What did our author formerly endeavor
to show; and what is it natural®to think? What proposition, therefore,
will the readers of the previous illustrations both expect and demand? In
the first place, to what does our author appeal? If the real beauty of the
human countenance, arises from the union of certain forms and colors, that
are originally beautiful, then what ought every man to feel? Of the truth of
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the truth of this proposition every man is a judge. I will pre.
sume, on the contrary, to say, that there is no man who has
ever felt the sentiment of beauty, who will not acknowledge
that he has felt it in the most various and even opposite confor-
mations of features; that he has felt, that instead of being go-
verned by any physical law of form or color, it has been go-
verned by the individual circumstances of the countenance;
that whenever it has been felt, it has been felt to be significant
of some pleasing or interesting disposition of mind ; that the union
of every feature and color has been experienced as beautiful,
when it was felt to be expressive of amiable or interesting sen-
timent ; and that, in fact, the only limit to the beauty of the
human countenance, is the limit which separates vice from vir-
tue—which separates the dispositions or affections we approve,
from those which we disapprove or despise.

If this evidence should be insufficient, there is a yet stronger
one, which- arises from the usual language of mankind. We
hear, every day, the admiration of beauty :—Ask, then, the
enthusiast to explain to you, in what this beauty consists. Did
he feel that it were in any certain conformation of features, or
any precise tone of coloring that beauty consists, he would tell
you minutely the forms and proportions and colors of this ad-
mired countenance ; and were this the law of your nature, you
could feel it only by this physical description. But is it thus,
in fact, that the communication is made? Is it not, on the
contrary, by stating the expression which this countenance con-
veys to him? Are not the forms and magnitude of the features,
and the tone and degree of coloring, all made subservient in
his description, to the character of mind he wishes to copvey
to you? And do you net feel, at the same time, that if he suc-
ceeds in persuading you of the lovely or interesting expression
of the countenance, you take for granted, at once, that what-
ever may be the form of the features, or the nature of the co-
loring, the countenance, itself, has that simplicity and strength

this proposition, what is remarked? What does our author on the contrary
presume to say? If this evidence should be insufficient, whence arises a
stronger one? The admiration of what do we daily hear? Should we ask
the enthusiast to explain in what this beauty consists, what would he tell us?
Repeat the following interrogations. Only upon what principle is all this in-
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of expression which justifies the admiration of the person who
describes it?  All this, however, which may happen every day,
is utterly inexplicable upon any other principle, than the foun.
dation of beauty in expression; and the language itself would
be unintelligible, if it arose only from some definite form of
features, or definite appearance of color.

The observation may be extended to the usual and habitual
.language of the world. There is no one who must not have
observed, that the description of human beauty in common life,
is always by terms significant of its expression. When we say
that a countenance is noble, or magnanimous, or heroic, or
gentle, or feeling, or melancholy, we convey at once to every
hearer, a belief of some degree of sublimity or beauty; but
no one ever asks us to describe the form of the features which
compose it. When we differ, in the same manner, with regard
to individual beauty, we do not support ourselves by any phy-
sical investigation of features. Itis the character of the coun-
tenance in which we disagree: and when we feel that this cha-
racter is either unmeaning, or expressive of unpleasing dispo-
sitions, no conformation of features, and no splendor of colors,
will ever render it beautiful. How much this is the case in
society—how much the opinion of beauty is dependent upon
the character of the mind which observes it—how profusely
the good find beauty in every class of mankind around them—
how much, on the contrary, the habits of vice tend to obliterate
all the genuine beauty of nature to the vicious, must, to every
man of common thought, have been the subject both of pleas.
ing and of melancholy observation.

It is observable, in the same manner, that the most beautiful
countenance is not permanently and uniformly beautiful, as it
necessarily would be, if this beauty arose from any original law
of our nature; but that its beauty is always dependent upon
the nature of the temporary dispositions or qualities of mind

explicable ; and under what circumstances would the language itself be un-
intelligible ? To what may the obeervation be extended ; and what must every
one have obeerved? When we say that a countenance is noble, &c., what
belief do we convey ; but what does no one ever ask usto do? When we, in
the same manner differ, what is observed? In what is it that we agree ; and
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which it signifies. Every man who has had the good fortune to
live in the society of beautiful wemen, must often have observed,
that there were many days of his life, and many hours in every
day, when he was altogether insensible to their beauty. The
little unmeaning and uninteresting details of domestic life, the
usual cares and concerns of female duty ; sometimes, perhaps,
the irritations and disturbances of domestic economy, proeduce
expressions which are neither interesting nor affecting ; and,
while they produce these, the beauty of the countenance, how-
ever latently great, is unfelt and unobserved. Whenever the
countenance assumes the expression of any amiable or inter-
esting emotion, the beauty of it immediately returns.

While there is scarcely any countenance that thus remains
beautiful under the expression of vulgar or uninteresting emo-
tions, and none which can preserve it under the dominion of
vicious or improper dispositions, it may, at the same time, be
observed, that there are very few countenances which are not
raised into beauty, by the influence of amiable or lofty expres-
sion. They, who have had the happiness to witness the effects of
sudden joy or unlooked-for hope in the countenances, even of
the lowést of the people; who have attended to the influence
of sorrow, or sympathy, in the expression of faces unknown to
affectation—they, still more, who have ever looked steadily
upon the bed of sickness or of death, and have seen the influ-
ences of submission and of resignation upon every feature of
the suffering or expiring countenance, can, I am persuaded,
well tell, that there is scarcely any form of features which such
interesting and lofty expressions cannot, and do not, exalt into
beauty. It is on the same account that the young who live

when will nothing ever render it beautiful? What must, to every man of
common thought, have been the subject, both of pleasing and of meclancholy
observation? What is, in the same manner, observable? What must every
man have often observed, who has had the good fortune to live in the society
of beautiful women? What produce expressions which are neither interest-
ing nor affecting ; and what follows? When does the beauty of it immedi-
ately return? While there is scarcely any countenance that thus remains
beautiful under the expression of vulgar or uninteresting emotions, what
may, at the same time be observed? Who can well tell that there is scarcely
any form of features, which interesting and lofty expressions cannot exalt
into beauty? On the same account, how are the young, who live familiarly
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familiarly together, are so seldom sensible to each other’s
beauty. The countenance, however beautiful, must often ap-
pear to them with very unmeaning and uninteresting expres-
sions : the quiet detail of domestic life gives birth to no strong
emotions in the countenances of either ; they meet without ani-
mation, and they separate without tenderness: the habits of
simple friendship call forth no transports of passion, and they
go abroad into less known societies, to look for those agitations
of hope or fear which they do not experience at home. To
lovers, on the contrary, and for the same reason, every look and
every feature is beautiful, because they are expressive to them
of the most delightful emotions which their age cawu feel; be-
cause the countenance is then animated with expressions the
most amiablé and genuine which it ever can display, and still
more, perhaps, because they are the signs of those imaginary
scenes of future happiness, in the promise of which youth and
love are so happily profuse.

It is the same principle which is the obvious cause of the
infrequency of beauty among the lower orders. Something of
this is undoubtedly to be ascribed to the influences of climate,
and of weather, and to the negligence of those arts, by which,
in the higher ranks of life, the physical beauty, at least of
feature and of complexion, is so assiduously preserved. But
the principal cause of it is in the character of mind, which such
situations too naturally create. They who live for subsistence
cannot live for beauty. The occupations in which they are
engaged, the modes of life to which they are doomed, are little
consistent with any amiable or interesting emotions ; and their
countenances, therefore, however latently beautiful, express
nothing but low care or painful occupation. In their usual hours,
therefore, their beauty is scarcely more than that of youth and
health ; and we observe it with satisfaction rather than pleasure.
Let us follow them, however, from these vulgar and degrading

together, affected; and why is this the case? To lovers, on the contrary,
why is every look and every feature beautiful? Of what is the same prin-
ciple obviously the cause? To what is something of this undoubtedly to be
ascribed ; but in what is the principle cause of it? Why cannot they who
live for subsistence live for beauty ? What, therefore, in their usual hours is
their only beauty ; and how do we observe it ? By following them where, shall
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occupations, into the scenes of their gaiety and enjoyment—
let us follow them into scenes of distress or sympathy, when
finer emotions are excited, or when their countenances waken
into correspondent expression, and we shall be astonished to
find, that amid the most common features, beauty arises, and
amid the most common forms grace is to be found. In every
country of Europe, I believe, in the same manner, the travel-
ler has felt that the greatest beauty exists among women of the
highest rank, or in those who live in affluence and indepen-
dence: and it ought to be so. They who live not for subsis-
tence, but for society ; who, from their earliest days are un-
broken by labor, or by care; who, still more, exist for their
hour enly in the search of admiration, are under the necessity
of gaining it by every flattery to the feelings of others, by as.
suming virtues if they possess them not, and by counterfeiting,
for the time, at least, every disposition of mind and every ex- '
pression of countenance which renders society amiable, or
woman lovely.

Observations of this kind may be extended to almost every
scene of our intercourse with mankind. I presume only to add
the following, which perhaps every one of my readers
can verify by his own experience.

Were the beauty of the human countenance dependent alto-
gether upon certain forms, or colors, it would be very difficult
to account for those different beauties of age or sex, in which
all men and all ages have agreed. If we consider them as
arising from the expression of those qualities or dispositions
which we expect and love in sex and in age, we shall find no
difficulty in reconciling the facts with the theory. In men and
in women, every countenance is, to a certain degree, beautiful,
which is expressive of interesting or amiable dispositions ; and
from the cradle to the grave, every conformation of the human
countenance is, in some measure beautiful, which is significant

we find beauty to arise amid the most common features? In every country
of Europe, in the same manner, whet has the traveller feit? Why ought it
tobe s0? How far may observations of this kind be extended; and how
may the following be verified? If the beauty of the human countenance
were dependent altogether upon certain forms, or colors, to account for what
would be a difficult task? By considering them in what light, shall we find



336 SUBLIMITY AND BEAUTY

of the qualities or character of mind, which we think that age
ought to display.

There is, however, a difference in this respect, and it is obvi-
ously with very different sentiments that we regard male and
female beauty. The one we regard with love and admiration,
the other scarcely with more than satisfaction ; of these differ-
ent sentiments the account is simple. The forms of the male
countenance in manhood, are not, in general, expressive of
very amiable qualities, nor do we expect them to be. Itis
spirjt, thought, and reselution, which we look for as the pre-
dominant expressions of that age; but none of these are ex-
pressions extremely interesting, and all of them may be pain-
ful or exaggerated. The dispositions of mind, on the contrary,
that we look for in the female countenance, are modesty, hu-
mility, timidity, sensibility, and kindness. These are dispo-
sitions which we never observe without deep emotion. They are
not only delightful in themselves, but they are such as we ex-
pect in that sex; and there is no expression of them which
does not affect us, both with the tenderness of love and with
the sentiment of propriety. But while this is the case with
the countenance of manhood, it is not the same, as every one
has observed, with other periods of male existence. Infancy
is equally beautiful in the one sex as in the other, and the
early youth of man, before it is corrupted by the business of
the world, is not unfrequently susceptible of as great a degree
of beauty as is, perhaps, ever to be found in human conforma.-
tion. In old age again, the male countenance re.assumes, as
it were, its beauty, because the character it expresses, the dis-
position which it displays, and still more, the melancholy con-
trast which we draw between its maturity and its decline,
affect us with emotions of a far more profound and exquisite
kind, than we ever experienced in the noon-day of its strength.

no difficulty in reconciling the facts with the theory; and for what reason ?
‘What difference is there in this respect; and what is obviously the case?
"How do we respectively regard them? In the form of the male countenance:
for what expressions do we look, and what is obeerved of them? For what
dispositions of mind do we look in the female countenance; and of these
what is remarked? But while this is the case with regard to the counte-
nance of manhood, with what is it not the same? How is this remark illus-
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I forbear to add to those illustrations, and I have stated them
with all the brevity in my power, because I wish my readers
to observe for themselves, and because I am convinced, that
they who will exert this attention, will soon be satisfied of the
truth of the proposition.

2. While the beauty of every countenance seems thus fun-
damentally to arise from the expression of some pleasing or in.
teresting quality, I would observe, in the second place, that the
composition of the countenance is dependent upon the preser-
vation of the unity of this expression, and that our sense of the
beauty of the individual colors or features, is always determined
by the preservation of this relation.

There are, properly, three distinet species of beauty of which
the human countenance is capable. 1st. Physical beauty, or
that of forms or colors, considered simply as colors or forms,
and independent of any direct expression of character or emo-
tion: 2dly. The beauty of character, or the expression of some
permeanent and distinctive disposition of amiableness or interest :
and, 3dly. The beauty of emotion, or the expression of some
temporary or immediate feeling which we love or approve. In
each of these distinct cases, I apprehend our common experi-
ence will justify us in concluding, that the beauty of the coun-
tenance depends upon the preservation of the unity of expres-
sion; and that our opinion of the beauty of the separate colors
or features, is uniformly governed by their relation to this end.

1. There are many countenances which are beautiful only
as physical objects, which signify no character of mind, and of
which we judge precisely in the same manner that we do of
inanimate forms or colors. They are significant of strength or
delicacy, of coarsenesss or fineness, of health or indisposition,
of youth orof age, &c. ; but they are significant of nothing more.
Of countenances of this kind, whatever be their character, our
sense of the beauty of every separate feature is uniformly de-

trated from the state of infancy, and of old age? Why has our author stated
these illustrations with brevity? What is, in the second place observed?
‘What three distinct species of beauty are there of which the human coun-
tenance is capable? In each of these cases, in what conclusion will our
common experience justify us? There are many countenances of which
what is observed ; and of what are they significant ? Of countenances of

43
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termined by its relation to this general character, and the coun.
tenance is only wholly beautiful when this relation is preserved.
Our judgments of this kind are so common and so rapid, that we
very seldom examine upon what they are founded ; but a very
few illustrations will be sufficient to satisfy any one that they
ultimately rest upon this unity of expression. Features, small in
form, and fine in outline, with a complexion clear and pale, are
generally expressive of delicacy, gentleness, fineness, &c. To
such a countenance, give the addition of a Roman nose, or tumid
lips, or thick and heavy eyebrows, &c., and every one feels that
the beauty of the countenance is destroyed. We see that there is
inconsistence in the arrangement : we lament it ; and we employ
ourselves in imagining the form of feature that is wanted, and
which would render the whole complete. To a countenance
of manliness and vigor, in which the general form of the colers
and features bears a relation to the general character, add
one feature of infant or of feminine beauty—a Grecian nose, a
small mouth, the round cheek, or the small and regular teeth
of infancy; and the countenance is not only hurt, but becomes
ludicrous; and yet the destructive feature is, in.other cases,
singularly beautiful. There is beauty in the smooth complex-
ion of youth, and in the wrinkled and furrowed complexion of
age—in the paleness of the delicate form, and in the high bloom
of health and enjoyment—in the open front of honor and vigor,
and the close and contracted brow of thought and deep reflec-
tion, &c. &c. Yet let them be fortuitously mingled, or let the
painter attempt to use them as elementary principles of beauty,
and every one will feel that their beauty dependsupon relation,
and that this relation is that of their correspondence to the ge-
neral expression of the countenance. It would be absurd teo
multiply illustrations upon a subject which every one expresses

this kind, by what is our sense of the beauty of every separate feature uni-
formly determined? Of our judgment- of this kind what is remarked ; but
for what will a very few illustrations be sufficient? What features are gene-
rally expressive of delicacy, gentleness, &c.; and by what'addition will the
beauty of such a countenance be destroyed? Why is this the case ? What
farther illustration of the same principle follows? In what is there beauty;
yet what remark follows? To multiply what jllustrations would it be ab-

rs
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almost every day of his life, in the language he uses with re.
gard to human beauty,

2. The truth of the proposition is still more apparent in rela.
tion to the second species of beauty, or that of character.
Wherever, in actual life, we are conscious, in any great de.
gree, of the influence of beauty, we shall always find that it is
in the general or characteristic expression of the eountenance
—that the language by which we describe it to others, or by
which we attempt to explain it to ourselves, is always by terms
significant of this expression—that the expressions which are
not interesting are never the foundation of beauty to us, how.
ever much they may be to others—that the degree of beauty we
perceive is uniformly correspondent to the degree of this ex.
pression which we love or approve; and that this beauty is in
fact either felt or unfelt, precisely as the state of our own minds

induces us, either to sympathize or not with the disposition of

mind which the countenance displays. These are truths of
which, Iapprehend, every one who has everattendedto the history
of his own feelings must immediately be conscious. If it were
possible, however, to.doubt, that the beauty of color or feature
in any countenance arises from their correspondence and sub.
servienee to the general character of the expression, the follow.
ing hints may, perhaps, be sufficient to satisfy it—

1st. When we find fault with any feature or color in
a characteristic or expressive countenance, what is the
reason of our objection, and the principle upon which we
defend it in cenvesation? R2dly. When we meet with
this want of correspondence, in any beeutiful countenance,
do we attribute it to the absence of some positively beautiful
form or color, or to the want of harmony with the general tone
and character of the countenance? 3dly. Are not the most dif-
ferent forms and colors of the countenance beautiful, when
they are felt to be the signs of just and interesting expressions ;
and is any form or color, however beautiful, in one circum.
stance, capable of being transferred to others, without affecting

surd ? “In relation to what is the truth of the proposition still more appa-
rent? Wherever, in actual life, we are conscious, in any great degree, of
the influence of beauty, what shall we always find to be the case? These
are truths of which who must be conscious ; but what remark follows ? What
is the first of these hints 7—the second 7—the third 7—the fourth 7—and the
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us with emotions very different from beauty? 4thly. When we
picture to ourselves some countenance of unmingled beauty,
does the operation of our fancy consist in bringing together
single and individual colors or features which we have seen in
individual cases to be beautiful? or does it consist in composing
them into one imaginary whole, in which every feature and
color unites in the signification of one lovely or interesting ex-
pression, and in which we see the character we love, unmin-
gled and unallayed by the usual discordance of vulgar features?
5thly. When the statuary, or the painter, has executed any of
those great works which command the admiration of ages, is it
by uniting together features or colors of individual beauty, or is
it by seizing, as by inspiration, the character they wish to re-
present, by throwing off all the incumbrances of vﬁlgar nature,
and by bringing out the general and ideal correspondence of
every line and color to the character he portrays, and thus
leaving, upon the mind of the spectator, that pure and unmin.
gled emation which he is never destined to feel in real life? To
these queries, every one is able to answer; and I flatter myself
the answer to them will be sufficient to convince any candid

mind, that the real beauty of the features of the countenanceis
" ultimately determined by their relation to the general expres-
sion ; that many which are beautiful in one case are not beau-
tiful in others ; and that their real beauty consists in their cor-
respondence to that unity of character which we ever expect
and demand in this higher species of beauty.

3. The same mode of reasoning may easilybe extended to the
third species of beauty, or that which arises from temporary or
accidental emotion. The great object of the painter, of modern
timee at least, has been to represent the countenance under the
dominion of such strong or sudden emotions: the beauty which
is generally admired upon the siage, is that which is repre.
sented in scenes of deep interest or effect; and every one
must have perceived, in common life, that in such moments,

fifth? As every one is able to answer to these queries, to effect what,
does our author flatter himeelf, the answer to them will be sufficient 7 To
what may the same mode of reasoning easily be extended? What has been
the great object of the painter of modern times; what is the beauty which is
generally admired upon the stage, and what must every one have perceived ?
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the influence of beauty has been felt in a very different degree
from what it is in the tranquil scenes of ordinary life.

Every one, perhaps, has formed to himself some general con.
ception of the beauty of the human countenance, under the influ-
ence of innocence, gaiety; hope, joy, rapture; or under the do-
minion of sensibility, melancholy, grief, or terror, &e¢. If he at.
tends to the nature of this operation of fancy, he will find that
the principle which governs this ideal composition is unity of
expression ; that he admits into this sketch no feature or color
which does not correspond with the character which interests
him ; and that he is, at last, only satisfied when he has formed
the conception of one uniform and harmonious whole. If we
look to our actual experience, we shall find, in the same man.
ner, that the same obstacles occur as-in the case of character.
istic beauty which [ have just men:ioned—that few countenances
possess this opulence of expression—that some unmeaning fea.
ture either checks, or some contradictory feature destroys, the
unity of the expression; and that, when we wish to feel it in
reflection, we are under the necessity of throwing out the dis-
cordant feature, and compdsing a new and more harmonious
<combination.

Of the many circumstances of common observation which
are evidences of this truth, I limit myself to the mention of a
very few.

Whenever the countenanee has any distinguished character,
it is seldom susceptible of beauty, when under the dominion of
opposite or unanalogous emotions. In countenances of deep
melancholy, laughter is painful : in those of extreme gaiety,
melancholy is not less so. Dignified features are disgraced by
mirth, and mirthful features made ridiculous by the assumption
of dignity. Nothing is more disiressing than for the manly
countenance to atfect the look of sofiness or effeminacy ; and

Under the influence of what has every one formed to himself some general
conception of the beauty of the numan couutenauce? If he attends to the
nature of thia operation of fancy, what will he find? What shall we find, if
wo, in the same manner, look to our own actual experience? Of the
many circumstances, &c., to what does our author limit himeelf? When-
ever the countenance has any distinguished character, when is it seldom sus-
ceptible of beauty? How is this rexark illustrated? As such observations
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nothing more absurd than for the effiminate countenance to
affect the expression of manliness. Such observations are in
the power of every ome; and I believe it will be universally
found, that whenever the countenance possesses any charac.
teristic species of beauty, no emotion is ever beautiful in it,
but those that accord with this predominant expression.

It is on the same account that our experience of the different
dispositions that become the differeat ages of | fe, govern, in so
great a degree, our opimion of the beauty of the countenance
in those different ages. We expect mirth and joy in infancy ;
firmness and vigor in manhood; gravity and serenity in old
age. Nothing is more painful than the confusion or alteration
of these expressions. Gravity in youthful features, or the
heedless mirth of infancy in the features of maturity, or the
passionate joy of youth in the features of old age, are expres.
sions which we never observe without censure or disgust, and
which, however beautiful in other cases, are, in these, painful
andrevolting. It is hence, too, very obviously, that there arises
a certain propriety or decency which we expect in men of dif-
ferent professions ; and that the expressions of countenance
which we feel to be beautiful or appropriate in one character,

we feel to be very different in others. 'The fearless and gallant

look which we lovein the sailor and the soldier, we should disap-
prove in the countenance of a judge, and still more, in that of
a minister of religion. The gravity and sober thought which
we expect in the looks of these, we should also disapprove in
the courtier or the man of the world. We expect a different
expression in the countenance of the great merchant and the
little shopkeeper—in the landlord and the farmer—in the teacher
of science, and in the disciple. Each of these may be. appro-
priate, and so far beautiful ; but we feel them only to be beau-
tiful in their proper cases, or when they correspond to that
general character of expression which we expect in such cases.
I forbear to allude to the expressions of the female counte-

-axe in the power of every one, what will be universally found to be the case 7
What opinions are formed on the same account? How is this illustrated ?
What, also, hence, very obviously arises? How is this remark, also, illustra.
ted? Of each of these what is observed ; and when only do we feel them to
be beautiful? To what does our author forbear to allude; and why? What

e~
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nance=-~to the peculiar emotions which are beautiful in it, and
which do not extend to the other sex—to the degree of emotion
which we expect in it, in comparison with that of men ; and to
the painful sentiments we feel, when female features assume
the expression of man, or those of men assume that of woman,
because they are wuhm the reach of every person’s observa.
tion.

3. The illustrations which I have offered of the truth of the
general proposition, < That the beauty of colors or features in
“ the human countenance, is estimated by their harmony or-cor-
“respondence with the general expression,-and from no original
“and positive beauty in themselves,” has been supported by
that reference to common fact and common experience, of
which every rcader can judge. Thereis another argument,
which arises from our "consciousness, in which, perhaps, some
of my readers may find a deeper interest.

If there were any original beauty in certain colors or forms
of the human countenance, or if the human mind were adapted
to experience the emotion of beauty only from such forms or
colors, it would then inevitably follow, as in the case of every
other sense, that one single and individual sentiment of plea-
sure would be felt upon such appearances, that the emotion of
beauty would be a simple and unassociated sentiment; and that
language, every where, would have coaveyed it with the same
unity and accuracy, as it does the sentiments of right or wrong,
of justice or injustice.

If, on the contrary, our sense of the beauty of such forms or
colors, is dependent upon their relation to a general expression,
if our sentiment of their beauty varies with that relation ; and
if the same forms and colors that are beautiful in one case are
not beautiful in others, then it ought to follow, that our con-
sciousness and our language, as expressive of that eonscious-
ness, should vary with the different circumstances of composi.
tion—that instead of one peculiar emotion of beauty, we should

illustration has been offered ; and what is observed of it? What other argu-
ment is there; and of it what is remarked? If there were any original
beauty in certain colors or forms of the human countenance, &c., what would
then inevitably follow? If, on the contrary, cur sense of the beauty of the
forma or colors, is dependent upon their relation to the general expression, &c.,
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experience as many different emotions of beauty as the qualities
of the human mind can excite—that the countenance of each
sex, and of every age, should be susceptible of beauty wherever
the composition of its features, &c. corresponded with the cha-
racter we expected and wished ; and that no countenance should
be felt or expressed by us, to be beautiful, but when the con-
formation of the various features and colors corresponded with
the characteristic, or temporary character, which we wished
and expected under the circumstances in which we perceived
them.

Which of these two theories is the most just, or the most
correspondent to our plain and common experience, 1 willingly
leave to my readers to determine.

From the illustrations that I have offered in this chapter, with
regard to the origin of the beauty of the human countenance,
there are some general conclusions which seem to follow, to
which it may not be unuseful to the observers of nature to
sttend ; and to the artists who are engaged in the representa-
tion of beautiful nature to remember.

I. There seem to »e three distinct sources of the beauty or sub-
limity of the countenance of man—

1st, From physical beauty, or the beauty of certain colors
and forms, considered simply as forms or colors: 2d. From
the beauty of expression and character : or that habitual form
of features and color of complexion, which, from experience,
we consider as significant of those habitual dispositions of the
human mind, which we love, or approve, or admire. And, 3d.
From the beauty of emotion, or the expression of certain local
or temporary affections of mind, which we approve, or love,
or admire. ‘

II. Each of these species of beauty will be perfect, when
thé composition of the countenance is such as to preserve, pure

what ought ihen to follow? What does our author willingly leave to his
readers to determine 7 Of the general conclusions drawn from the illustra-
tions now offered, what is observed? What are the three distinct sources of
the beauty or sublimity of the countenance of man? When will each of
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and unmingled, the expression which it predominantly conveys ;
and when no-feature or color is admitted, but whxch is subser-
vieat to the nmty of this expressnon. -

III The last ‘or haghest degree of beauty or sublumty of
the human countenance, will only be attained when all these
expressions are united—when the physical beauty corresponds
to the characteristic—when the beéauty of temporary emotion
barmonizes with the beauty of character ; and when all fall
upon the heart of the spectator as one whole, in 'which matter,
in all its most exquisite forms, is only felt to be the sign of one
great or amiable character of mind.

" SECTION 1. L

OF THE BEAUTY AND SUBLIMITY OF THE HUMAN FORM.

-The same principle which leads us to ascribe tbe beauty of
inanimate forms to some one original and indepefidéent confi-
guration of beautiful form, has a tendency to mislead us withi
regard to the beauty of the human form. ' In some species of
form we perceive beauty ; in others we petceive none.- - Of so
uniform an effect, we believe there must'be an equally uniform
cause, and as the apparent cause is in the nature and circum:
stances of the material fortn, we very naturally satisfy the in:
dolence of inquiry, by supposing. that there must be some one
appearance or character of this material form which is ori:
ginally beautiful ; and that, consequently, the absence of beauty
arises, in any case, from the absence of this peculiar and gifted
form. Such is the first and most natural theory of ‘mankind.
It is that which we universally find among the lower vanks of
men, and which, though it does not satisfy them, perbaps, in
any individual case to which they give. their attention, is yet

these species of beauty be perfect? When only will the last or hig:hes( de-
gree of beauty or sublimity of the human countenance be attained? * . .

‘What principle has atcndencyto mislead us with regard to the human form ?
‘Whatdo we perceive in different apecies of form ? Of go uniform an effect, what
do we believe there must be; and how do we satisfy the indolence of inquiry ?
This being the first and most natural theory of mankind, where does it pre-

44
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sufficient to give them some thing like a general prmciple,
which, while it has the appearance of truth, has still more the
great convenience of theory—that of saving them from the
labor of farther investigation. Of this popular and infant theory,
it is needless for me to enter into any investigation. It is al-
ways abandoned as soon as men are eapable of cbservation:
when they are able to perceive, that there is in fact no such
supposed form of original beauty ; amd when they begin to feel,
from their own experience, that the sentimént of beauty is felt
from many different and even opposite appearances of human
form. - -

From tlns early hypothesis, the next step has uniformly been
to the imagination of some original beauty in certain propor-
tions of the human form. The belief that there is one central
and sacred form which alone is beautiful, must be abandoned
as goon as men are capable of observation. But the natural pre-
judice tb refer the cause of this emotion Yo the material quali-
ties alone which excite it, is not so soon abandoned; and as
these are susceptible of mieasurement and precision, there is
~ an obvious motive given, both to the philosopher and to. the
artist, to establish a correspondent precision in the system of
the one, and: producuons of the other.

The human form is composed of different parts. In the
n&tuml or-in. the imitated form, there are some reélations
or proportions of these parts, which are every where felt to be
beautiful. It is natural, therefore, to conclude, that the adop-
tion of such ineasures or propottions will always mecure the
production of the sime effect: it seems hence naturally to
follow, that the latent beauty of form arises' from these pecaliar
proportions ; and that if these proportions were precisely as-
certained, there would be a certain rule given, by which the
production . of beauty, -in this respect, would infallibly be at-
tained. Artigts, accordingly, in every age, bave talen pains

vajl; and wha,t ig observed of it? Of this infant theory what is remarked :
and when is it abandoned ? From this early hypotbesm, what has uniformly
boen the next step?  When must the belief, that there is “one central and sa-
cred form which glone is. beaunful, be abandoned ? But what is not soon
abandoned ; and what remark follows ? Of what is the human form com-

posed; and what are every where felt to be beautiful? What canclusion»
therefore, is natural? What have artists, accordingly, in every age done g
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%0 ascertain the most exact measurements of -the hyman form,
and of all its parts, They have imagined also various stand-
ards of this_measyrement; .and many disputes have arisen
whether the length of the head, of the foot, or of the nose,
was to be considered as this central and sacred standard. Of
such quéstions and such disputes, it is not possible to speak
with seriousness, when they occur in the present times. But
it ought, at the same time, to be remembered, that this theory,
however, imperfect, was yet a step, and indeed a great one, in
the progress both of the art and of the science of taste. It
supposed observation—it animated attention ; and what is more,
under the name of physical proportion, asI shall afterwards
show, it involved the study of higher and more genume pro-
portion. The artist, in attending to the rude grammar of his
language, learned somethipg of its spirit and capacity; and
when. the progressive expausion of genius left behind it the
rules and proportions of the school, the philosopher learned
also to extend his induction, and to perceive that there were
other principles by which his emotions were governed, and
which yet remained for his investigation. ;

Of this second theory, therefore,  That there are certam re. .
« lations or proportions of the different parts of the human form,
« which are originally and essentially beautiful, and from the
¢ perceptionof which all our sentiment of beauty in this respect
¢ arises”—it is, Itrust, now unneecessary for me to enter into any
lengthened refutation. . Yet, asmsome opinions of this kind still
linger among connoisseurs and men of taste; and as the anx.’
iety for some definite rules of judgment is ever more prevalent
among such men, than the desire of investigating their truth, it
may not be unuseful to suggest the following very simple con-
siderations, which every one of my intelligent readers must
fully have anticipated.

what have they alao inquired; and about what have many disputes arisen ?
How only is it poesible to speak of such questions, and of such disputes?
But what ought, at the same time, to be remembered? What was its effect ?
In altending to the rude grammar of hnslanguage,what did the artist, and
what did the philosopher, also, learn? What is the second theory; and of
it what is observed? Yet why may it not be umueful to suggest ihe fol-
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1. If there were any definite proportions of the parts of the
human form, which, by.the constitution of otir nature, were
solely and essentially beautiful, it must inevitably have folowed,
that the beauty of these proportions must have been as posi-
tively and definitely settled as the relations of justice or of ge.
ometry. To take an original sense for granted, and, at the
same time, to suppose, that the indications of this' sense are
variable, or contradictory, is a solecism in reasoning, which ne
man will venture to support. - If sucH a sense is supposed, thren
the universal opinion of mankind ought to be found to agreein
some precise and definite proportion ef the parts of the human
form. - If the opinions of mankind do not agree in such certain
and definite proportion, then no peculiar sense can be supposed
to exist, by which these sentiments are received.

That not only the sentiments of mankind do not agree upen
this subject, but that the sentiments of the same individual dif-
fer, in a most material manner, is a truth very susceptible of
illustration. 'There is no form, perhaps, in nature, which ad.
mits of such variety, both in appearance and proportion of
parts, as the body of man ; and which, therefore, seems so little
capable of being reduced to any definite system of propor-
tion. The proportions of the form of the infant are different
from those of youth; these again from those of manhood : and
these again, perhaps, still more from thcse of old age and de-
cay. If there were any instinctive sense of beauty in form, in
this long bistory, there would be one age only in which this
sense could be gratified. Yet every one knows, not only that
each of these periods is susceptible of beautiful form, but what
is much mote, that the actual beauty of every period consists
in the preservation of the proportions, peculiar to that period,
and that these differ in every article almost from those that are
beautiful in other periods of the life of the same individual.

lowing very simple congiderations? If there were any definite proportions
of the parts of the human form, &c., what must hate inevitably followed ?
What is a solecism in reasoning, which no man will venture to support? If
such a sense is supposed, what ought to follow? If the epinionsof mankind
do not agree inguch certain and definite proportion, what is the consequence?
What is u truth very susceptible of illustration? What illustration of it fol-
lows? If there were any instinctive sense of beauty in forms, what would

\
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The same obsetvation is still more obvious with regard to
the difference of sex. In every part of the form, the propor-
tions- which are beautiful in’ the two sexes are different, and
the application of the proportions of the one to the form of the
other, is every where felt to. be” painful and dlgustmg If,
liowever, there were uny original and essential beauty in some
deflnite proportion of parts, such effects could never happen.
This definite proportion, in every case, would be solely beauti-
ful, and every variation from it would affect us as a devnanon
er opgposition to the genume form of beauty. )

It may be observed, in the same manner, that if the beauty
of form consisted in any original proportion, the préductions of
the fine arts would every where have testified to'it; and that
in"the works of the statuary and the painter, we should have
found this sole and secred system of proportion only. The
fact however is, as every one kuows, that in such proddctions
no such rule is observed—that there is no oté proportion of
parts which belongs to the most beantiful prodyctions of these
arts—that the proportions of the Apollo, for instance, are dif-
ferent from those of the Hercules, the Antinous, the Gladiator,
&c., and that there are not, in the whole catalogue of ancient
statues, two perhaps, of which the propattions are dctually the
same. Against'the hypothesis of an instinctive beauty in pro-
portion, no fact can be so decisive as this—If there were any
original beauty in peculiar proportions of the human form, the
artists of antiquity must have perceived if, when it might so easily
have been ascertained, simply by’ the labor of Theéasurement
and calculation : and that their preductions dre independent of
such definite ptoportions, ‘and that their effect is still produced;
amid all this variation of proportion, are irrefragable proofs, not
only that the beauty of their works is not dependent upon such
a theory of proportion, but that it arises froi some higher
causes, and from some more profound attention to these feel-

" fellow ; yet what does every one know? How does it appear that the same
obeervation ia still more obvious with regard to sex? Under fwhae circam-
wtances could not such effects happen; and why? , What rpay, in the same
manner, be observed ; but.in such productions, what, as every one knows, is
the fact? Against the hypothegis of an instinctive beauty in proportion,
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-ings of human nature in which the sentiment of beauty is to be
found.

2. If there were any ongmal bea\uy in certain proportions,
‘ q£ the human form, independent of all other considerations,
then it must necessarily follow, that the same . proportions of
that farm would, in all cases, be beautiful, and thas all other
proportions would effect us with sentiments of pain or of dis-
pleasure. If such a theory were maintained, let the philoso-’
pher state with accuracy the proportions that are thus jnstinc.
tively beautiful ; let him then examine whether this dootrige
eordesponds with the most obvious facts in pature. . The vari-
oys ages of man are, in some cases, and in all cases may be
made, beautiful by the genius of the painter or the statuary.
Are the rules of proportion applicable to all these eases? and
de we admire the form of the child, the yauth, the man, sud
the aged map, because they retain, amid all their changes, the
same proportions? Is'the beauty of the female form demon-
strable only because lt contains the same proportions with that
of man? And is every thing that deviates from the male pro-
portion, a blemish and a_deviation from beauty in the female?
These are obvious considerations; the pursuit of them, how-
evar, will lead every one that is capable of observation, to still
more satisfactory cenclusions. If it is still farther proposed, in
aid of this infant. theory, that there are certdin proportions in
sex, gud in the varicus ages of human life, which are originally
beautiful, it will not easily be supposed or maintained, that there
are similar instincts correspondent to the casual occupations of
mapkind ; and that i every age in the progress of seciety,
and in every society into which civilized man is formed, new
or accidental instincts must be given, by which alone he can
paxcewe the beauty. of the forms around him. Yet all this
muatbe supposed beﬁore, upon these principles, it is possible toac-

Py

what fact ii moet decisive? If there were any. origina.l beauty in certain pro-
portions of the hushan form, then what must necesearily follow? If such &
theory were maintained, what is the philosopher calied upon to state; and
theh to examine what$ As the various ages of man are, in some cases,
miade beantiful by the genius of the painter or the statuary, what interroga-
tions follow? To what will these obvious considerations lead 1 If it be stili
farther supposed, ih aid of this infant theory, that there are cerfain propor-
tions in sex, &c., - what will not easily be supposed or maimteined? Yet be-
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count for'the sentiments we every day feel, and for the- illus.
* trations which'the' artist every day gives us, with regard to the
beauty of propomon We see every day, around us, sonre
forms 4f - our species which affect us with sentiments of beauty
¥n our own sex, we see the forms of the tegislator, the man of
#énk, the general, the man of science, the private sofdier, the
Bailor the laborer, the beggar, &c. 1In'the other sex; we see
the forms of the matron, the widow, the young woman, the
nurse, the domestic servant, &c. Is it by the prin¢iple of pro-
portion alone, that in all these cases our seatiment of beauty is
determined? Are the proportions the same in all these cases 1
Is not, in'fact, our sentiment of beauty: determined by the dif-
ferenice of these proportions; and would not the applicstion of
the sathe principles to each, destroy, altogether, the -characters
istic beauty which we expect and look for in such different
onses? It is obviously the same in the arts of imitation. - We
expett different proportions of form from the painter, in hisre.
presentation of a warrior and of a sheplierd, of a senator #nd
of u peasunt, of a wrestler and of a boatman, of a savage aud
of & man of cultivated mauners. We expect, in the same
manner, from the statuary; vety differsnt preéportions in the .
forme o6f Jove and of Apollo, of Hercules and of Antinous, of
a Gmce and of Andromache, of a Bacchanal and of Minerva,
&c. 'It i of no consequence at present why we: éxpect all
this, and why the greatest artists have so faithfully fulfilled this
aapectation. It is only of consequence to abserve,-thist- al¥
thie could not happen if there were any sole and ariginal beauty
in’ oertain proportions alome; and that, if this had been .the
case, meither cotld .we have formed the expactation, sor
could the artist have dared to obey it, by deviating fram the
sole and established principle of beauty. The- farther pro-
sacution of this illustration I very willingly leave to the readar.

fore what, must all this be supposed? What do we every day see around
* us—in our own, and in"the other sex? Out of this remark what intetroga-
tions are drawn? How is this illustrated, from the different formis that we
expect in different individuals, and in different pieces of stataary? What
is, at present, of no consequence; and what only is of cansequence? Té¢ whom
is the farther illustration of this subject left? If the beauty of thre humin
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If the beauty, then, of the human form does not arise from
any certain proportions which are solely and  essentially beau-
tiful, we must look for the source of ‘it in those expressions, of
which, like every other material form, it may be significant.

There are two principal classes of expression, which the
human form seems te me to have; and whlch I shall consider
separately, as thay are the foundation of very different kinds of
beauty, and have not, perhaps, been so accurately dlstmgu:shed
as th(y deserve. -, - . .

I. - The first of these expressionsisthat of fitness for the end
for which the form was designed.. The human body is & ma-
chine §tted for many and important ends; every member of
it, in the same manner, has distinct employments, and may be
either well or ill formed for these ends. The knowledge of
this fitness in ¢he whole form, or in the various parts of it, we
learn: from our own experience, and from .our continual obser-
vation of others; and the appearance of every form immedi-
dtely suggests the ideas, either of fitness or unfitness for these
ends. That the appearance of fitness, in this respect, is pleas-
ing and satisfactory ; and that the appearance, on the contrary,
of amy unfitness, either in the general form or in any, of its

' members, is paisful -and unsatisfactory, are propositions which
- tieed noillustration.: Our opinions upon the subject, are, per-~

haps, #ery seldom very acourate or scientific, and the standard
by: which we judge is, in general, pérhaps, only the commou or
average form. "But that we have all some standard of judg-
ment on- this sub]ect, and  that we actually feel this sentiment,
sitherof fitness or -umfitness, in observing the forms of those
around us, the experience of every day may convince us.

It is this expression of . filness which is, I apprehend, the
source of the beauty of that which is strictly and propezly

form does not arise from any certain proportions, &c., where must we look for
the source of it 7 Why are the two principal classes of expression which the
buman form seems to have, fo.be conaidered separately? What is the firat

" of these expressions; and how is the human body considered? Whence de

we have the knowledge of this fitness; and what does the appearance of every
form Jmmedmtely suggest? What propositions ‘need no illustration? Of
our opinion upon the subject, and of the siandard by which we judge,
what is remarked? Of what may the experience of every day convince
us? This expression of fitness is the source of what beauty? What is the
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called proportion in the parts of the human form. The consi.
derations which lead me to this opinion, are the following—

1st, From language. The terms of proportion and of fitness
are convertible. If we describe to any person the circum-
stances of a form perfectly fitted for the animal ends of men,
we give him immediately the idea of its proportion : if we de-
scribe a form in any respect unfitted for these ends, we give him
immediately, in the same manner, the conception of dispropor-
tion. If on the other hand, we describe a form, or a part of
the form, as well or ill proportioned, we immediately convey
the idea, either of the fitness or unfitness of the form, &c.
Such circumstances could not oceur, if our sentiments on these
subjects arose from different causes.

%d, Our sensibility to the beauty of proportion is limited by
our knowledge of this fitness. Children, it may always be
ebservable, though sensible to the beauty of forms from other
causes, are a long time before they are sensible to the beauty of
proportion, obviously because they have yet acquired the
knowledge upon which the sense of this relation is founded.
Every one may have observed, in the same manner, that women
are very imperfect judges of the beauties of proportion in the
male figure, and that their sentiments of beauty are formed
upon very different principles; because they are naturally un-
acquainted, from their own experience, with the various ends
to which this fine machine is so wonderfully adapted; and
while they remain ignorant of them, they want that sense of
fitness upon which the sentiment of proportion is founded. The
common professions of society demand the exertions of certain
members of the body, in preference to the rest, and each has
the tendency, therefore, to give peculiar strength and ampli-
tude to these peculiar members. Such appearances of the
human form, are, perhaps, unpleasing to the general spectator,

firet consideration which leads to this opinion; and without what could not
such circumstances occur ? In the second place, by what i our eensibility
to the beauty of proportion limited? Of children, what may always be ob-.
servable; and what, in the same manner, may every one have observed ? Why
is this the case 7 What do the common professions of society demand, and
_ what tendency has each? To whom are such appearances of the human

45



354 SUBLIMITY AND BEAUTY

as deviations from the common forms. But to those who con-
sider them in the view of the ends which they serve, they not
only acquire the beauty of proportion, but the form would ap-
pear to them imperfect and unsatisfactory without these appear-
ances. Every one expects a different conformation of mem-
bersin the seldier, the sailor, the waterman, the shepherd, the
huntsman, the ploughman, &c., and every painter accommo-
dates himself to his expectation. If we ask what is the cause
of this difference of our expectation, we shall find it to be in
our previous knowledge of the purposes which they serve—
that the conformation which is suited to the end, has always
the beauty of proportion; and that, when we assign our reason
for our approbation, the reason is always that of fitress for the
occupation of the person. When we are ignorant of this end,
we never fail to feel the conformation unpleasing.

3d. When the opinion of fitness varies, the sense of propor-
tion uniformly varies with it. The most striking illustration of
this proposition is in the sentiments we feel with regard to the
form and proportion of the sexes. Nothing is more pleasing
or satisfactory than the full proportions of the male form, when
every member of the form is significant of the vigor and energy
for which we know it was designed ; the same proportions in the
female form are both painful and unsatisfactory. Nothing, in
the same manner, that form can exhibit, is so beautiful as the
genuine proportions of the female form ; yet nothing is so posi-
tively painful, and even shocking, as the appearance of such
proportions in the form of man. We may trace the influence
of the same opinion, in our judgments of the proportions which
are pleasing, in the progress of the individual form, from in-
fancy to manhood. In the age of infancy we look for health
and happiness, and vivacity, but not for energy or strength : the

form unpleasing; and why? But how are they regarded by these who con-
sider them in the view of the ends which they serve? In what does every one
expect a different conformation of members; and what does every painter, con-
sequently, do? If we ask what is the cause of this difference of our expectations,.
where will it be found 7 What is the consequence of our ignorance of this? In
the third place, when the opinion of fitness varies, what follows 7 Where is the
moet striking illustration of this propositon to be found? Repeat it. In our
judgment of what, may we trace the influence of the same opinion? What
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pleasing proportions of that age are, therefore, those only
which are conducive to those ends; and the appearance of
premature strength or energy, always affects us with a sense of
something unnatural and moustrous. .In the form of youth, we
look for vivacity, agility, speed, and all the incipient marks of
muscular power ; but we do not look for the traces of confirmed
strength, or habitual exertion. It is in manhood only, that we
expect the full evolution of the members of the human form ;
and that we learn those general maxims of proportion, which
not only guide our opinion of the form in that age, but which,
in some measure, guide also our opinions of the different forms
of the same individual in earlier ages, as the signs or indica.
tions of the promised and mature form. In these different
stages of human life, it is obvious that the proportions of the
same form are very different, and it is equally obvious, that
they are pleasing only when they are accommodated to the
ends which we conceive to belong to these different periods.
We are conacious of the same effect in the opinions we form
of the proportions of the human body, in the various business
and eccupations of life ; and the most different cenformations
are pleasing when they are significant of their fitness to these
occupations. We expect a different form, and a different eon-
formation of limbs, in a running-footman and a waterman, in a
wrestler and a racing-groom, in a shepherd and a sailor, &ec.
If, with the idle and ineffectual labor of the connoisseur, we
should measure the proportions of the Faun and the Gladiator,
the Hercules and the Antinous, the Jupiter and the Apollo, we
should find that not only the proportions of the form, but those
of every limb were different ; and that the pleasure we feel in
these proportions arises from their exquisite fitness for the phy-
sical ends which the artists were consulting, and not from any
original or definite conformations, which alone are pleasing,

illustration follows, from the age of infancy, and the form of youth? In
manhood alone what do we expect; and from it what do we learn? In these
different stages of human life what is obvious? In;what are we con-
scious of the same effect; and when are the most different conformations
pleasing? How is this illustrated 7 By what measurement should we find
that not only the proportions of the form, but those of every link were dif-
ferent ; and that the pleasure we fecl in these proportions arises from what?
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independent of any such fitness. Even the most unobserving .
of mankind are conscious of the influence of this opinion; and
we have only to attend to the common language of conversa-
tion to perceive, that men, in general, judge of the propriety of
every form by its suitableness to the profession, or age, or occu.-
pation of the person; and that some sentiment of dissatisfac-
tion is always expressed, when this fitness or suitableness does
not appear in the peculiar form or_configuration.

4th, I would observe in the last place, that the sentiment of
pleasure we feel from proportion in the human form is precisely
similar, both in kind and degree, to that which we experience
from the appearance of fitness in other subjects. The senti-
ment of fitness is a pleasing and satisfactory one, but it is not,
in itself, a sentiment of much effect or enthusiasm. We are
pleased, but not transported ; it satisfies the understanding, but
it has little effect upon the imaginafion. The sentiment we
experience from the observation of proportion in this subject, is
precisely similar. The just or expedient conformation of the
bhuman form, or any of its members, to their ends, is undoubt.
edly a pleasing and satisfactory observation ; but it is not one,
which, of itself, leads to any deeper emotion. We are more
displeased with its absence, than pleased with its occurrence.
If we describe to any person a form of this kind, we shall find
that we give him satisfaction rather than emotion; andif we
wish to give him the impression of beauty, we shall also find
that we must have recourse to other principles, and suggest
other images to his mind, besides those of mere fitness or pro-
portion.

If the reader has followed me in the preceding slight illus.,
trations, he will be induced to conclude—1st, That there are
no original and definite proportions which alone are beautiful,
by any peculiar law in the human form : 2dly, Thatthe beauty

‘What evidence have we that the most unobserving of mankind, are con-
scious of the influence of this opinion? In the last place, what is observed 2
Of the sentiment of fiiness what is remarked ; why; and what sentiment is
precisely similar ? What is, doubtless a pleasing and satisfactory observa-
tion; butto what does it notlead; and why? If we describe to any person a
form of this kind, what effect will be produced ; and if we wish to give him
the impression of beauty, to what must we have recourse? If the reader
has followed the author in the preceding illustrations, what conclusion will he-
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of these proportions, whenever they are felt, is resolvable into
the more general beauty of fitness; And, 3dly, That this ex-
pression of fitness, though a source of calm and satisfactory
pleasure, is yet very insufficient to account for the intense and
profound delight we are conscious of experiencing from the
appearances of the human form.

Proportion, therefore, though necessary to the beauty or
sublimity of the form of man, does not constitute it. Every
one knows that forms may be perfectly proportioned, and yet
not be beautiful. In its proper and restricted sense, it is the
just relation of animal members to the ends of an animal
frame ; and it is a term therefore, equally applicable to the
forms of animals as to those of man. So far as it influences
our minds, it is a source rather of negative than of positive
beauty : without it, beauty cannot exist, but it does not exist in
it alone ; and to account, therefore, for the effects we feel from
the appearances of the human form, we must look for other
causes and higher principles.

II. The second class of expressions which the form of man
possesses is that of CHARACTER, or of some amiable or interest-
ing quality of mind. When we consider this form merely as
an animal frame, we determine its beauty only by its fitness for
the ends of animal existence; when we consider it as the ha-
bitation of mind, we perceive it to be significant, in every mem.
ber, of the disposition or character of that mind.

That such expressions exist ; or that the human form is ac-
tually significant of mental qualities, and as such, is productive
of the emotions which such qualities in themselves produce, is
proved beyond dispute by the universal language of mankind.
‘We not only speak of forms as majestic, or heroic, or gentle,
or benevolent, or gay, or spirited, or melancholy, or despondent,

be induced to form? Of proportion, therefore, what is remarked? What
does every one know ; and in its proper and restricted sense what isit? So
far as it influences our minds, of what is it the source; why; and what fol-
lows? What is the second class of expressions which the form of man pos-
seases? When we consider this form merely as an animal frame, by what do
we determine its beauty; and when do we perceive it to be significant of the
dispositions or character of the mind ? What is proved beyond dispute by the
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&c., but what is much more, they are the only terms in which,
in infant languages, or among the common people, the human
form is described and distinguished. The progress of art, in-
deed, gives to the artist and the connoisseur the advantage, and
with it all the abuses, of technical terms ; but in every country,
the great body of mankind adhere to their first impressions,
and distinguish the individual forms of those around them, by
the qualities of mind of which they feel them to be significant.
Without pretending to any accurate enumeration, I apprehend
the following sources of expression are consistent with every
man’s experience.

1. From the nature of form itself ; in the same manner as
was formerly explained in the case of inanimate forms. T'hus
smooth and polished surfaces are expressive of fineness, and
some kind of animal perfection; slender and attenuated forms,
of fineness, gentleness, tenderness, &c. forms which are de-
scribed by flowing and waving outlines, of delicacy, ease, and
pliability. The opposite appearances in the human form—
rough or unpolished surfaces, square or massy substances,
sharp or angular outlines, are naturaily expressive of the con-
trary qualities of rudeness, coarseness, harshness, and imper.
fection. That such effects are produced upon our minds by the
appearances of the human form, may be very often observed
in the opinions we form of the character of strangers, when we
have no better grounds of opinion ; and that they have always
some effect, even in the impressions we receive from the forms
of those we know best, I think every man will at least suspect,
who attends to his own feelings.

2. The different forms of age and of sex; for [ must limit my -
self to the great illustrations which nature affords me ; are ex-
pressive to us, from experience, of different characters, and
become thus significant of those characters. The peculiar

universal language of mankind? How is this illustrated 7 What advantage
does the progress of art give to the artist; but in every country, what do the
great body of mankind do? Without pretending to any accurate enumera-
tion, what is apprehended? From the nature of form itself, in the same
manner as what? How is this illustrated? Of what are the opposite ap-
pearances in the human form naturally expressive? What remark follows 3
Of what are the different forms of age and sex, expressive; and of what do
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forms of infancy are expressive of innocence, ignorance, fee.
bleness, thoughtiessness, and vivacity. Those of youth are
expressive of sprightliness, activity, hope, and ardor. The
mature form of man is expressive of strength, fortitude, thought,
and the capacity of exeriion. 'The mature female form is ex.
pressive of delicacy, modesty, humility, beneficence, and ten-
derncss. ‘The peculiar forms of old age in both sexes, of de-
cay, diminished strength, abated capacity, and approaching
dissolution. That these different expressions exist in these dif-
ferent forms, it is surely unnecessary to attempt to illustrate.

3. The form is susceptible of another class of expressions,
as an animal form. Thus, there are certain appearances
which are significant of health or disease, of strength or of
weakness, of activity or of inactivity, of agility or of unwieldi-
ness, of ease or of constraint, &c. &c. The least attention to
our own' experience, or to the language of others, may easily
convince us, both how generally these expressions occur in our
observation of the human form, and how strongly they affect us
with correspondent sentiments, either of pleasure or pain.

4. The greatest and the most important class of expressions,
however, of which the appearances of the form of man are sig-
nificant, is that of peculiar characters or dispositions of MiND.
Of the certainty and universality of thig fact, it would be absurd
to enter into any formal illustration. We acknowledge it our-
selves, whenever we describe any form as majestic, humble,
gay, thoughtful, despondent, &c. We understand it, whenever
we hear the language of others describe them in the same
terms; and we recognise it, whenever, in the works of the
painter or the statuary, we feel ourselves affected by emotions
of awe, admiration, respect, pity, or sympathy.

they thus become significant? Hew. is this remark illustrated from the pe-
culiar ferms of infancy, those of youth, the mature form of man, the mature
female form, and the peculiar form of old age! What is it unnecessary to
attempt to illustrate? Of what other class of expressions is the form sus-
ceptible? Of what may the least attention to our own experience, easily
convince ua? What, however, ia the greatest and most important class of
expressions, of which the appearances of the form of man are expressive?
Of the certainty and universality of this fact, what is remarked; and why?
When do we understand, and when do we recognige it? What question is of
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Whether the knowledge which all men, in some degree, have
of these expressions, is to be ascribed .to an original sense, or
whether, as is more probable, itis the result of experience, isa
question of no consequence in the present inquiry. It is suffi-
cient for me, if it is allowed, that the forms of the human body
are descriptive of characters of mind: that one form, for in-
stance, is expressive of dignity, another of humility, another of
gaiety, and another of melancholy ; and that such forms actu-
ally convey the belief of the dispositions and characters of
which we have generally found them significant. If it should
be allowed that they have such expressions, it will not easily be
denied, that such expressions must have their natural and neces-
sary influence upon our feelings and emotions.

I may be permitted however to state, that there are many
reasons, both in our own experience, and in our observation of
the frame of others, which may lead us very early to some ge-
neral conclusions of this kind. Every one who knows how
mauch the form of man is affected and changed by the passions
which happen to influence him: there is no child who does
not know the distinction between the form of dignity, of arro-
gance, of humility, of supplication, of* pity, or of melancholy.
‘When we come to think of these varieties, we cannot fail to
perceive that every passion has its distinct influence upon the
form and proportions of the general frame—that all the ani-
mating and cheerful passions, such as hope, ardor, fortitude,
magnanimity, &c., have an effect in dilating and extending the
general form; and that all those passions, on the contrary,
which are dispiriting or depressing, have a contrary effect in
contracting the limits, and diminishing the proportions, and
lessening the volume of the general form. Were observations
of this kind carried as far as they deserve to be, I am persuaded
it would be found that every genuine passion has its own pecu-
liar influence upon the form, by its influence upon some pecu.

no consequence, in the present inquiry? What being allowed, is sufficient
for our author's purpose ? If it ghould be allowed that they have such ex-
pressions, what will not be easily denied ? What, however, may our author be
permitted to state? What does every one know; and there isnot even a child
without what knowledge 7 When we come to think of these varieties what
can we not fail to perceive? If observations of this kind were carried as far
as they deserve to be, what is our author persuaded would be found to follow ?
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liar members of it—that certain passions have certain effects,
either in the contraction or dilation of certain parts of the human
frame; #nd that the language of the form might be made as
intelligible by the painter or the statuary, as the language of
the voice is made by the composer of genius. It belongs to
the artist to pursue inquiries of this kind : it is sufficient for me
only to observe, that there are certain indications in the human
form of the dispositions which inhabit it—that different pas-
sions produce different conformations of the members and pro-
portions of this form—that habitual dispositions are necessarily
accompanied by habitual conformations ; and that from this ex-
perience we all become sensible to these effects, and do in fact
Jjudge and speak of the forms of those around us as expressive
of these characters or dispositions.

That it is from these sources, or from the expression of
‘pleasing or interesting qualities or dispositions of mind, that
the human form derives all its positive beauty, appears to be
evident, from the following considerations—

1. Every form which is felt to be expressive of amiable or
interesting character, is, in some degree or other, beautiful.
‘Whenever we speak of a form as being heroic, or majestic, or
compassionate, or tender, or gay, or modest, melancholy, &c.,
we always convey to others, and we mean to convey, the opinion
of beauty. Whenever such a description is made to ourselves,
we are uniformly impressed with the belief of beauty in that
form. In the works of the painter and the statuary, all the
forms which represent pleasing or interesting characters of
mind, are beautiful ; and all those which express painful, or
vicious dispositions, are of an opposite character. If our sense
of the beauty of form arose from material proportions alone,

and were altogether independent of expression, such a coinci-
dence could not happen: forms would be beautiful only as

To whom does it belong to pursue inquiries of this kind ; and what only does
our author consider sufficient for him to observe? What appears evident
from the following considerations? Every form of what kind is, in some de-
gree, beautiful? When do we convey to others the opinion of beauty; and
whenever such a description is made to ourselves, what follows? How is this
remark illustrated from the works of the painter and the statuary? Under
what circumstances could not such a coincidence happen; and what conse-

46
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they approached to a certain material standard ; and whatever
were the expressions they signified, our sense of their beauty
would be determined, not by this expression, but by their ap-
proach or deviation from this standard.

2. The most different forms are beautiful when they are ex-
pressive of interesting characters. What can be so different
as the forms of infancy, of youth, of manhood, and of old age?
Yet all are beautiful when they are expressive of the character
which belongs to that age. What similarity is there between
the forms of hope and of humility, of melancholy and of he-
roism, of fortitude and of compassion, of joy and gratitude 7
Yet all of these are beautiful. How different in every respect
almost, are the genuine forms of sex? and yet no one will
pretend that beauty is limited to one alone. If our sense of
beauty in the human form were the result of material appear-
ances only, such differences of effect would be altogether im-
possible.

"~ 3. The sentiment of beauty which we feel in these cases, is
precisely similar to those which we feel from the characters of
mind of which such forms are expressive. If the emotion of
beauty were the effect of any law of our nature by which cer-
tain forms or proportions were immediately productive of this
emotion, the emotion itself would be a uniform and homoge-
neous one, and would differ only in degree, but not in kind.
Every sound and color produces one definite sensation, and alk
colors and sounds of the same kind, according to their degree,
produce the same sensation. If there were any peculiar sense,
by which the emotion of beauty, with regard to forms, was re-
eeived, the emotion would in every case be similar, and as
readily distinguishable from all other emotions, as the sense of
sound is from that of color, or the sentiment of justice from
that of expedience.

quence would follow? When are the most different forms beautiful? How
is this remark fully illustrated ? Under what circumstances would such dif-
ferences of effect be altogether impossible 7 The sentiment of beauty which
wa feel in these cases is precisely similar to what? If the emotion of beauty
were the effect of any law of our nature, &c., what would follow? What re-
mark follows? H there were any peculiar sense by which the emotion of
beauty, with regard to forms, was received, what would be the congequence 2




OF THE MATERIAL WORLD, 363

Yn his experience of the beauty of forms, I apprehend, every
man is conscious that there is no such uniformity of emotion,
as any sense of Inaterial beauty, independent of all expression,
would produce. In his admiration of the forms of heroism,
of gaiety, of majesty, of pity, of grief, of resignation, is it one
uniform and peculiar emotion he feels? orisit, on the contrary,
an emotion founded upon the peculiar character he contem-
plates, and which corresponds to the emotion he feels from the
same character of mind, when he meets with it in real life, or
when it is represented to him in the page of the historian or
the novelist? It would be a singular anomaly in nature, if the
same cause should produce in our minds gaiety and sadness,
admiration and pity, laughter and tears: yet all of these dif-
ferent effects are produced by the appearances of the human
form; and, in all of these various and contradictory appear-
ances, we, at the same time, feel the sentiment of beauty. No
imaginable theory seems to be able to account for these dis-
cordant facts, which rest upon any original sense of beauty in
form alone; and no other theory seems to be able to include
them, but that which attributes the origin of beauty to the ex-
pressions of which the form is significant, and which therefore
admits every variety of form to be beautiful, which is expres-
sive of pleasing or interesting character.

4. In the preceding observations, I have considered the hu-
man form only as a simple form, the beauty of which was to be
determined, either by some law of material form, or as signifi-
cant of various interesting and affecting characters of mind.
Fearful as I am of fatiguing my readers, I must yet entreat
their patience to follow me in another view of the subject; in
which, I apprehend, the same truth will more strongly appear,
and from which, perhaps, some conclusions may be derived
of consequence, both to the artist and the man of philosophic
taste.

Of what is every man, in his experience of the beauty of forms, conscious?
How is this remark illustrated? What would be a singular anomaly in na-
ture; yet what follows? What is not able to account for theee discordant
facts; and what theory only seems to be able to include them? In the pre-
ceding observations, how has the human form been considered, and how was
the beauty of it to be determined? Though fearful of fatiguipg his readers, yet

5
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The human form is not a simple form: it is a complicated
frame, composed of many parts, in which some relation of
these parts is required by every eye, and from which relation,
beauty, or deformity, is the actual and experienced result. If
the principle which I have stated is just, if the positive beauty
of the human form arises in all various and different cases,
from its expression of character of mind, then it ought to fol-
low, that the beauty of composition in this complicated form
ought, as in all other cases of composition, to arise from the
preservation of unity of character; that no forms or propor-
tions ought to be felt as beautiful, but those which accord with
this central expression; and that different forms and different
proportions ought to be felt as beautiful, whenever they are sig-
nificant of the characters we wish and expect. If these are
found to be facts, I apprehend it will not only be sufficient to
show the real origin of the beauty of form, but to establish
some more definite conceptions, with regard to the nature of the
beauty we experience in these relations of the parts of the hu-
man form. '

That the beauty of composition in the form of man is deter-
mined by this unity of character or expression; or in other
words, that the principle by which we judge of the beauty of
any member or members of the form, is that of their corres-
pondence to the general expression, is a proposition which
seems very consistent with common experience. Every form
which we remark for beauty has always some specific charac-
ter which is the foundation of our admiration. It is either
manly, or gallant, or majestic, or dignified ; or it is feminine, or
gentle, or modest, or delicate : as such we feel, and as such
we describe it. It seldom happens, however, in actual life, that
any form of this kind appears to us in which we are not con-
scious of some defect, of some limb or member being unsuita-
ble to the rest, and affecting us with some sense of pain or dis-

for whatdoesthe entreat their patience? Asthe human form isnot a simple
form, what isit? 1f the principle which has been stated is just, what ought
to follow 7 If these are found to be facts, what will it be sufficient to show ?
‘What proposition seems very consistent with common experience? Of every”
form which we remark for beauty, what is observed; and what characteris-
tics are mentioned? What, however, seldom happens in actual life? If we
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satisfaction. If we ask ourselves what is the reason of our
disapprobation, or if we attend to the language of others, we
shall find, I think, that it is always resolvable into the want of
correspondent expression ; and that the imaginary attempts we
make to rectify it, consist in new.modelling the fanlty members,
80 as to accord with this expression. It is painful to us, thus,
to see a form of general delicacy, with any strong or muscular
limb ; to see a bust of manliness or strength, with limbs either
short or attenuated ; or limbs of great strength and vigor, with
a thin and hectic form of body, &c. In the general form of
woman, it is, in the same manner, painful to observe any limb
of masculine size or streagth ; and so delicate is even the rudest
feeling upon this subject, that the form of a foot, or of a finger,
can detract from the most perfect beauty. When we have the
misfortune to witness any defect of this kind, we wish, and
perhaps we express our wishes, to remedy it; and what is the
object of our wishes? Is it not to reduce the too powerful, or
to increase the too attenuated limb to the general character of
the form; to maintain throughout it that unity of expression
which is necessary to our complete emotion; and if, either in
idea or in imitation, we can succeed in these wishes, do we not
feel ourselves, and teach others to feel, the full effect of that
beautiful form, which nature or accident has left imperfect? Is
it not consistent, in the same manner, with general experience,
that in describing a beautiful form to those who have not seen
it, we always begin by stating the character which it signifies ;
and if we end by asserting that all the various members of the
form correspond in maintaining this characteristic expression,
do we not succeed in convincing them that the form is beautiful,
and that its composition is as perfect as its expression?

The standard, I believe, by which we chiefly estimate the
character of the form, is the expression of the countenance.
We very seldom, I apprehend, pretend to judge of the beauty

ask ourselvea what is the reason of our disapprobation, &c., into what shall
we find it resolvable; and in what dw the attempts which we make to rectify
it consist? How is this remark illustrated? When we have the misfortune
to witness any defect of this kind, and wish to remedy it, what is the object of
our wishes? What, in the same manner, is consistent with general experi-
ence? By whatstandard do we chiefly estimate the general cbaracter of the
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of the form of any person whose countenance we have not
yet seen. We might speak securely of the propriety of the
mere physical proportions of a mutilated statue of which the
head was lost; but I think we should not speak with equal
security of the beauty of the composition of its memhers. In
studying any of the greater forms of statuary or painting, I
conceive, in the same manner, that we shall feel in ourselves,
and that we may observe in others, that our eye is perpetually
moving from the countenance to the form—that until we feel
distinctly the character which the countenance expresses, we
are at a loss to conceive the meaning of the composition ; and
that when we do feel it, we then immediately conceive that we
are in possession of the key by which the form and the propor-
tion of every member is to be estimated. The moment, either
in the observation of nature or of the arts of imitation, that we
feel the countenance to be expressive of character, we instantly
expect, and look for a unity in the composition of every mem-
ber of the form. The most insignificant portions of the frame
seem then to arise inte meaning and consequence ; we demand
that all of these should contribute, by the nature of their cha-
racter, to the general character of the countenance ; and if
any of them are defective, we lament, either over the accidents
of nature, or the incapacity of the artist. Were we to state to
any person, that a statue had all the proportions which the
assiduity of technical taste had ascertained, that every limb was
fashioned according to the most approved rule, and the whole
composed of the most perfect individual members, the impres-
sion, I think, we should leave upon him, would be, that it was
a work of consummate art, and that the labor of the artist was
deserving of much reward. Were we, on the other hand, to
state to him, that this statue had some great or interesting cha-

form ; and what remark follows? Of what might we speak securely, but of
what could we not speak with equal security ? In studying any of the great
forms of statuary or painting, how will we be affected? When do we expect
and look for a unity in the composition of every member of the form; and
why? By what statement should we leave an impression that the statue was
a work of consummate art, and that the labor of the artist was deserving of
much reward ; and how should we leave the conviction that it was a master-
piece of genius, and that no language of enthusiasm wae guperior to its de-
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tacter, that the countenance expressed some heroic or some
amiable passion, and that every limb and every line of the
form was in full correspondence with this expression, I appre-
hend we should give him the con "iction, that the statue was a
masterpiece of genius, and that no language of enthusiasm was
superior to its deserts.

In prosecuting this inquiry, and I attempt nothing but to
lead the minds of my readers to the prosecution of the subject
for themselves, I trust they will find the second proposition, or,
¢ that no forms or proportions are actually felt to be beautifil,
¢t which do not accord with the characteristic expression of the
« general form,” to be equally consistent with experience. It is
undoubtedly natural, at first, to imagine, that a beautiful form is
that which consists of beautiful parts, and that, therefore,
nothing more is necessary than to unite the most beautiful
parts together. Such is the first rude idea of the mind of taste,
and such also, perhaps, the first attempt of the young artist.
A very little experience is sufficient to overturn this infant
theory. It teaches, both in nature and in the imitation of it,
that the mere assemblage of beautiful parts is not sufficient to
constitute beauty ; that some other principle is wanting ; and
that no forms or proportions are in themselves essentially beau.
tiful, but as they accord with the character of the whole form,
and unite with its peculiar expression.

There is no man, however ignorant of the language of taste,
who would not feel shocked at seeing the delicate arm of &
woman joined to the body of a warrior, or the athletic limb of
the warrior united with the form of youthful gaiety, or the
muscular bust of labor with the light and elastic limbs of joy
and activity ; each of these parts, however, are beautiful in
peculiar circumstances : and why are they here disapproved of
—but because they do not agree with the character of the
form, and contradict the expression we were prepared to
indulge? Nothing that the genius of man has ever produced,

serts? Inprosecuting this inquiry, what will be found to be equally consist-
ent with experience? What is it undoubtedly natural, at first, to imagine;
and of this, what is observed? For what is a very little experience sufficient ;
and what does it teach? At what would every man feel shocked; and why
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is, perhaps, so beautiful as the limbs of the Belvidere Apolle,
and the forms which reignin the head and neck and bust of the
Medicean Venus. Yet let us, even in fancy, apply these
exquisite forms to any other statue ; let us give to the form of
Jove or Hercules, the limbs of the Apello, and to those of
Juno or of Minerva the head and bust of the Venus, and we
shall feel the assemblage, not only painful, but ludicrous. If
we were asked, or if we were to ask ourselves, the reason of
this displeasure, we should immediately say that it was because
these forms were discordant with the general character; and
that they affected us precisely in thc same manner as we are
affected in real life, when we see age or dignity counterfeit
the manners of youth, or matron gravity assume the affectation
of youthful bashfulpess. These indeed are extreme cases ;
but they are important in showing the principle from which our
most common judgments are formed ; and whoever will prose-
cute the inquiry by his own observation, will perceive, that
even in his most familiar intercourse with others, it is this
demand which chiefly determines them: that in every form
which we feel to be characteristic, we look for unity in the
expression of its purts; and that our criticisms upon the forms
of those around us are permanently occasioned by the want of
this correspondence, and the contradiction we feel between the
expression of the limbs and that of the general form. It is
unnecessary for me to say, that such feelings and such criti-
cism never could take place, if there were any essential beauty
in such forms, independent of all expression.

These observations, slight as they are, lead so necessarily to
establish the truth of the third proposition, ¢ that different forms
< and different proportions of form are felt to be beautiful, when
“they correspond with the character of the general form,”
that I can scarcely presume to fatigue my readers with any
illustration. If no forms of parts are beautiful but those which
accord with the general expression, it must follow that different

are they here disapproved of? How is this illustrated? If we were asked
the reason of this displeasure, what should we say? Of these cases what is
remarked ; for showing what are they important, and what will he perceive
who prosecutes this inquiry? What is it unnecessary for our author to re-
mark? To what do these observations lead 7 If no forms of parts are beau-
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forms of these parts may be beautiful. Taq show how fully this
is the case, we have the testimony of experience. Nothing is

more different than both the forms and proportions of the same
members in infancy, in youth, in manhood, and in age; yet in
all these we discover beauty, when they are expressive of the
character which is amiable, or respectable, or interesting in
these different periods of human life. I forbear to speak of
the difference of sexual forms, and of the principle which so
obviously determines the difference of our admiration. I leave
my readers to attend to the illustrations which painting, and
which, above all, statuary can afford them, where they will
find that the great masters of this art have governed themselves
by principles very different from those who, in later ages, have
satisfied themselves with the humble glory of being their
admirers and expositors—that the deep effect which they have
produced, is by the magical harmony of their composition-
that in this study, they have made use of the most different
forms, and proportions of form, in every member of the human
body—that there are not perhaps two examples existing, in
which these proportions are found to be the same ; and that,
éven in the representation of the same ideal being, these pro-
portions are found to vary, whenever the expression, by which
it was distinguished, varied either in kind or degree. I shall
only observe, that the principle from which they executed their
unrivalled works, is the same which the lowest of us experience
in daily life. We are all acquainted with the influences of
passion or emotion upon the general form, and upon its dif-
ferent members; and we every day judge of the existence of
such emotions or passions by such appearances of the form.
Even in the same individual we have seen, perhaps, all these
changes take place ; the muscular limbs of health and the
shrunk limbs of disease, the elevated chest-of hope or ardor,
and the bent form of despondence or grief, the firm and com.-
pressed form of fortitude, or the lengthened and elastic spring

tiful, but such as accord with the general expression, what must follow ?
From what does it appear.that this is the case; and of what does our author
forbear to. speak? To what illustrations are the readers left to attend for
themselves; and of them what is remarked? What only is observed? With
what are we all acquainted, and of what do we every day judge? Evenin

47
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of gaiety or joy, &c. We have. felt the influence of these
expressions of mind, therefore, even in the same individual :
under different forms and proportions of form, we have yecog-
nised, by this experience, the principle which has given to the
statuary his power over the feelings of mankind: and when-
ever we look back upon our experience, we shall find that the
forms which we thas felt to be most beaatiful in the same indi-
vidual, were permanently thoge which were expressive of the
most amiable, or the most interesting dispositions of mind.
They who have sufficiently felt the power of theatrical repre.
sentation, who have attended not only to the voice and the
countenance, but to the variety of form, er proportiens of form,
which Mr. Garrick and Mrs. Siddons assumed, according to the
passions they represented, will feel better than by any cold
illustration, that different forms are capeble of beauty, and
that all are beawtiful which express noble passions and in.

teresting emotions.

From the illustrations, which I have limited myself to suggest
only, but not to pursue, I flatter myself my readers will perceive,
that the form of man is actually significant of two distinct and
important expressions—1st. As a physical form, in which the
form itself, and every member of it, is expressive, either of fit-
ness or unfitness for its physical ends: 2dly. As a form ex.
pressive of mind, in which every passion or emotion has its
distinct signs, in the appearance of the form itself, and in the
appearance of its different members.

The term proportion has unfortunately been promiscuously
applied to both expressions; and in the ambiguity of the term
both the artist and the philosopher, have been often misled, in
their research into the origin of this beauty. .

I am not presumptuous enough to attempt to introduce any
new language into a science in which technical terms are so

the same individual what have we seen to take place? What bave we feli,
what have we recognised; and in looking back upon our experience, what
shall we find? What will they feel, who have sufficiently felt the power of
theatrical representation? From the iRustrations suggested, what will the
reader perceive ; and what are they? To what has the term proportion un-
fortunately been promiscuously applied ; and what has been the consequence ?
Though our author does not introduce any new language, yet what does he
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rigidly chrerished ; but I may presume to suggest to my younger
readers a very simple rule, by which they may know to what
cause they are, in such cases, to ascribe the emotions they feel.

A human form has all the beauty of strict proportion, when
nothing hurts us in its form, and when no impropriety appears
in any of ity members for the physical ends, for which the form,
either in nature or art, is designed.

A human form, on the contrary, has only the beauty of cha-
racter, when some amiable or interesting disposition of mind is
expressed by it, and when we perceive a positive relation
between the expression of every different member, and the
expression of the general character.

Some attention to this distinction may perhaps be of use,
both to the man of genuine taste, and to the artist. It may re.
lieve the first from the trammels of technical language, and
raise him to higher speculations than the usual schools of art
permit or employ ; and it may teach the latter, that his ambi.
tion is only to be gratified when he can excite the sympathies
of mankind, and make the human form expressive of all that
the human mind can either exert or feel.

I finish this long section, by stating the general conclusions,
with regard to the beauty that is peculiar to the form of man,
which seem to follow from the considerations I have suggested—

I. That the beauty or sublimity of the human form, does not
arise from any eriginal and essential beauty in this form, or in
its composition—

I1. That there is a negative species of beauty necessary to
every beautiful form, but not constituting it, which arises from
the expression of physical fitness or propriety—

III. That the real and positive beauty of the form arises firom
its expression of some amiable or interesting character of mind,

sugpest? When has s heman form all the beauty of strict proportion ?
When, on the contrary, hae it only the beauty of character? To whom mzy
some attention 4o this-distinction be of use, and how? How is shis long sec-
tion finished 7 What is the first 7—the second T—the third T—and the fourth?
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and that the degree of this beauty is proportionateto the degree
in which this character is interesting or affecting to us: and,

IV. That the beauty of composition in the human form
arises, as in all other cases, from the unity of expression; and
that the law by which we determine the beauty of the several
members of this form, is that of their correspondence to the
peculiar nature of the characteristic expression,

SECTION V.
OF THE SUBLIMITY AND BEAUTY OF ATTITUDE AND GESTURE.

Beside the general beauty of form which I have considered,
there are various emotions of beauty felt from peculiar posi-
TIONS, or Morions of the human body. The first of these con-
stitutes the beauty of attitude, the second the beauty of gesture.

The proper expression of form is that of permanent charac-
ter or disposition of mind. The expressions, on the contrary,
of attitude and of gesture, are those of temporary or occa-
sional passion or affection. They have, therefore, the same re-
lation to the expression of the general form, that the variable
colors and features of the countenance have to the expression
of the general countenance.

I have only farther to premise, that proportion, or that pro-
per conformation of parts, which is necessary for the purpose
of the animal frame, is as essential to the beauty of attitude and
gesture, as it is to that of form in general. No form can be
beautiful which is disproportioned; but every form that is pro-
portioned is not beautiful. In the same manner, no attitude or
gesture can properly be beautiful in a form, which is dispropor-
tioned or deformed; but every attitude or gesture, in a well
proportioned form, is not felt to be beautiful : for this beauty,
therefore, we must search for other causes.

Besides the general beauty of forms which have been considered, from
what are various emotions of beauty felt ; and what do they respectively con-
stitute? What is the proper expression of form; and of.the expression of
attitude andjgesture, on the contrary, what is observed? What relations,
therefore, have they? What has our author only farther to premise? What
illugtrations follow? Whatever may be the result of our investigations, what
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Whatever may be the result of our investigation, it is to be
ebserved, in the first place, that in this case as in the foregoing
case of form, there are two very distinct expressions, whlch
any attitude or gesture may signify.

1. The first is that of ease or constraint, of physicial pleasure
or physical pain. Our knowledge of this expression is derived
from all the sources of our knowledge—from our own expe-
rience, from our sympathy with others, and from their analogous
experience. There is no child, perhaps, that does not imme-
diately perceive, from the attitude or gestures of others,
whether they are easy or constrained; and that does not feel
pain when he witnesses any gesture or attitude which seems
to be forced or extreme. The same principle guides usin a
still greater degree in maturity. And in the fine arts, in those
representations of human form or action, where something
greater and more perfect than ordinary nature is attempted to
be produced, we still feel that ease is necessary to the beauty
either of attitude or gesture and that we are incapable of en.
tering into the full expression of the form, if any thing harsh or
constrained appears in its composition. Of the truth of this
proposition, I shall enter into no farther explanation. I have
ouly to add, that while it is an expression necessary to the
beauty either of attitude of gesture, it does not constitute this
beauty. Many attitudes and gestures may be easy and uncon-
strained, but they are not therefore beautiful. In every me-
chanidul profession, ease is acquired by the laborers or artists ;
but the attitudes or gestures which.such professions exhibit,
are not therefore beautiful. In the common business of life,
we every where see ease in the performance of it, but we do not
every where see beauty in gesture or attitude.

The expression, therefore, of ease or facility, is necessary
to the beauty of attitude or gesture, in the same manner as

is, in the first place, to be observed? What is the first; and from what is our
knowledge of this expression derived? How is this illustrated? When does
the same principle guide us in a still greater degree; and in the fine arts,
what do we still feel? As our author does not enter farther into the proof of
this proposition, what only does he add 7 How is the remark illustrated, that
many attitudes and gestures may be easy and unconstrained, but not there-
fore beautiful? In what manner is the expression of ease or facility neces-
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that of propertion is to the beauty of form. It is the negative
beanty of gesture and sttitude, becawse withont it this besuty
cannot exist ; but as it does not of itself constitute it, we must
look to other causes for the origin of their pesitive beauty.

2. The second great expression of which attitude and ges-
wre in the human form are significant, is that of passion or
emetion, or of some pleasing or interesting quality of an intellec-
tual or moral kind. That such expressions of mind do exist—that
in our earliest years we interpret the sentiments of the minds of
sthers, from the external appearances of their gesture or atti-
twide, that, whether an original or acquired language, it is yet
& leagusge which all men wnderstand—that in the defect of
antificial language it is the universal language, to which all
men instinctively have recoarse, and which all men as instinc-
tively comprehend——that the attitudes, in short, of mmjesty, .
fortitude, hope, love, pity, and despondence ; and that the ges.
tares of gaiety, mirth, rapture, anger, revenge, melancholy and
despair, are intelligible to mankind, without any previous in.
straction ; and that, when they are understood, they convey the
peculiar emotions which the affections of mind they signify
are fitted to convey ; are propositions so plain and so univer-
slly acknowledged, that 1 camnot detain my readers by any
formal illastration of them.

The object which I have in view, is, to solicitthem %o ob-
serve, that all the pesitive beauty or sublimity which they ex-
perience in such attitudes or gestures, is finally to be ascribed
to the characters or dispositions of miind of which they are

significant. ’
I. If there were any gestares or attitudes of the hwman

form which were necessarily and -originally beautifi, it would
follow that such gestures -or attitudes of beauty might be found

sary to the beauty of attitude or gesture? Why is it the negative beauty of
gesture and attitude; but what follows? What is the second great expres-
sion of which attitude and gesture in the human form are significant? What
propositions are so plain, and so universally acknowledged, that the author is
not willing to detain the reader by any formal illustration of them? What
is the object which is had in view? II there were any gestures or attitudes
of the human form, which were necessarily and originally beautiful, what
should follow; and if, on the contrary, the beauty of these conformations
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under every variety of expression. If, on the contxary, the
beauty of these conformations arises from the expressions of
mind which they signify, then it ought to fellaw, that no gestures
or attitudes should be beautiful that are not expressive of in-
teresting or amiable affections.

Fox the determination of this question, the most ignozant man
has all the knowledge that is necessary. Every man can die-
tingnish between the attitudes- or gestures of amiable or un-
amiable dispositions; between the attitudes or gestures ef
gaiety, gentleness, pity or bumility ; and those of feax, rage,
envy, pride, or crueity. Of all these various attitudes and
gestures, the human form i susceptible. The only question
18, which of these classes of expression is beawtiful ! and what
the answer to that question is to be, I leave most willingly to
my readers to determine.

If this is the case in real life, it is naturally the same in the
representation of it. The genius of painting and statuary has
imagined and represented all the classes of expression of which
the human form is capable. Which of these is it that we feel,
and of which we speak as being beautiful? What are the ges-
tures or attitudes on which our imagination laves ta dwell, and
which seem to give a higher intelligence and meaning to the
rude language of common nature? Is it not upon those, which
are expressive of great, or heroic, or amiable dispositiana alone ;
and do we nat wish to forget those, on the ether hand, which
convey the idea of dark, or malignant, exr selfish affections?
We yield, perhaps, to the powers of the artist: We acknow-
ledge the use of such forms and such expressions for the gene-
ral effect of contrast in the compasition ; but we never mistake
between the original and the artificial beauty; and we only la-
ment, as we do in real life, that the forms of vice should be ne-
cessary to give effect to the character and the expression of
virtue. The artist may speak, in the language of art, of the

ariges, from the expressions of mind which they signify, what ought to follow ?
Between what can every man distinguish; and what remark follows? What
then is the only question; and to whom is the answer referred? If thisis
the case in real life, what follows; and what has the genius of painting and
statuary imagined and represented? What interrogations follow ; and what
are their answers? To what do we yield, and what do we acknowledge ; but
between what do we never mistake, and what only do we lament? In what
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"beauty of such attitudes or gestures, in the same manner as
the lover of dramatic art may speak of the beauty of the re.
presentation of Richard or Iago. But these are obviously con-
ventional terms—terms which express, not the beauty of the
character represented, but of the justness of the representa-
tion: and-of which every one has it in his power t6 judge,
when he separates the character from the composition; and
considers whether the attitude ‘or gestures which express such
characters are beautiful in themselves, or only beautiful in refer-
ence to the end of the composition.

If it were necessary to say any thing more upon a principle
s0 obvious, I would entreat my readers to make a simple though
‘an imaginary experiment ; to assume to themselves, in the first
place, the inost perfect form they have known, whether of male
or female beauty ; and then to throw this same exquisite form
into the situations I shall suggest, and which their own expe-
rience of the influence of mind upon the material frame will
sufficiently justify. '

Let them, in the first place, suppose this form under the in-
fluence of some very uninteresting or vulgar emotion, such as
ever occurs, and must ever occur, in the common business of
life, even to the greatést and the best of mankind. In such
circumstances, are any.attitudes or gestures felt to be beauti-
ful? The most perfect form of man may be doomed to low
and degrading labor—may follow the plough, or toil at the oar,
or labor at the anvil, or be extenuated at the shuttle. The
most interesting form of woman may, in the same manner, be
employed in the various debasing offices of common servitude,
or in the low higgling of the market, or in the angry contests of
narrow economy. In such situations, is the attitude or gesture
of any form, however naturally beautiful in itself, ever remarked
to be beautiful? And do we not wish for some higher or more

manner may the artist speak of the beauty of such attitudes and gestures;
but these are obviously terms of what sort, and what is observed of them? If
it were necessary to say any thing more upon a principle so obvious, what
simple experiment are readers requested to make? Under what influence
must they, in the first place, suppose this form to be? 'T'o what may the most
perfect form of man be doomed ; and how may the most interesting form of
woman be employed? In such situations, what follows? What says the
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interesting expression, before we expect to find it? «No
““man,” says the French proverb, *is a hero to his valet de
**chambre.” The truth of the proverb may be extended much
farther ; and there is no man capable of observation who must
not have been often struck with the contradictory emotions he
has felt from the appearances of the same form, and the com-
plete absence of beauty in the attitudes and gestures of the
same person, in whom, at other times, and when under the do-
minion of any interesting emotion, he felt all the influence of
gesture or of attitude.

Let the experimentalist suppose, in the second place, the
assumed form under the dominion of any unamiable or vicious
emotion.—Let him imagine it under the influence of rage, or
envy, or cruelty, or revenge, or remorse ; and then ask him-
self whether, in such circumstances, the gestures or the atti-
tudes of the form are beautiful? Such experiments it may
have been the misfortune of some to verify ; such attitudes or
gestures, all, in some degree, may have seen, in the representa-
tions of the painter or the sculptor; and whatever may be the
illusion of art, or the artificial beauty which arises from the
powers of invention or composition, there is no one who will
not acknowledge that, in themselves at least, such gestures
or attitudes are not beautiful : and that if they occurred in real
life, they would be felt either to be painful or revolting.

Let the observer then, in the last place, suppose his assumed
form under the dominion only of amiable or of interesting emo-
tions ; let him animate it with hope, or love, or joy, or tender-
ness, or melancholy, or dignity, or patriotism, or benevolence,
or devotion ; and let him then ask himself, what is the character
of the attitudes or gestures which the instincts of his imagina-
tion supply? He will find, if I do not much deceive myself,
that all the attitudes of gestures which then rise before him are

French proverb? What is remarked of the truth of this proverb; and with
what may every man, capable of obeervation, have been often struck? In
the second place, under what should the experimentaliat suppose the assumed
form to be; and then ask himself what? Of such experiments what is ob-
served; and what remark follows? In the last place, under what influence
should the obeerver suppose his assumed form to be; and then what should
he ask himself? What will he then find? An illustration of what eort has
48
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beaatiful ; that every conformation of the human frame which
is expressive of such dispositions is pleasing and delightful
to him: and what is more, that the emotion they produce in
him, is precisely the same with that which he feels from the
sxpression of the same dispositions by the artificial communi-
cation of language. I have used the simplest illustration that
oceurs to me ; but if my readers are conscious of its justice, it
will be sufficient to show them, that the beauty of attitude er
gesture arises, not from any original and independent beauty in
certain conformations of the members of the human form, but
from the expression they convey of the dispositions or passions
by which it is animated.

2. In addition to this very obvious consideration, I must ob-
serve, that if the beauty of attitude or gesture is predetermined
by any law of our constitution, it cannot obviously exist in dif-
ferent and contrary appearances or conformations. If, for in.
stanee, the full display of all the muscular force or vigor of the
form affords the central beauty of the attitudes or gestures of
that form, then neo attitude or gesture which hides, which
diminishes, or which contracts this display, can possibly be
beautifal. If the absolute beauty of the form depends, accord-
img to another theory, upon the preservation of certain lines,
or propertions, or sinucsities ; then it is equally obvious that no
form can possibly be beautiful which does not possess these
positive lines or curvatures. Whatever may be the hypothesis
we assume with regard to the material origin of this beauty,
nothing can be more obvious, than that the truth of the hypo-
thesis must finally rest upon the uniformity of our sentiments
upon this subject ; and that no hypethesis can be deserving of
regard, if it is found that opposite and different appearances
are yet productive of the same sentiment of beauty.

The facts, which are within the reach of every person’s ob-
servation, seem to me to conclude decisively against every
hypothesis of this kind; and to show that the most dissimilar

our author used; but it will be sufficient to show the reader what? In addi-
tion to this very obvious consideration, what is obgerved? How is this re-
mark illustrated? Whatever hypothesie we assume, with regard to the na-
tural origin of this beauty, what is very obvious? How do the facts, which
are within the reach of every person’s observation seem to conclude; and to,
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and opposite attitudes and gestures are actually felt to be beau.
tiful, whenever they are expressive of emotions or dispositions
of mind, in which we sympathize and are interested. I limit
iayself to the suggestion of a very few examples.

In the attitudes of majesty, or dignity, or heroism, or virtuous
pride, the form is elevated, the head is raised, the chest ex-
panded, the limbs firmly and vigorously pronounced, &c. In
the attitudes, on the contrary, of the same form, under the im.
pression of humility, pity, adoration, penitence, ormelancholy, the
reverse of all these configurations takes place. The head droops,
the form bends, the chest contracts, the limbs yield, and the
whole frame assumes not only a different, but an opposite ap-
pearance. All of these attitudes, however, are beautiful in
nature, as well as in the representations of art. Could this
happen if there were any certain conformations which alone
were beautifal ; or can they be explained upon any other prin-
ciple than that of their being beautiful only, as the signs of the
characters and dispositions of mind ?

There is great beauty, in the same manner, in the gestures
of all the gay and exhilirating passions ; in the frolic of infancy,
the elastic step of joy, the expanded arms of hope, the clasped
bands of thankfulness, in the reclining head, and heaving
bosom, which express the long-drawn sigh of rapture. These,
however, are all different appearances, and not reconcileable
certainly to the hypothesis of any original or independent con-
formation, in which the beautiful only consists. But if those
different appearances are irreconcileable with such hypotheses,
what shall we say to the still more beautiful gestures which
even the same form exhibits under the dominion of other emo.
tions? and when the conformations presented are not only dif-
ferent but opposite ;—to the slow and heavy step of grief, the
drooping form of melancholy, the bent posture of supplication,
the reposing limbs of infant slumber, or the prostration of the

show what? To what does our author limit himself; what attitudes are
mentioned, and what is observed of their effect? Where are all these atti-
tudes, however, beautiful ; and what follows? In what, in the same mauner;
is their great beauty? Of these, however, what is remarked? But if thgse
different appearances are irreconciléable with such hypotheses, what queries
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whole form in ardent devotion. If we look for the origin of
the beauty of these appearances in the qualities of the material
form alone, we shall find it difficult to account for the produc-

tion of the same effect from causes so different and even contra-
dictory ; but if we look for it in the expressions of which such

appearances are significant, we shall receive a very simple
solution, when we consider that all these various signs are ex-

pressive of passions which are pleasing or interesting, and

when were member, that the nature of the emotion we receive

from these signs is precisely the same in every case, with that

which we receive from our sympathy with the passions or emo-

tions of which they are significant.

3. Inthe slight illustrations which I have now offered, I have
for a moment taken it for granted, that our sentiment of the
beauty of attitude or gesture is uniform; and that, whatever
may be the origin of beauty in this respect, the same gesture
or attitude which is once beautiful, is always beautiful. It is
an admission, however, very inconsistent with experience ; and
I have therefore to solicit my readers to observe farther, that,
not only the most different and opposite gestures or attitudes of
the human form are felt to be beautiful, but that even the same
attitude or gesture is felt sometimes to be beautiful, and some.
times the reverse: and that this difference of our opinion is
always to be referred to our sense of the propriety or impro-
priety of the emotion which it expresses.

Every one is sensible of the beauty of the attitudes or ges-
tures of infancy, of the careless play of limbs, and the elastic
\'/igor of motion, which distinguish that happy age. The same
attitudes or gestures in manhood of in age would be either inde-
corous or painful, and would express nothing but imbecility or
insanity. The helpless attitudes, the slow and feeble gestures

follow? If we look for the origin of the beauty of the appearances in the
qualities of the natural form alone, to account for what, shall we find it diffi-
cult ; but whence shall we receive a very simple solution? In the slight il-
lustrations which have now been offered, what has been taken for granted ?
With what is this admission, however, inconsistent; and to obeerve what,
has our author, therefore, to solicit his readers? Of what is every one sensi-
ble ; and what effect would the same attitudes in manhood or age produce?
What attitudes and gestures arc beautiful in an extreme degree ; and without
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of old age, are beautiful in an extreme degree, and can never
be imitated by the artist without producing a deep and interest.
ing emotion. The same attitudes or gestures in youth or in
manhood would be positively painful, as expressing nothing but
the most abject terror or servility. There are a thousand ges.
tures and atiitudes which belong to the female sex, which arise
from their peculiar character, and constitution, and habits ; and
which, as expressive of female character, are, and ever must
be beautiful. Give the male figure any of these characteristic
attitudes or gestures, and you will soon find that the only effect
is that of positive disgust and abhorrence. The assumption of
the most beautiful or of the most sublime gestures of the male
form, by the female sex, is ever productive of similar pain and
dissatisfaction, ‘ i
There is in the same manner a certain consistency, that we
expect in common life, between the attitude or gesture of wny
person and the nature of the character we attribute to him;
and we never observe any violation of this consistency without
pain. . ‘
The same attitude of gaiety which we feel to be beautiful in
the young, we should feel to be disgraceful in the mature. The
same gesture of joy which we should approve in the thoughtful
and the old, we should consider as tame and unfeeling in the
young. The grief of a young woman we expect to be expressed
by greater violence of gesture, than we should approve in the
character of matron firmness ; and the calm and suhdued ges-
ture of matron grief, would, in the same manner, be painful or
unsatisfactory in the form of the former. In pursuing this ob.
servation it will be found, that not only old age, but profession,
occupation, character of form, character of countenance, and
a thousand other circumstances, determine our sentiments of the
beauty of attitude or gesture, by determining the nature of the
expression we expect from the individual we contemplate ; and

what can they not be imitated? In what would the same attitudes or gestures
be positively painful; and why? Of gestures exclusively belonging to the
fernale sex, and of those of the male figure, what farther remarks are made
illustrative of the same principle? Between what do we, in the same man-
ner, expect consistency in common life ; and how are we affected, when we
observe a violation of it? How is this remark illustrated ? . In pursuing this
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that the same gesture is beautifil or otherwise precisely as it
aceords, or does not accord with the character we attribute to
the form. .

The severe and thoughtful gravity we admire in the attitude
of a judge, would be absurd in a young lawyer: the step of
dignity, the attitude of command which we love in the general
of an army, would be ludicrous in a subaltern officer. The
same gestures or attitudes which we feel to be beautiful
or sublime in tragic imitation upon the stage, would be lu.
dicrous if they were employed even in the higher comedy, nor
would they even be permitted by good taste in the inferior and
less interesting characters of tragedy. It is unnecessary to say
that the most approved or fascinating gestures of comedy would
be altogethet insufferable if they were employed in tragic re.
presentatations. I shall only farther request my readers to call
to their remembrance the attitudes and gestures which they
have so often admired in classic sculpture, and to ask themselves
whether the same gestures would be beautiful in all characters;
which would necessarily be the case, if beauty, in this respect,
arose from any definite conformations,—whether the gesture of
the Apollo would be beautiful in the Hercules, or in the Jupiter ;
or the a titudes of the Venus beautiful in the forms of Juno or
Minerva? . Even in the lowest employment of the art of paint-
ing,~—in portrait painting,—we feel the necessity of this corres.
pondence of attitude to character; and we blame the painter
whenever he chooses any attilude or pesition which appears to
us inconsistent with the character of mind which is expressed
by the countenance., In feeling and in expressing, on the con-
trary, this correspondence ; in selecting the attitude or gesture
which best suits the character he represents; consists one of
the chief evidences of the genius of the artist; and by this
means the portrait of an obscure individual may sometimes
possess the value of an original composition.

obeervation, what will be found to be true? What instances of illustration
follow? What is it unnecessary to obeerve; and what only does our author
farther request his readers to call to their remembrance’? Whence do we feel
the necessity of this correspondence of attitude to character; and when do
we blame the painter ? In what does oneof the chief evidences of the artist’s
genius congist, and by this means what may sometimes be effected? What
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I shall only add to these illusirations by requesting my
readers to observe, in the last place, that in a great variety of
cases our sense of the beauty of the same attitude or gesture
in the same individual, is actually determined, not by the ap.
pearances which are exhibited to the eye, but by our opinion of
the propriety or impropriety of the emotion which it expresses.
Indignation for instance, or rage, or revenge, are passions capa-
ble of producing very sublime attitudes and gestures ; and when
these passions arise from great or noble motives, the attitudes
by which they are expressed are felt to be sublime. Let us
witness the same attitudes when they are expressive of little,
or trivial, or degrading sentiments, and they immediately be-
come painful or ridiculous. The gestures of Don Quixote in
encountering the windmills, or in routing the flock of sheep,
are precisely the same with those that must have been employ.
ed by the Amadises or the Orlandos of romance; yet they
would be beheld certainly with very different emotions. The
attitudes of grief, of sorrow, or of melancholy, are beautiful
in an extreme degree, particularly in the female form. Tell us,
however, that they arise from some trifling cause, from the disap-
pointment of a party, from the loss of a trinket, or the success
of a rival beauty, and we feel no emotions but those of con-
tempt or ridicule. The gestures of almost all the gay and ex-
hilarating passions are beautiful ; and our sympathy with happi-
ness is so great, that we never observe them without the dispo-
sition to believe that they are just. Inform us, however, that
2l these expressions of happiness arise from some childish, or
some worthless motive ; that the philosopher has only disco.
vered a new butterfly ; or that the warrior has only advanced &
step in the army; that the joy of the youthful beauty is only
occasioned by the present of a new dress, and that of the ma.
tron by a fifty pound prize in the lottery ; and the gestures we
formerly admired, become, at once either ludicrous or disgusting.

request, only, does our author add to these illustrations? What instances
are given, and what is observed of them? When do the same attitudes be-
come painful or ridiculous; and what illustrations are given? When do
they excite no emetion but those of contempt or ridicule? What farther
illustration of the same principle is given, from the gay and exhilarating pas-
wions; sud when do the gestures formerly admired become ludicrous or die-
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Observations of this kind may be extended to every emotion
or passion ; and [ think it will be found, in every case, that no
gesture or attitude, expressive of such passions or emotions, is
permanently and originally beautiful—that our opinion of this
beauty varies according to circumstances ; and that the circum-
stance, in every case, which determines our sentiment of beau-
ty, is our opinion of the justness or propriety of the emotion
which such attitude or gesture signifies.

SECTION V.
OF GRACE:

The preceding illustrations are intended to show that the
sublimity ro beauty of attitude and gesture arises, not
from any causes of a material kind, nor from any law by
which certain material appearances are immediately produc.
tive of these sentiments, but from their being adapted to ex.
préss, and being felt to be expressive, of amiable, or interesting,
or respectable qualities of the human mind. In concluding
those illustrations, I have completed all that I had properly in
view in that investigation.

There is, however, a quality of which the human form is
susceptible, and which is occasionally found both in its posi-
tions and in its emotions, which is not sufficiently accounted
for by this theory. This quality is erack—a quality different
from, beauty though nearly allied to it. It is never observed
without affecting us with emotions of peculiar delight, and it
i, perhaps, the first object of the arts of sculpture and of
painting to study and to present to us. Upon this subject, while
1 presume to offer a few additional observations, I am yet to re-
quest my readers to consider them rather as conjectures, than
as the results of any formal inquiry.

gusting? How far may observations of this kind be extended; and what
will, in every case be found to be true? .

To show what, are the preceding illustrations intended? In concluding
these illustrations, what has been completed? What is there still which is
not sufficiently accounted for in thistheory? Whatis it called ; and what is
observed of it? How are the few observations offered on this subject to be
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That there is a difference between the qualities of beauty
and of grace, in the human form, must, I conceive, every
where be admitted. The terms themselves are neither synony-
mous, nor are they used synonymously; the emotions we re-
ceive from them are easily distinguishable, and are every day
distinguished in common language ; and when we refer to ex.
perience, we may find a thousand instances in which the positions
and movements of the form are beautiful without being grace-
ful. Beauty, indeed, in some degree or other, is to be found
in the most common appearances of man; but grace is rarely
seen. We often lament its absence while we are conscious of
the presence of beauty ; and it every where seems to us to de-
mand some higher and more uncommon requisites than those
which are necessary to mere beauty. '

It seems to me, still farther, that the appearances of grace in
theattitudes or gestures of the form, are never perceived without
affecting us with some sentiment of respect or admiration, for
the person whose formn expressesthem., When we observe the
attitudes of joy, or hope, or innocent guiety, we feel delight, but
not respect for those who exhibit them. When we observe the
attitudes of grief, or melancholy, or despondence, we feel sym-
pathy, and the delight which nature has annexed to social
interest, but we do not necessarily feel admiration, The ges-
tures of rage, of force, of anguish and of terror, may, in the
same manner, affect us with very sublime emotions of fear, of
astonishment, and of awful interest, but they may be unac-
companied with any emotion of admiration or respect for the
individual who displays them. Whenever, on the contrary, we
witness the graceful in gesture or attitude, we feel, I apprehend,
an additional sentiment of respect; a conviction of something
dignified or exalted in the mind of the person, and of which
the gesture or attitude employed is felt to be significant. How

considered? What muat be every where admitted ; and why? Where is
beauty to be found; of grace what is observed ; and what remark followa?
The appearances of grace in the attitudes or gestures of the form, are never
seen without what? How is this remark illustrated from the attitudes of
joy, and of grief; and from the gestures of rage, &c.?7 Whenever, on the
contrary, we witness the graceful in gesture or attitude, what effect does it
produce upon us? By what must the truth of this proposition be determined;
49
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far this proposition is true, must be finally determined by tive
consciousness of my readers: I shall observe only, that i¢
seems to me very strongly justified, both by the language
of philosophers, and the common language of the world.
When we hear any attitude or gesture described as graceful,
we are conscious, I think, of immediately feeling seme senti-
ment of respect or admiration for the individual who displays
it. Whenever we use the same term ourselves, we always
mean to gonvey to those who hear us, a similar sentiment.
Every attitude or gesture of a well proportioned form, which
i# at once easy and expressive of some amiable or interesting
feeling, is beautiful, and is accordingly spoken of as beauti-
ful ; but when we add the term graceful, we wish, I think, al-
ways to convey the idea of some additional quality, which is
entitled to respect, and which is expressive of some conceived
dignity or superiority in the mind of the person who exhibits it.
Whenever, in the same manner, any attitude or gesture affects
us, beside the emotion of beauty, with the sense of respect or
admiration for the individual in whose form it appears, I appre-
hend we use the term graceful in addition to the term beautiful,
to express our sense of this superiority or dignity. The apph-
cation of the same observation to the sublime, either in move-
ment or position, is within the reach of every person’s inqui-
ry; and I apprehend that the experience of every one will
teach him that the sublime of this kind may often exist without
grace ; and that when grace is perceived it is always felt as an
additional quality, and as expressive of something in the cha-
racter of the person which excites veneration, or astonishment,
or respect.

I. From these preliminary remarks, I would observe, in the
first place,  That there seems to be no one emotion or class of

and what only is observed? When we hear any attitude or gesture described
as graceful, of what are we conscious ; and when we use the same term our-
selves, what sentiment do we mean to convey? How is this remark illustra-
ted? Whenever, in the same manner, any attitude or gesture affects us, &c.,
why do we use the term graceful? What application is within the reach of
every person’s inquiry ; and what is it apprehended the experience of every
-one will teach him? From these preliminary remarks what is observed 7 Of
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< emotions, to the expression of which the quality of grace is
+ exclusively limited ; but that, on the contrary, every emotion in
* which the spectator can be interested, is susceptible of grace
¢ in the expression of it, either in attitude or gesture.” Of so
general a proposition, the full illustration, within the limits te
which I must confine myself, is impossible. Ishall only request
my readers to call to mind the different pleasing or interesting
-emotions of which the human form is expressive, and to ex-
amine for themselves whether there are any of them which do
not admit of grace in these expressions. If we consult expe-
rience, I am much deceived if we shall not find that every
class of human feelings is susceptible of grace in the move.-
ments or positions of the form which is significant of such
<qualities. All the gay and exhilarating emotigns—the emotions
of hope, of joy, of love, of beneficence, and of admiration, ad-
mit very obviously of grace, as well as of beauty, though it is
much more rarely, perhaps, that we discover it. In the sad-
dening or depressing class of emotions, on the other hand—in
grief or sorrow, or penitence, or melancholy, the capacity of
grace, will, I apprehend, equally be found. If we consult the
productions of the fine arts, and more particularly of the fine
arts of antiquity, the predominaut feature of which ie grace,
we shall arrive at the same conclusion. In the remains which
we possess of their sculpture, there is scarcely any emotion, or
class of emotions of which man is susceptible, which they
have not imitated. In all of these, grace is intended, and is pro-
duced, and in all of the minute or technical commentaries of
connoisseurs, there is none which has limited this quality to
any onme expression, or class of expressions exclusively; or
pointed out any appearance of the human form which is sus-
ceptible of beauty or sublimity, and which is not susceptible of
grace. If the reader will take the trouble to follow out these
slight suggestions, I apprehend he will be satisfied that grace

s0 general a proposition, what is impossible? To do what, only, are the read-
ers requested? I§ we consult experience, what shall we find? How is this
illustrated from the gay and exhilarating emotions—from the saddening and
depressing emotions ; and from ancient productions of the fine arta? Inall
of these what is intended and produced ; and what remark follows? 1If the
reader will take the trouble to follow out these slight puggestions, of what
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is not the result of any peculiar quality in human character,
but of some general quality which may be common to all.

IL. I presume to observe, inthe second place, “That, wherever
« the attitude or gesture expressive of any emotion or passion,
“ is at the same time expressive of SELF.COMMAND, or of that
¢ gelf-possession which includes, in our belief, both the pre-
“ gence of a lofty standard of character and conduct, and of
“ the habitual government of itself by this high principle, the
« attitude or gesture is perceived or felt to be graceful; and
« that, although every pleasing or virtuous quality of mind
“ may admit of beauty, and every great or exalted quality may
¢ admit of sublimity, the sense of grace is only experienced
¢ when, in the expression of these qualities, we perceive still
¢ farther, the expression of that dignified self-command which
¢ restrains them within those limits of refined, or of high
« minded propriety, which it has prescribed to itself.” Of a
proposition of so general a kind, the proof, I am sensible, must
finally rest upon the consciousness of those who will take the
pains to examine it; I presume only to suggest a few topics of
illustration, hoth from actual nature, and from the imitations of
the fine arts, which may facilitate this examination.

L. It will be found, I think, in the first place, that the amtude
or gesture of no passion or emotion, however pleasing or in.
teresting, is actually felt to be graceful when it is thought to be
violent, or intemperate, or significant of want of self-command.
Nothing, for instance, is more beautiful than the attitudes of
hope or joy, or the gestures of mirth and innocent gaiety. We
love them in the frolics of infancy, in the sportive activities of
youth, and in the cheerful < abandon” of rural dancing: but.
we rarely find them graceful. In this tumult and intemperance
of happiness, there is something that always rather borders
upon the ludicrous, and the slightest exaggeration of the ges-

will he be satisfied? What does our author, in the second plnce, presume to.
observe 7 Of the proof of a proposition of so general a kind, what is remarked ;

and what only is suggested? What, in the first place, will be found to be the
case? What instances are mentioned illustrative of this remark? In this
tumult and intemperance of happiness what is always found? Nothing:
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tures is sufficient to make them the objects of laughter, instead
of admiration.

Nothing, in the same manner, is more lovely than the atti-
tudes or movements of all the kind and benevolent affections,
as pity, charity, beneficence, modesty, maternal tenderness, &c.
yet how seldom do we, at the same time, see them graceful !
Their hurry and intemperance, which are often additional
sources of their beauty, detract in the same proportion from
their grace, and tend to make them degenerate into posmons of
constraint, or into movements of violence and force.

In the other class of passions, in the severe, the suffering,
the dreadful, &ec. it will, I apprehend, be found, in the same
manner, that no attitudes or gestures are ever felt to be grace-
Jul, which express that violence or intensity of passion, which
indicates the absence of all self-command. The attitudes of
horror, of fear, and of despair, for instance, may be, and very
often are sublime, but no one is so absurd as to consider them
graceful. The frantic gestures of rage, of agony, of revenge,
&c. may often possess sublimity ; but it would be a contradiction
in terms to speak of them as possessing grace. I know not
that there is any statue of antiquity in which extreme passion
is represented, but in the Laocoon ; and undoubtedly the first
impression’ which it gives upon common spectators is very dif-
ferent from that of grace. .

There is another illustration of the same proposition which
is within every one’s reach, I mean from the observation of
the theatre. In actual life there are many circumstances
which prevent the exhibition of grace in the positions or move-
ments of the form; and amid the trivial scenes of common
business or amusement, there would be an absurdity in eny
attempt to display it. But upon the stage, where stronger pas-
sions are represented, and more important interests transacted,
some attempt, at least, of this kind, is both expected and exe.

in the same manner, i3 more lovely than what attitudes or movements; yet
what is observed of them, and why? Inthe other class of passions, what
will, in the same manner, be found to be the case? How is this ilustrated
from the attitudes of horror; and from the frantic gestures of rage, &c.;
and of the statues of antiquity what remark follows 7 Whence is another il-
lustration, within every one’s reach, tobe drawn? How is this contrasted with
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cuted. It is to this illustration that I wish to direct the atten.
tion of my readers, and to request them to observe when it is
that they are seunsible of grace in the attitudes or gestures
which are exhibited. If 1 do not much deceive myself, they
will find that no gesture or attitude is ever felt to be graceful
when it is expressive of violent or intemperate emotion ; and
that no character admits of grace in representation, which is
distinguished, either by the extravagance of comic, or the vio-
lence of tragic passion.

It is on this account that grace is rarely to be found in the ges-
tures either of infancy or of old age. The frolics of children,
the wild playfulness of early youth are beautiful, but they do
not amount to grace, or if they do, it is to a degree only of
grace very inferior to that of which the perfect form is sus.
ceptible. Their age is yet incapable of any high sentiment of
propriety and of any firm habit of self-command; and their
gestures, therefore, are marked by a freedom and careless.
ness, which excite delight rather than admiration or respect.
In old age, on the other hand, the deficiency of grace arises
from a different canse. The progress of years takes but too
certainly from the vigor of the human mind, and from the ea-
pacity of physical expression; and however beautiful or sub-
lime, therefore, the gestures of age may be, they seldom are
expressive of high thought or conscious superiority. It is only
in the perfection of the human system; in the age when the
form has assumed all its powers, and the mind is awake to the
eonsciousness of all the capacities it possesses, and the lofty
-obligations they impose, that -the reign of physical grace com-
mences ; and that the form is capable of expressing, under the
dominion of every passion or emotion, the high and habitual
superiority which it possesses, either to the allurements of
pleasure or the apprehensions of pain. It is this age, accord-
ingly, which the artists of antiquity have uniformly represented,
when they sought to display the perfection of grace, and

actual life? Directing their attention to this illustration, what does our au-
thor request of them; and what will they find to be true? On this account,
where is grace seldom to be found; and why is this the case? When is it
that the reign of physical grace commences, and that the form is capable of
its greatest expression? When, accordingly, did the artists of antiquity uni-
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when they succeeded in leaving their compositions as models
of this perfection to every succeeding age.

It is from the same cause that grace is so seldom to be found
in the attitudes or gestures of the lower orders of mankind.
The usual occupations in which they are engaged are produc-
tive of no gestures or attitudes significant of emotion ; and all
that we look for in them is merely ease, or the absence of con-
‘straint. In their hours of sensibility or passion, on the other
hand, as their education and the habits of their society seldom
give them any high sentiments of propriety or decorum, the
gestures which they employ are as seldom distinguished by any
temperance or moderation. Their gaiety, therefote, is apt to
be expressed by movements of homeliness and vulgarity, and
their sufferings by correspondent movements of violence or
extravagance. Whenever we do discover the rudiments of
grace among them, we always find that they are expressive of
some chastened or subdued passion ; of some expression which
marks the predominance of mind over temporary emotion;
and which is significant of a character superior to that tumult
and hurry which we generally observe in their unstudied and
unstrained gestures. ‘That it is on the same account we expect
some degree of gracefulness at least, in the higher ranks of
life, in those who have possessed a more liberal education, and
that it is from their habits of accommodating themselves to this
expectation that we generally find it, are subjects of illustration
too obvious to require any comment,

IL. I would observe, in the second place, that the attitudes
or gestures of every passion or emotion are felt to be graceful,
when they appear to be significant of this self-command or self-
possession.

In the preceding illustrations I have stated that none of the
gestures, or attitudes of the gay or cheerful passions, however

formly represent this age ? Among whom, for the same reason, is grace seldom
to be found ; and why? What remark follows ; and how is their gaiety, and
their feelings apt to be expressed? Whenever we do discover the rudiments
of grace among them, of what do we always find them expressive? What are
subjects of illustration too obvious to require any comment? What is, inthe
second place, observed ? In the preceding illustrations, what has been stated ;
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beautiful they may be, are felt to be graceful when they are
violent or intemperate—when, then, are they felt to be grace-
ful? Or what is the point or degree of emotion, when they
rise from simple beauty into grace? If the reader will pursue
the investigation, I think he will uniformly find, that it is when
they are subdued into temperance, and when they indicate the.
possession of self-command. The sports of youth, the festivi-
ties of peasants, and the mirth of rural dancing, admit of pleasing,
and sometimes of beautiful gestures, but seldom of attitudes or
gestures which are graceful : and they very generally degene-
rate into movements either ludicrous or grotesque. When is it
that we meet, amid such scenes, with grace? It is always, I
apprehend, when some mndividual mingles with the group,
whose gesture indicates a character superior to the scene, and
in whose movements we read a mind incapable of the intem-
perance of the common joy. There may be beauty in the
representation of the gayest dances of the nymphs of Diana;
but the grace of the goddess can only be displayed by move-
ments which are significant of purer taste; and more exalted
character. In Mr. Hogarth’s admirable print of ¢ the Ball-
Room,” intended for the illustration of a very different theory,
it is impossible for the most careless observer not to perceive,
that even the very imperfect grace which he has given to the
two principal figures arises from the composure and temperance
of their feelings, compared with the tumult, and affectation,
and overstrained efforts of the other dancers. The hasty and
hurried gestures of joy, may often be compatible with beauty ;
but they are felt to be graceful only when they are softened
down into chastisement and composure. There is a period in
the emotion of mirth when it may assume gracefulness, but it
is very different from that intemperance where ¢ laughter is
“holding both his sides.”

and what interrogations follow ? If the reader will pursue the investigation,
what will he uniformly find? How is this illustrated? When is it, that we
meet, amid such scenes, with grace? Where may there be beauty; but by
what only can the grace of the goddess be displayed? In Mr. Hogarth’s ad-
mirable print of the “ Ball Room,” what must the most careless observer per-
ceive? What may ofien be compatible with beauty, but when only are they
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However beautiful, in the same manper, the expressions of
all the sogial or benevolent affections are, it is only when we
see them wnder the control of judgment and of tasts that we
feel them to be graceful. It is not in the hurried step of com-
passion, in the wild disorder of maternal anxiety, or in the sud.
den ardors of genercus friendship, that we find attitudes or
gestures of grace. It is in the more temperate period of
these affections, when we see the dominion of emotion, rather
than passion, and when the gestures assume the repose of ha-
bitmal character. There is not a more exquisite picture of
- generous affection than that which Virgil has described in the
well known exclamation of Nisus,

Me, me adsum qui feci! in me convertite ferrum, &c.
“ Me--me," he cried, “turn all your swords alone on me.”

Yet the painter would certainly be much mistaken, who should
meize this frantic and breathless moment as the momerft of
grace. 'There are no affections so susceptible perhaps of
graceful attitude or gesture as those which belong to devotion;
and they have, from many causes, been the great object of imi-
tation among the painters of modern times. Every one must
have observed, however, that it is not in their periods of violence
or extremity, amid the ‘transports of hope, or the raptures of
joy, or the agonies of penitence, that grace is to be found ; that
the attitudes which are graceful are always those on the other
hand which represent chastened and subdued emotion; and
that the painters who are most eminent for the production of
grace, are those who have given this chastened character to
their forms, nnd repressed all the expressions of intemperate or
unrestrained emotion.

In the opposite class of passions—in those which belong to
pain and to suffering, it will be found, in the same manner,

felt to be graceful? What remark follows? When only do we feel the social -

affections to be gruceful? When do we not, and when do we find the aiti-

tades or gestures of grace? Where do we find an exquisite picture of ge-

nerous effection ; what is it, and what isobserved of 17 What affections are

most pesceptible of graceful attitude or gesture ; and what kas been the con-

soquence? What, however, must every one have observed? In the opposfte
50
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that although the extreme violence of the expressions may be
sublime, the point or degree of passion which alone is suscep-
tible of grace, is that which evinces a mind unsubdued by af-
fliction, and which continues to possess itself amid all the suf-
ferings which surround it. There are none of these passions
perhaps, which do not admit of the graceful either in position ox
in movement, and it is in the expression of some of them that
the highest degree of grace is exhibited of which the human
form is capable ; yet every one must have perceived that it is
never in their state of violence and intemperance that this qua-
lity is found, and that the hurry and tumult of the gestures of
fear, of pain, of horror, and of despair, if they cease to be felt
as sublime, tend always to degenerate into the ridiculous or
contemptible. Whenever, on the contrary, under such cir-
cumstances, we perceive the presence of & high and uncon-
quered mind ; whenever, in the composure of the attitudes, or
in the tranquillity of the gestures, we see the dominion of lofty
thought and exalted sentiment, we immediately feel these ges-
tures and attitudes to be graceful ; and as signs of these high
qualities of mind, we regard them with the same sentiments of
admiration and respect that we are formed to feel for the quali-
ties they signify. Give to the dying Gladiator the attitude of
agony or of horror, and, although the expression might be sub-
lime, yet it would lose all the grace which is acknowledged to
distinguish it. Give to the Apollo Belvidere any gesture of
rage or revenge; and though #s beauty would not be lost, it
would lose all the matchless grace, which every age has felt,
in that expression of divinity which radiates every limb of its
form; in that composure which merks the superiority of a
celestial being ; and in that lofty scorn which disdains even to
feel a victory over an enemy so unworthy of his arms. Itis
not, in the same manner, in the agonizing limbs, or in the con-
vulsed muscles of the Laocoon, that the secret grace of its com-
position resides ; it is in the majestic air of the head, which has

class of passions, what will, in the same manner, be found? Of these pas-
sions what is remarked; yet what must every one have perceived? When,
on the contrary, do we feel these gestures and attitudes to be graceful; and
how do we regard them? How is this illustrated from the dying Gladiator,
and from the Apollo Belvidere? What is remarked illustrative of the same
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not yielded to suffering, and in the deep serenity of the fore-
head, which seems to be still superior to all its afflictions, and
significant of a mind that cannot be subdued.

¢ What ¢RACE,” says Mr. Smith with his usual persuasive elo-
quence, ¢ what noble propriety.do we not feel in the conduct of
“those who exert that recollection and self-command which
<« constitute the dignity of every passion, and which bring it
““down to what others can enter into? We are disgusted with
¢ that clamorous grief, which, without any delicacy, calls upon
“ our compassion with sighs, and tears, and importunate lamenta-
“tions. But we reverence that reserved, that silent and ma-
< jestic sorrow, which discovers itself only in the swelling of
“the eyes, in the quivering of the lips and cheeks, and in the
<« distant, but affecting coldness of the whole behavior. It im.
<« poses the like silence upon us; we regard it with respectful
<« gttention, and watch over our whole behavior, lest, by any
¢ impropriety - we should disturb that concerted tranquillity,
<t which it requires so great an effort to support.”*. Itis ¢ this
< pecollection and self.command,” which in such scenes consti-
tutes what, even in common language, is called the graceful in
behavior or deportment ; and it is the expression of the same
qualities in the attitude and gesture, which constitutes, in my
apprehension, the grace of such gestures or attitudes.

As a farther illustration of the same truth, I must again hint
to my readers the observation of the theatre. Within the limits
which I must prescribe to myself, it is impossible for me to
enter into any detail upon this pleasing subject. I shall satisfy
myself by appealing to this observation, and by stating, that if
the hypothesis which I have proposed is just, it ought to be
found, that, whether in comic or in tragic passions, the moment
of grace should be that of composure and self-command ; that
every attitude or gesture which is significant of this character

principle, of the Laocoon ? What says Mr. Smith, with his usual persuasive
eloquence ? Of this recollection and self-command, and of the expreasion of
the same qualities in the attitudes and gestures. what is remarked? Ae a
garther illustration of the same truth, what is again hinted to the reader ?
'Within the limits which our author must prescribe to himself, what is impos-

* Theory of Moral Sentiment, p. 31.
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of mind should in some degree or other be graceful ; that no
characters should admit of grace in-the representation, which
are distinguished by violence or intemperance of passion ; and
that the scenes or moments in the representation of any eha-
racter, which are most susceptible of graceful representation,
should be those in which the dignity of the characier is moat
displayed in superiority to the passions which subdue ordimary
men. If the reader should arrive at these conclusions, he will,
perhaps, be led to perceive the cause of the acknowledged su-
periority of the French to the English stage, in the article of
grace; and that the bold delineations of character that distin-
~guish the drama which Shakspeare has formed, can be repre-
sented enly by the display of an energy and exremity of passion
which is incompatible with the temperance of graceful gesture.
In the preceding observations I have alluded only to the po-
. gitions and movements of the human form, under the dominion
of emotion or passion. It seems to me, however that the chegr-
vation may be carried farther, and that wherever in the move-
ments of the form, self-command or self.possession is expressed,
some degree of grace, at least, is always produced. 1 shall
state only two instances of this ; the first in the movement
of the form, in cases of difficulty, and the second of similar
movements in cases of danger.

The commen motions of walking, running, &c., have in
themselves nothing of difficulty, and are therefore, in general,
incapable of producing any emotion. But dancing is an art of
real difficulty, and we observe it always with the comsciousaess
of this difficulty. To acquire all the different metions which
are most commonly taught in this branch of education—to ap-
propriate them to the particular time and character of the
music—to understand the figure of every dance, which is pur-
posely made as intricete-as the time will permit ; and to be able

sible; and with what must hebe satisfied ? If the reader should arrive at these
conclusions, what will he, perhaps, be led to pereeive? In the preceding ob-
servations, under what circumstances only, has our author altuded to the po-
sitions and movements of the human form? How far, however, does it seem
that the observations may be carried? What two instances ouly, of this are
stated.’l Of the common motions of walking, running, &c.; and of dancing
what is remarked? What acquisitions are more difficult than we generally
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to execute all this with ease and faeility, are, in truth, acquisi-
tions of more difficulty than we generally believe, and require
more composure and presence of mind than we are commonly
disposed to imagine. When, accordingly, we see all this well
performed, when we see the dancer move without hurry or dis-
order ; perform all the steps of the dance with ease, accommo.
date his motions with justice to the measure, and extricate him.
self from all the apparent intricacies of the figure, with erder
and facility, we feel a very perceptible sentiment of surprise
and admiration, and are conscious of the grace of gestures, in
which so much skill, and composure, and presence of mind
are displayed. If we compare such a performance with the
rude gestures of the untaught vulgar, or with the hurried and
extravagant postures of those who happen unfortunately to
mingle in the dence without the requisite instruction, we shall
soon perceive how much the grace of gesture is dependent upon
the character of mind which it exhibits ; and if we ascend
from this common example to the higher exhibitions of the
art—to the sexious or hercic dancers of the opera stage, we
shall see this grace expand from the same cause, into loftier
dimensions, and be satisfied, that the applause we hear around
us is justly due to every exhibition where dignity of mind is
expressed, or where difficult things are performed with ease
and facility. I have chosen this instance as the most familiar
that occurs to me ; but the reader who will prosecute the sub-
joot, will find a thousand illustrations of it, in his observation of
the gestures of men in every performance which is difficult of
execution, and in proportion to this difficulty ; and will perceive
the influence of this presence or command of mind in bestow.
ing grace, from the boatman at his oar, or the smith at his anva,
to the deportment of the higher ranks in the drawing.room,

believe them to be; and what do they require? When, accordingly, do we
feel a very perceptible sentiment of surprise and admiration ; and of what
are we conscious? If we compare such a performance thh the rude ges-
tures of the untaught, vulgar, &c., what shall we soon perceive? If
we ascend from this common example to the highest exhibitions of the art,
into what shall we see thiz grace expand, and of what shall we be satisfied ?
Where may the reader who will prosecute this zubject, find a thousand illus-
trations of it; and in what will he perceive the influence of this presence of
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where presence and ease and elevation of mind, may be ex-
pressed in things so trifling as in the movement of a fan, or
in the presentation of a snuff-box. '

There is still a higher degree of grace cbservible in those
movements which express this self-possession and serenity of
mind, in cases of danger; and wherever the gestures or atti-
tudes are expressive of this serenity, they appear to me always
to be felt to be graceful. It is thus, I think, very observably,
in feats of horsemanship, performances upon the tight-rope,
&c., when they do not degenerate into tricks of mere agility,
or unnatural postures. That they are felt to be graceful even
by the lowest people, is obvious from their conduct during such
performances. They observe them with still apprehension ;
they shout and exult at their success; and when they speak of
them to their companions, they erect their forms, and assume
somewhat of the sympathetic dignity they have felt from these
expressions of superiority to danger. It is impossible, I think,
in the same manner, to observe the easy and careless move-
ments of a mason upon & roof, or of a sailor upon the mast,
without some sentiment of this nature. Observations of this
kind, every one may pursue; and that it is from the expression
of this strength and serenity of mind that the grace of such
attitudes or gestures arises, may easily be inferred, when it is
recollected that the same attitudes or gestures upon the ground,
or in a place of security, would be altogether unnoticed.

I entreat leave yet farther to remark, that the conjecture
which I have now stated seems to be supported by the consi-
deration of the parts of the human form, which are peculiarly
expressive of grace, and by the nature of the movement of
those parts when they are actually felt to be graceful. The
parts or members of the form which are peculiarly expressive
of the temperance or intemperance of passion, are those which

mind? In what movements is there a still higher degree of grace observa-
ble; and what remark follows? In what feats is this the case; and what
evidence have we that they are felt to be graceful, even by the lowest people ?
To observe what, is, in the same mauner, impossible? From what may it be
inferred that the grace of such attitudes or gestures arises from the impres-
sion of gtrength or serenity of mind? What does our author entreat leave
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are most susceptible of motion, or which are most easily and
visibly influenced by the character of mind. It is in these
parts or members accordingly, that grace chiefly, if not solely
resides—in the air and posture of the head, the turn of the
neck, the expansion of the chest, the position of the arms, the
motion or step of the limbs, the forms of the hair, and the folds
of the drapery. That it is in the slow and composed movement
alone of those parts, in that measure of motion, if I may use
the expression, which indicates self-possession and self.com-
mand, that the graceful is to be found, is an observation which
every one must have made, and which has been made from the
earliest antiquity. Grace, according to the luminous expres-
sion of Lord Bacon, consists *in gracious and decent motion ;”
and I need not remind my classical readers, that wherever the
poets of antiquity have represented graceful attitude or motion,
they have always represented it as composed or slow ; and that
wherever it has been represented by the sculptors of antiquity,
it has been expressed by the same signs of self-command, and
self-possession. [ presume to add only one illustration from
Virgil, in which the distinction between beauty and grace in
the air and movements of the human form, seems to me to
be expressed with his usual delicacy of taste and of imagina.
tion. -

In the first appearance of Venus to /Eneas she is thus de.
scribed :

Cui mater media sese tulit obvia sylva
Virginis os habitumque gerens, et Virginis arma
Spartane; vel qualis equor Threissa fatigat
Harpalice, volucremque fuga preevertitur Eurum;
Namque humeris de more habilem suspenderit arcum
Venatrix, dederatque comam diffundere ventis
Nuda genu, nodoque sinus collecta fluentes.

Zn. 1. 314,

farther to remark? What members of the form are peculiarly expressive of
the temperance or intemperance of passion; and what is it in which grace
chiefly or solely resides? What observation must every one have made, and
must have been made from the earliest antiquity? In what, according to
Lord Bacon, does grace consist ; and of what need not classical readers be re-
minded? Of the illustration added from Virgil, what is obeerved? Repeat
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Lo/ in the deep recesses of the wood,

Before his eyes, his goddess mother stood—

A huntress in her habit, and her mien,

Her dress a msid, her nir confessed a queen.

Bare wove her knees, and knots her garments bind ;
Loose was her hair, and wantoned in the wind;

Her hand sustained a bow—her guiver hung behind.
8he seemed & virgin of the Spartan blood—

With such array Harpatyoe bestrode

Her Thracian courser, and outstripped ihe rapid fieod.

4

In these lines, Venus appears in all the glow and gaiety of rural
beauty :—She bursts upon us, as upon her son, by surprise -
her air, her attire, bespeak youth and animation, and her hair,
floating upon the winds, marks the speed with which she has
pursued her woodland game. All this is beautiful and pic-
turesque, but it is not graceful. It is in the moment she disap-
pears, and when she reveals herself by her gesture, that Virgi}
raises this fine being into the grace that belonged to her:

Dixit, et averiens rogea cervice refulsit,
Ambrosissque com® divinum vertice odorem
Bpiravere; pedes vestis defluxit ad imos,

Et vera incessu patmit Den.
Toid, 402

Thus having said, she turned, and made appear

Her neck refulgent, and dishevelled hair,

Which flowing from her shoulders, reached the ground,

And widely spread ambrosial scents around.

In length of train descemds her sweeping gown,

And by her gracefal walk, the queen of love is known.
Dryden.

In this description every thing is changed and exalted; her
form dilates into serener majesty : her locks cease to float upon
the wind, and fall in dignity around her head; her robes de.
scend, and assume those ampler folds which mark a more ele-
vated form, and a loftier movement; and sbove all, her gait

the passage. In these lines how doen Venun appear? OF all this what is re-
marked ; and when is she raised to the grace that belongs to her? Repent
the following passage also. In this description how does she appear ¢ What
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rises from the gay hurry of the Spartan nymph, into the slow
and measured step which evinces the conscious dignity of her
genuine being.

. 'The influence of this expression may be pursued farther;
and it may, perhaps, amuse the reader to follow it into many
appearances, both in the animal world and in inanimate nature.
Wherever the powers and faculties of motion are possessed,
there the capacity of grace, at least, is possessed with them:
and whenever, in such motions, grace is actually perceived, I
think it will always be found to be in slow, and, if I may use
the expression, in restrained or measured motions. The mo-
tions of the horse, when wild in the pasture, are beautiful;
when urged to his speed, and straining for victory, they are
sublime ; but it is chiefly in movements of a different kind that
we feel them to be graceful—when in the impatience of the
field, or in the curveting of the manege, he seems to be con.
scious of all the powers with which he is animated, and yet to
restrain them from some principle of beneficence, or of dignity.
Every movement of the stag almost is beautiful, from the fine.
ness of his form, and the ease of his gestures; yet it is not in
these, or in the heat of the chase, that he is graceful : it is
when he pauses upon some eminence in the pursuit, when he
erects his crested head, and when, looking with disdain upon
the enemy who follows, he bounds to the freedom of his hills.
It is not, in the same manner, in the rapid speed of the eagle
when he darts upon his prey, that we perceive the grace of
which his motions are capable : It is when he soars slowly up-
wards to the sun, or when he wheels with easy and continuous
motion in airy circles in the sky.

In the personification which we naturally give to all inani-
mate objects which are susceptible of movement, we may easily
perceive the influence of the same association. We speak
commonly, for instance, of the graceful motions of trees, and
of the graceful movements 9f a river: It is never, however,

is remarked of the influence of this expression; and what may, perhaps,
amuse the reader? Whereis the capacity of grace poesessed ; and where, in
such motions, is grace perceived? How is this remark illustrated from the
motions of the horse, of the stag, and of the eagle? Where may we easily

- 51
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when these motions are violent or extreme, that we apply to
them the term of grace. It is the gentle waving of the tree i
slow and measured cadence which is graceful : not the tossing’
of its branches amid the storm : It is the slow and easy wind-
ing which is graceful in the movements of the river, and not the
burst of the eataract, or the fury of the torrent.

SECTION VI.

CONCLUSION OF THIS ESSAY.—OF THE FINAL CAUSE OF THIS
CONSTITUTION OF OUR NATURE.

The illustrations that have been offered in the course of this

_ Essay, upon the origin of the susLiMrTY and sEAUTY of some

of the principal qualities of MATTER, seem to afford suffi-
cient evidence for the following conclusions :

I. That each of these qualities is either from nature, from
experience, or from accident, the sign of some quality eapable
of producing emotion, or the exercise of some moral affection :
and,

II. That when these associations are dissolved, or in other
words, when the material qualities cease to be significant of
the associated qualities, they cease also te produce the emotions,
either of sublimity or beauty.

If these conclusions are admitted, it appears necessarily to
follow, that the beauty and sublimity of such objects are to be
ascribed, not to the material qualities themselves, but to the
qualities they signify ; and, consequently, that the qualities of
matter are not to be considered sublime or beautiful in them-
selves, but as the s1ens or EXPrEssIONs of such qualities, as, by
the constitution of our nature, are fitted to produce pleasing or
interesting emotion.

The opinion I have now stated coincides, in a great degree,
with & pooTRINE that appears very early to have distinguished

perceive the influence of the same association? How is this illustrated from
the motion of trees, and the motion of a river?

For what conclusions do the illustrations that have been offered in the
course of this Essay, seem to afford sufficient evidence ? If these conclu-
sions are admitted, what appears necessarily to follow? With what doctrine
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the PraToNic school ; which is to be traced, perhaps, amid
their dark and figurative language, in all the philosophical sys-
tems of the East, and which has been maintained in this coun-
try, by several writers of eminence; such as Lord Shaftes.
bury, Dr. Hutcheson, Dr. Akenside, and Dr. Spenece, but
which has been maintained no where so firmly and so phile-
sophically as by Dr. Reid in his invaluable work oN THE INTEL-
LECTUAL POWERS OF MAN. The doctrine to which I allude, is,
that matter is not beautiful in itself, but derives its beauty from
the expression of MiND.

As this doctrine, however, when stated in general terms, has
somewhat the air of paradox, I shall beg leave, in a few words,
to explain in what sense I understand and adopt it, by enume-
rating what appear to me the principal classes of this expres.
sion, or the principal means by which the qualities of matter
become significant of those qualities of mind which are des-
tined to affect us with pleasing or interesting emotion.

The qualities of MIND which are capable of producing emo.
tion, are either its AcTIVE, or its passivE qualities—either its
powers and capacities, as beneficence, wisdom, fortitude, inven.
tion, fancy, &c. or its feelings and affections, as love, joy,
hope, gratitude, purity, fidelity, innocence, &c. In the obser.
vation or belief of these qualities of mind, we are formed, by
the original and moral constitution of our nature, to experience
various and powerful emotions.

As it is only, however, through the medium of matter, that,
in the present condition of our being, the qualities of mind are
known to us, the qualities. of matter become necessarily ex.
pressive of all the qualities of mind which they signify. They
may be the signs, therefore, or expressions of these mental
qualities, in the following ways : ' '

I. As the immediate signs of the powems or capacities of
mind. It is thus, that all the works of human art or design are

does the opinion mow stated, coincide; and where is it to be traced? By
what individuals of eminence has it been maintained; and what in it? As
this doctrine, however, when stated in general terms, has somewhat the air of
paradox, what does our author beg leave to do; and in what manner ? What
are the qualities of mind which are capable of producing emotion ; and what
remark follows? Why do the qualities of matter become necessarily express-
ive of all the qualities of the mind whijch they signify? In what two ways
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directly significant of the wisdom, the invention, the taste, or
the benevolence of the artist; and the works of nature, of the
power, the wisdom and the beneficence of the Divine artist:

II. As the signs of all those srFEcTIONS, Or dispositions of
mind, which we love, or with which we are formed to sympa-
thize. It is thus that the notes and motions of animals are
expressive of their happiness and joy: that the tones of the -
human voice are significant of the various emotions by which
it is animated ; and that all the affections which we either love
or admire in the human mind, are directly signified by the va-
rious appearances of the countenance and form.

These may be called the direct expressions of mind ; and the
material qualities which signify such powers or affections, im-
mediately produce in us, the peculiar emotions which, by the
laws of our nature, the mental qualities are fitted to produce.
But beside these, there are other means by which the qualities
of matter may be significant to us of the qualities of mind, in-
directly, or by means of less universal and less permanent rela-
tions. :

1. From experience, when peculiar forms or appearances of
matter are considered as the means or instruments by which
those feelings or affections of mind are produced with which
we sympathize, or in which we are interested. It is thus that
the productions of art are-in so many various ways significant
of the conveniences, the pleasures, or the happiness they be-
stow upon human life, and as the signs of happiness affect us
with the emotion which this happiness itself is destined to pro-
duce. It is thus, also, that the scenes of nature acquire such
an accession of beauty, when we consider them as fitted, with
such exquisite wisdom, for the habitation of so many classes
of sentient being ; and when they become thus expressive of
all the varied happiness they produce, and contain, and con.
ceal—

2. From analogy or resemblance ; from that resemblance
which has every where been felt between the qualities of mat-

may they be the signs of these mental qualities; and how is this illustrated ?
What may these be called; and what effect do the material gualities which
signify such powers produce? But besides these there are what? What is
the first means mentioned; and what instances of illustration are given?
What is the second ; and how is it illustrated? What is the third ; and what
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ter and of mind, and by which the former becomes so power-
fully expressive of the latter. It is thus, that the colors, the
sounds, the forms, and above all, perhaps, the motions of inani.
mate objects are so universally felt to resemble peculiar quali-
ties or affections of mind, and when thus felt, are so productive
of the analogous emotion ; that the personification of matter is
so strongly marked in every period of the history of human
thought ; and that the poet, while he gives life and animation
to-cvery thing around him, is not displaying his own invention,
but only obeying one of the most powerful laws which regulate
the imagination of man—

3. From association, in the proper sense of that term, when
by means of education, of fortune, or of accident, material ob-
jects are connected with pleasing or interesting qualities of
mind; and from this connexion become, forever afterwards,
expressive of them. It is thus that colors, forms, &c., derive
their temporary beauty from fashion—that the objects which
have been devoted to religion, to patriotism, or to honor, affect
us with all the emotions of the qualities of which they become
significant—that the beauty of natural scenery is so often ex.
alted by the record of the events it has witnessed; and that
in every country, the scenes which have the deepest effect
upon the admiration of the people, are those which have
become sacred by the memory of ancient virtue or ancient
glory—

4. From. individual association; when certain qualities or
appearances of matter, are connected with our own private af-
fections or remembrances ; and when they give to these mate-
rial qualities or appearances a character of interest which is
solely the result of our own memory and affections.

Of the reality of these expressions I believe no person can
doubt ; and whoever will attend to the power and extent of their
influence, will, I think, soon be persuaded, that they are suffi-
cient to account for all the beauty or sublimity we discover in
the quelities of matter.

are the examples of illustration? What is the fourth; and when is it per-
ceived? Of the reality of these expressions, what is remarked; and of what
will he whe attends to the extent and power of their influence, soon be per-
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The conclusion, therefore, in which I wish to rest, is, thas
the beauty and sublimity mhich is felt in the various appearances
of matier, are finally to be ascribed to their expression of mind ;
or o their being, either directly or indirecily, the signs of those
qualities of mind which are fitled, by the constitution of our nature,
to affect us with pleasing or interesting emotion.

Yet, before I conclude this long, and, I fear, very tedious
essay, there is une view of the subject which I cannot prevail
upon myself to withhold. It is the view of the end, or FinNaL
cAUsE of this constitution of our nature; or of the purpose
which is served by this dependence of the beauty or sublimity
of the material world, on the higher qualities of which it is
made significant. It is, perhaps, the most striking and the most
luminous fact in the history of our intellectual nature, that that
principle of curiosity which is the instinctive spring of all sci.
entific inquiry into the phenomena, either of matter or of mind,
is never satisfied until it terminates in the discovery, not only
of design, but of benevolent design: and the great a.dvantage,
in my humble apprehension, which man derives from inquiry
into the laws of his own mind, i3 much less in the addition
which it gives to his own power or wisdom, than in the evidence
which it affords him of the wisdom with which his constitution
is framed, and the magnificent purposes for which it is formed.
It is in this conviction, that I submit, to my readers, the follow-
ing hints, upon this constitution of our nature with regard to
the maierial world :

L It is, in a very obvious manner, the means of diffusing
happiness, so far as it depends upon the pleasures of taste, with
a very impartial equality among mankind. We are perpetually
surrounded with the objects of the material world ; they are
capable of giving us either pleasure or pain ; and it must there.
fore be according to the law of this relation, that our pain or

suaded ? In what conclusion, therefore, does our author wish to rest? Yet, be-
fore he concludes this long essay, what view of the subject is he not willing:
to withhold? What is, perhaps, the most striking, and most luminous fact,
in the history of our intellectual nature’? Whatis the great advantage which
man derives, from inquiry into the laws of his own mind? What is its first
influence ; and of the objects of the material world by which we are per-
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our pleasure must be determined. If the beauty or sublimity
of the objects of the material world arose from any original and
determined law of our nature, by which certain colors, or sounds,
or forms, were necessarily and solely beautiful, then there
must necessarily have followed a great disproportion between
the happiness of mankind, by the very constitation of their na.
ture. If], for instance, certain colors, or forms, or magnitudes,
or proportions, in the scenery of nature alone were beautiful,
then all men to whom these appearances were unknown, must
necessarily have been deprived of all the enjoyment which the
scenery of external nature could give. The eye of taste would
often have looked in vain for its gratification ; one certain form,
in every class of objects, and one prescribed composition in
evéry varied scenery, could alone have afforded this gratifica-
tion ; and all the prodigal variety of nature, which now affords
so delightful a subject either of observation, or of reflection,
would then have been significant only of partiality or imperfec-
tion. If] still farther in the human countenance and form, there
were only certain colors, or forms, or proportions, that were
essentially beautiful, how imperious a check would have been
given, not only to human happiness, but to the most important
affections and sensibilities of our nature!-—the influence of
beauty would then have operated, in a thpusand cases, in oppo-
sition to the principles of duty; whenever it was wanting in
those with whom we were connected, some obstacle, at least,
would be imposed to the freedom or the warmth of our regard ;
and wherever it was present, an irresistible and faial prefer-
ence would be given to those in whom it was found. The
parent would turn from the children, whose forms nature had
"neglected, to those on whom she had lavished her external
favor ; the friend and the husband would feel their gratitude and
their affection decrease with every shade, which infirmity,

petually surrounded, what is remarked? Under what circomstances would
there be a great disproportion between the happiness of mankind, by the very
constitution of their nature? How is this remark fully illustrated? K, still
farther, in the human countenance and form, there were only certain colors, or
forms, or proportions, that were essentially beautiful, what consequence would
follow? What would be its influence upon domestic life, and upon society ?
If the emotions of taste, on the other hand, are produced by the perpetual ex-
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which sorrow, or which age threw over the countenances of
those whom they once loved ; the regards of general society
would fall but too exclusively upon those who were casually in
possession of these external advantages; and an aristocracy
would be established even by nature itself, more irresistible,
and more independent either of talents or of virtue, than any
that the influence of property or of ancestry has ever yet cre-
ated among mankind.

If the emotions of teste, on the other hand, and all the hap-
piness they give, are produced by the perpetual expression of
mind, the accommodation of this system to the happiness of
human nature is not only in itself simple, but may be seen in
the simplest instances. Wherever the appearances of the ma-
terial world are expressive of qualities we love or admire—
wherever, from our education, our connexmns, our habits, or
our pursuits, its qualities are associated in our minds with affect-
ing or interesting emotion, there the pleasures of beauty or of
sublimity are felt, or at least are capable of being felt. Our
minds, instead of being governed by the character of external
objects, are enabled to bestow upon them a character which
does not belong to them; and even with the rudest, or the
most common appearances of nature, to connect feelings of a
nobler or a more interesting kind, than any that the mere in-
fluences of matter can ever convey. It is hence, that the in.
habitant of savage and of barbarous countries clings to the
rocks and the deserts in which he was nursed ; that, if the
pursuit of fortune unhappily forces him into the regions of fer-
tility and cultivation, he sees in them no memorials of early
love, or of ancient independence ; and that he hastens to return
to the rocks and the deserts which spoke to his infant heart,
and amid which he recognises his first affections, and his
genuine home. Itis hence, that in the countenance of her
_ dying infant, the eye of the mother discovers beauties which
she feels not in those who require not her care; and that the
bosom of the husband or the friend glows with deeper affection

pression of mind, what follows? Where are the pleasures of beauty or of
sublimity felt, or capable of being felt; and why? How is this remark illus-
trated, from the conduct of the inhabitant of savage and of barbarous coun-
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when he marks the advances of age, or disease, over those
features which first awakened the emotions of friendship or of
love. It is hence, in the same manner, that the eye of admi-
ration turns involuntarily from the forms of those who possess
only the advantages of physical beauty, to rest upon the hum-
bler forms which are expressive of genius, of knowledge, or of
virtue ; and that in the public assemblies of every country, the
justice of national taste neglects all the gxternal advantages of
youth, of rank, or of grace, to bestow the warmth of its en-
thusiasm upon the mutilated form of the warrior who has ex.
tended its power, or the gray hairs of the statesman who has
maintained its liberty.

I1. This dependence of the beauty of matter upon the quali-
ties of which .it is significant, is, in a very obvious manner,
the great source of the progress and improvement of human
ART in every department, whether mechanical or liberal. Were
there any original and positive beauty in certain forms, or pro-
portions, or combinations of matter, and were it to these alone
that the sentiment of beauty was constitutionally restricted, a
very obvious barrier would be imposed to the progress of every
‘art that was conversant in material form ; and the sense of taste
would necessarily operate to oppose every new improvement.

As the peculiar forms, or combinations of form, which nature
had thus prescribed, could alone be beautiful, the common
artist would hardly dare to deviate from them, even when he felt
the propriety of it ; and whenever any strong motive of useful.
ness induced him to deviate from them, the spectator would feel
that sentiment of dissatisfaction which attends vulgar and unen-
lightened workmanship. The sense of beauty would thus be op-
posed to the sense of utility ; the rude but beautiful form, would
become as permanent in the productions of art, as we now see
it in those cases where the ideas of sanctity are attached to it ;

iriee—of the mother, the husband, or the friend, &c.? Of what is this depend-
ence of the beauty of matter upon the qualities of which it is significant, the
great source? Under what circumstances, would an obvious barrier be im-
posed to the progress of every art that was conversant in material form; and
how would the sense of taste necessarily operate? Asthe peculiar forms
which nature had thus prescribed, could alone be beautiful, what is observed
of the course of the common artist? To what would the sense of beauty be

52
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and thus, at once, an additional influence would be given to the
rude inventions of antiquity, and an additional obstacle imposed
to those progressive inventions, which are so necessarily de-
manded by the progress of society.

In the fine arts, still more, or inthose arts which are directed
solely to the production of beauty, this obstacle would seem to
be permanent and invincible. As no forms, or combinations of
forms could, in such # constitution of our nature, be beautiful,
but those which this'law of our nature prescribed, then the
period of their discovery must have been the final period of
every art of taste. The exertions of the artist must neces-
sarily have been confined to strict imitation ; the demand of
the spectator could alone have been satisfied when accuracy
and fidelity, in this respect, were attained; and the names of
genius, of fancy, or of invention, must either have altogethrer
been unknown, or known only to be contemned.

By the dependence of our sense of beauty, on the other
hand, upon the qualities of which material forms are significant,
and may be made signficant, a very different, and a far nobler
effect is produced upon the progress of human art. Being thus
susceptible of the expressions of fitness, of utility, of invention, of
study, or of genius, they are capable of producing all the emotions
of admiration, or delight, which such qualities of mind them-
selves produce ; and a field is thus opened to the dignified ambi.
tion of the artist, not only unbounded in its extent,but in which,
even in the lowest of the mechanical arts, the highest honors of
genius or of benevolence may be won. Instead of a few forms
which the superstition of early taste had canonized, every va-
riety, and every possible combination of forms, is thus brought
within the pale of cultivated taste; the mind of the spectator
follows with joy the invention of the artist; wherever greater
usefulness is produced, or greater fitness exhibited, he sees,

thus opposed ; and what would be the consequence? In what arts would this
obstacle seem to be permanent amnd invincible ; and what remark follows ?
To what must the exertions of the artist have been strictly confined, when
only could the demand ofthe spectator have been satisfied ; and to the names
of genius, &c., what would have been the consequence ? How is a very differ-
ent, and far nobler effect produced upon the progress of human art? Being
thus suaceptible of the expressions of fitness, &c. what emotions are they ca-
pable of producing ; and a field of what extent is thus opened to the dignified
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in the same forms, new beauty awakening. The sensibility of
imagination thus follows the progress of genius and of useful-
ness; and instead of an obstacle being imposed to the pro.
gress of art, a new motive is thus afforded to its improve.
ment, and a new reward provided for the attainment of excel-
lence.

With regard to the fine arts, the influence of this constitution
of our nature is still more apparent. Destined as they are to the
production of beauty, the field in which they are to labor is not
narrowed by the prescriptions of vulgar men-or of vulgar na-
ture ; nor are they chained, like the Egyptian artists of old, to
the servile acouracy of imitating those forms or compositions
of form alone, which some irresistible law has prescribed.
The forms and the scenery of material nature are around them,
not to govern, but to awaken their genius—to invite them to
investigate the sources of their beauty ; and from this investi-
gation to exalt their conceptions to the imagination of forms
and compositions of form more pure and more perfect than any
that nature herself ever presents to them. It is in this pursuit
that that ideal beauty is at last perceived, which it is the loftiest
ambition of the artist to feel and to express; and which, in.
stead of being created by any vulgar rules, or measured by
any organic effects, is capable of producing emotions of a
more exquisite and profound delight than nature itself is ever
destined te awaken.

III. It is far more important to observe, that it is by means
of this constitution of our nature, that the emotions of taste are
blended with ®ograL sentiment ; and that one of the greatest
pleasures of which we are susceptible, is made finally subser-
vient to moral improvement.

If the beauty of the material world were altogether inde.
pendent of expression, if any original law had imperiously pre.

ambition of the artist? How is this remark illustrated? What does the
sengibility of imagination thus follow, and what is the consequence? With
regard to the fine arts, how does it appear that the influence of this constitu-
tion of our nature is still more apparent? For what purpose are the forms
and scenery of material nature around them? In this pursuit what is per-
ceived ; und what is remarked of it? What is it of far more importance to
obgerve? If the beauty of the material world were altogether independent
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scribed the objects in which the eye and the ear alone could
find delight, the pleasures of taste must have been independent
of all moral emotion, and the qualities of beauty and sublimity
as distinct from moral sensibility as those of number or of figure.
The scenery of nature would have produced only an organic
pleasure, which would have expired with the moment in which
it was felt; and the compositions of the artist, instead of
awakening all the enthusiasm of fancy and of feeling, must
have been limited to excite only the cold approbation of faithful
outline and accurate detail. No secret analogies, no silent
expressions, would then have connected enjoyment with im-
provement ; and in contradiction to every other appearance of
human nature, an important source of pleasure would have
been bestowed without any relation to the individual or the
social advancement of the human race.

In the system which is established, on the contrary—in that
system which makes matter sublime or beautiful only as it is
significant of mind ; we perceive the lofty end which is pursued,
and that pleasure is here, as in every other case, made instru-
mental to the moral purposes of our being. While the objects
of the material world are made to attract our infant eyes, there
are latent ties by which they reach our hearts; and wherever
they afford us delight, they are always the signs or expressions
of higher qualities, by which our moral sensibilities are called
forth. It may not be our fortune, perhaps, to have been born
amid its nobler scenes : but wander where we will, trees wave,
rivers flow, mountains ascend, clouds darken, or winds animate
the face of heaven; and over the whole scenery, the sun sheds
the cheerfulness of his morning, the splendor of his noonday,
or the tenderness of his evening light. There is not one of
these features of scenery which is not fitted to awaken us to
moral emotion—to lead us, when once the key of our imagina-
tion is struck, to trains of facmatmg and of endless imagery ;

of expression, what must have been the consequence? What pleasure only,
would the scenery of nature have produced, and to what must the compogi-
tions of the artist have beenlimited? What remark follows 7 In the system
which is established, on the contrary, what do we perceive ; and what remark
follows? What may not be our fortune; yet wander where we will, what is
equally manifest? Each of these features of acenery is fitted to produce
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and in the indulgence of them to make our bosoms either glow
with conceptions of mental excellence, or melt in the dreams of
moral good. Even upon the man of the most uncultivated
taste, the scenes of nature have some inexplicable charm:
there is not a chord perhaps of the human heart which may
not be awakened by their influenece ; and I believe there is no
man of genuine taste, who has not often felt, in the lone majesty
of nature, some unseen spirit to dwell, which in his happier
hours touched, as if with magic hand, all the springs of his
moral sensibility, and rekindled in his heart those original con-
ceptions of the moral or intellectual excelience of his nature,
which it is the melancholy tendency of the vulgar pursuits of
life to diminish, if not altogether to destroy.

In the sublimity or beauty of the works of art, this purpose
of nature is still more evident. If it is from their natural
beauty they affect us, from their being expressive of fineness,
delicacy, gentleness, majesty, solemnity, &c.; they then
awaken corresponding emotions in our bosoms, and give exer-
cise to some of the most virtuous feelings of our nature. If it
is from their relative beauty, from their being expressive of
invention, genius, taste, or fancy, in the artist, they produce
effects no less important to our intellectual improvement. They
raise us to those high conceptions of the powers and of the
attainments of the human mind, which is the foundation of
every noble ambition : they extend our views of the capacities
of our nature for whatever is great or excellent; and whatever
be the pursuits from which we come, they stimulate us to higher
exertions in them, by the prospect of the genius which has
been exhibited, and the excellence which has been attained.

But it is chiefly in the beauty of the human countenance and
form that the great purpose of nature is most apparent. When
we feel these, it is not a mere organic or animal effect we ex-
perience. Whatever is lovely or beloved in the character of
MIND, whatever in the powers or dispositions of man can

what effect? Even upon whom have the scenes of nature some inexplicable
charm ; and what has every man of genuine taste felt? In what is this pur-
pose of nature etill more evident, and what considerations prove this to be the
case? To whatdo they raise ue, in what manncr do they extend our views;
and what follows? But in what is the great purpose of nature most appa-
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awaken admiration or excite sensibility ; the loveliness of inno-
cence, the charms of opening genius, the varied tenderness of
domestic affection ; the dignity of heroic, or the majesty of
patriotic virtue—all these are expressed in the features of the
countenance, or in the positions and movements of the form.
While we behold them, we feel not only a feeling of temporary
pleasure, but what Lord Kames profoundly and emphatically
called the ¢ sympathetic emotion of virtue ; we share in some
measure in those high dispositions, the expression of which we
contemplate ; our own bosoms glow with kindred sensibilities ;
and we return to life and to its duties, with minds either
softened to a wider benevolence, or awakened to a higher tone
of morality.

It is thus, by means of the expressions of which it is every
where significant, that the material universe around us becomes
a scene of moral discipline ; and that in the hours when we are
most unconscious of it, an influence is perpetually operating, by
which our moral feelings are awakened, and our moral sensi-
bility exercised. Whether in the scenery of nature, amid the
works and inventions of men, amid the affections of home, or
in the intercourse of general society, the material forms which
surround us are secretly but incessantly influencing our charac.
ter and dispositions. And in the hours of the most innocent
delight, while we are conscious of nothing but the pleasures we
enjoy, the beneficence of Him that made us, is employed in
conducting a secret discipline, by which our moral improve-
ment iz consulted, and those sentiments and principles are
formed, which are afterwards to create not only our own genu.
ine honor, but the happiness of all with whom it is our fortune
to be connected.

There is yet, however, a greater expression which the ap.
pearances of the material world are fitted to convey, and a

rent; and why?. What is expressed in the features of the countenance, or in
the positions and movements of the form? While we behold them, what is
their effect? What effect is thus produced by the material universe; and
where are the material forms which surround secretly, but incessantly influ-
encing our character and dispositions? And in the hours of the most inno-
cent delight, in what manner is the beneficence of Him that made us em-
ployed? What greater expression, however, are the appearances of the ma-
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more important influence which, in the design of nature, they
are destined to produce upon us: their influence I mean in
leading us directly to RELIGIOUS sentiment. Had organic en-
joyment been the only object of our formation, it would have
been sufficient to establish senses for the reception of these
enjoyments. But if the promises of our nature are greater—if
it is destined to a nobler conclusion—if it is enabled to look to
the Author of Being himself, and to feel its proud relation to
Him ; then nature, in all its aspects around us, ought only to be
felt as signs of his providence, and as conducting us, by the
universal language of these signs, to the throne of the Derry.
How much this is the case with every pure and innocent
mind, I flatter myself few of my readers will require any illus-
tration. Wherever, in fact, the eye of man opéns upon any
sublime or beautiful scene of nature, the first impression is to
consider it as designed, as the ¢ffect or workmanship of the Au.
thor of nature, and as significant of his power, his wisdom, or
his goodness : and perhaps it is chiefly for this fine issue, that
the heart of man is thus finely touched that devotion may
spring from delight; that the imagination, in the midst of its
highest enjoyment, may be led to terminate in the only ohject
in which it finally can repose ; and that all the noblest convic-
tions, and confidences of religion, may be acquired in the sim.
ple school of nature, and amid the scenes which perpetually
surround us. Wherever we observe, accordingly, the workings
of the human mind, whether in its rudest or its most improved
appearances, we every where see this union of devotional sen.
timent with sensibility to the expressions of natural scenery : it
calls forth the hymn of the infant bard, as well as the anthem of
the poet of classic times : it prompts the nursery tale of super-
stition, as well as the demonstration of the school of philoso-
phy. There is no era in which man has existed, so barbarous

terial world fitted to convey? Had organic enjoyment been the only object
of our formation, for what would it have been sufficient; but what remark
follows? Of what will few readers require any illustration? Wherever the
eye of man opens upon any sublime or beautiful scene in nature, what is the
firet impression ; and why, perhape, is this the case? Wherever we observe,
accordingly, the workings of the human mind, what do we see ; and what is
its effect? In the most barbarous eras, what are to be seen; and amid the
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that in it the traces are not to be seen of the alliance which he
has felt between earth and heaven ; or of the conviction he has
acquired of the mind that created nature, by the signs which it
exhibits : and amid the wildest, as well as amid the most genial
~ scenes of an uncultivated world, the rude aitar of the savage

every where marks the emotions that swelled in his bosom when
he erected it to the awful or the beneficent deities, whose imagi-
nary presence it records. In ages of civilization and refine-
ment, this union of devotional sentiment with sensibility to the
beauties of natural scenery, forms one of the most character-
istic marks of human improvement, and may be perceived in
every art which professes to give delight to the imagination.
The funereal urn, and the inscription to the dead, present them-
selves every where as the most interesting incidents in the
scenes of ornamental nature. In the landscape of the painter,
the columns of the temple, or the spire of the church, rise amid
the ceaseless luxuriance of vegetable life, and by their contrast,
give the mighty moral to the scene, which we love, even while
we dread it: the powers of music have reached only their
highest perfection when they have been devoted to the services
of religion; and the description of the genuine poet has sel-
dom concluded without some hymn to the Author of the uni-
verse, or some warm appeal to the devotional sensibility of
mankind.

Even the thoughtless and the dissipated yield unconsciously
to this beneficent instinct ; and in the pursuit of pleasure, re-
turn, without knowing it, to the first and the noblest sentiments
of their nature. They leave the society of cities, and all the
artificial pleasures, which they feel to have occupied, without
satiating their imagination. They hasten into those solitary
and those uncultivated scenes, where they seem to breathe a
" purer air, and to experience some more profound delight.
They leave behind them all the arts, and all the labors of man,

wildest scenes of an uncultivated world, what does the rude altar of the savage
every where mark? In ages of civilization and refinement, what does this
union form, and where may it be perceived? How is this illustrated from
the funereal urn, the landscape of the painter, the powers of music; and the
descriptions of the genuine poet? How are the thoughtless and the dis-

)
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to meet nature in her primeval magnificence and beauty. Amid
the slumber of their usual thoughts, they love to feel themselves
awakened to those deep and majestic emotions which give a new
and a nobler expansion to their hearts, and amid the tumult and
astonishment of their imagination,

Preesentiorem conspicere DEum

Per invias rupes, fera per juga,
Clivosque preeruptos, sonantes
Inter aquas, nemorumgque noctem.

To behold the present God

On the rocks by man untrod,

On the hill-tops wild and rude,
On the cliff’s deep solitude—~
Where the roaring waters move—
In the darkness of the grove.

1t is on this account that it is of so much consequence in the
education of the young, to encourage their instinctive taste for
the beauty and sublimity of nature. While it opens to the
years of infancy or youth a source of pure and of permanent
enjoyment, it has consequences on the character and happiness
of future life, which they are unable to foresee. It is to pro-
vide them, amid all the agitations and trials of society, with
one gentle and unreproaching friend, whose voice is ever in
alliance with goodneas and virtue, and which, when once under-
stood, is able both to sooth misfortune, and to reclaim from
folly. It is to identify them with the happiness of that nature
to which they belong ; to give them an interest in every species
of being which surrounds them; and, amid the hours of curi-
osity and delight, to awaken those latent feelings of benevo-
lence and of sympathy, from which all the moral or intellec-

sipated affected by this beneficent instinct ; and what do they do? Amid the
slumber of their usual thoughts, to what do they love to feel themselves awa-
kened ; and amid the tumult and astonishment of their imagination to be-
hold what? On this account, what is of the utmost consequence in the edu-
cation of the young; and why? Amid the agitations and trials of society,
with what is it to provide them, with what to identify them, in what to give
them an interest, and amid the hours of curiosity and delight, to awaken
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tual greatpess of man finally arises. It is to lay the founda-
tion of an early and of a manly piety: amid the magnificent
system of material signs in which they reside, to give them the
mighty key which can interpret them; and to make them look
upon the universe which they inhabit, not as the abode of hu-
man cares, or human joys only, but as the temple of the
zivine Gob, in which praise is due, and where service is to be
performed.

what feelings 7 Of what is it tolay the foundation, what to give them, and to
malke them look upon the universe which they inhabit in what licht 2

THE END.





