68

CHAPTER 1V,

M.;mog all that has been stated in the
last chapter, picturesqueness appears to
hold a station between beauty and subli-
mity; and on that account, perhaps, is
more frequently, and more happily blend-
ed with them both, than they maol,g_
each other. It is, however, perfectly dis-
tinct from either. Beauty and _umn.mﬂn_..

resqueness are indced evidently founded on
very oppostte qualities; the one on smooth-
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ness, the other on roughness; the one of
gradual, the other on sudden variation;
the one on ideas of youth and freshness,
the other on those of age, and even of
decay.

But as most of the qualities of visible
beauty are made known to us through the
medium of another sense, the sight itself
is hardly morc to be considered than the
touch, in regard to all those sensations
which are excited by beautiful forms; and
the distinction between the heautiful and
the picturesque, will, perhaps, be most
strougly pointed out by means of the lat-
ter sense. 1 am aware that this is lable
to a gross and obvious_ridicule; but for
that reason, nonc but gross and common-
place minds will dwell upon it.

Mr, Burke has observed, that “men
are carried to the sex in general, as it is
the sex, and by the comman lay of nature;
but they are attached to particulars by
personal beauty ;" he adds, I call beauty
a social quality; for where women and
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men, and not only they, but when othet
animals give us a sense of joy and plea-
sure in beholding them (and there are ma-
ny that do so) they inspire us with senti-
ments of tenderness and affection towards
their persons; we like to have them ncar
us, and we enter willingly into a kind of
relation with them®.”

These sentiments of tenderness and af-
fection, nature has taught us to express by
caresses, by gentle pressure; thesc are the
endearments we make use of, where sex is
totally out of the question, to beautiful
children, to beautiful animals, and even to
things inanimate; and where the size and
character, as in trees, buildings, &c. ex-
clude any such relation, still something of
the same difference of impression between
them and rugged objects appears to sub-
gist; that impression, however, is diminish-
ed, as the size of any beautiful object is
chereased; and as it approaches towards

% Sublime and Beautiful, p. 66.
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grandeur and magnificence, it recedes from
loveliness.

As the eye borrows many of its sensa-~
tions from the touch, so that again seems
to borrow others from the sight. Soft,
fresh, and beautiful colours, though “ not
sensible to feeling as to sight,” give us an
inclination to try their effect on the touch;
whereas, if the colour be not beautiful,
that inclination, I believe, is always di-
minished ; and, in objects merely pictu-
resque,_and void of all beauty, is rarely
excited *.

1t has been observed in a former part,that
symmetry, which perfectly accords with the
beautiful, is in the same degree adverse to
the picturesque; and this circumstance forms

a strongly marked distinction between the

* 1 have read, indeed, in some fairy tale, of a country,
where age and wrinkles were loved antl caressed, and
youth and freshness neglected ; but in real life, 1 fancy,
the most picturesque_old woman, however her admirer

may ogle her on that account, is perfectly safe from Lis

Curesses.
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two characters. The general symmetry
which prevails in the forms of animals 1s
obvious; but as no precise standard of it
in each species has been made or acknow-
ledged, any slight deviation from what is
most usual is scarcely attended to; in the
human form, however, from our being more
nearly interested in all that belongs to ik,
symmetry has been more accurately de-
fined ; and as far as human observation and
selection can fix a standard for beauty, it
has been fixed by the Grecian sculptors.
That standard is ackmowledged in all the
most civilized parts of Furope: a near ap-
proach to it, makes the person to be called
regularly_beautiful ; a departure from it,
whatever striking and attractive peculia-
rity it may bestow, is still a departure from
that perfection of ideal beauty, so dili-
gently soughtafter, and so nearly attained
by those great artists, from the few preci-
ous temains of whose works, we have
gained some idea of the refined art which
raised them to such high eminence ; for by
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their means we have learned to distin.
guish what is most exquisite and perfect,
from the more ordinary degrees of ex-
“'cellence.

There are several expressions in the ian-
guage of a neighbouring people of lively
imagination, and distinguished for their
gallantry and attention to the other sex,
which seem to imply an uncertain idea
of some character, which was not pre-
cisely beauty, but which, from whatever
causes, produced striking and pleasing
effects: such are une physionomie de fan-
taisie, and the well known expression
of un_certain je ne sais_guoi; it is also
comtnon tosay of a woman—ue sans &tre
belle elle est piguante—a word, by the bye,
that in many points answers very exactly
to picturesque. The amusing history of
Roxalana and the Sultan, is also the his-
tory of the piquant, which is fully exems=
plified in her person aiid her manners:
Marmontel certainly did not intend to give
the petit nez retroussé as a beautiful feature;
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but to shew how much such a striking
irregularity might accord.and co-operate,
with the same sort of irregularity in the
character of the mind. The playful, un-
equal, coquetish Roxalana, full of sudden
turns and caprices, is opposed to the
beautiful, tender, and constant Elvira ;

and the effects of irritation, to those of
softness and languor: the tendency of the
qualities of beauty alone towards mono-

tony, are no less happily insinuated.
Although there are no generally received
standards with respect to animals, yet those
who have been in the habit of breeding
them and of attending to their forms, have
fixed to themselves certain standards of
perfection. Mr. Bakewell, like Phidias or
Apelles,had probably formedinhis mind an
idea of perfection beyond what he had seen
in nature; and which, like them, though by a
different process, he was constantly endea-
vouring to imbody. It may be said, that this
perfection relates only to their disposition to
produce fat upon the most profitable parts;
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a very grazier-like, and material idea of
beauty it must fairly be owned : but still,
if a standard of shape- (from whatever
cause) be acknowledged, and called beau-
tiful, any departure from that settled cor-
respondence and symmetry of parts, will
certainly, within that jurisdiction, be con-
sidered as an irregularity in the form, and
a consequent departure from beauty, how-
ever striking the object may be in its gene-
ral appearance. More marked and sudden
deviations from the general symmetry of
antmals, whether arising from particular
conformation, from accident, or from the ef-
fects of age or disease, often very strongly
attractthe painter’s notice,and are recorded
by him; but they never can be thought to
make the object more beautiful: many of
these would, on the contrary, by most men
be called deformities, and not without
reason. I shall hereafter have occasion to
shew the connection, as well as the distinc-
tion that subsists between deformity and
picturesqueness.
5
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If we turn from animal to vegctable na-
ture, many of the most beautiful flowers
have a high degree of symmetry; so much
so, that their colours appear to be laid on
after a regular and finished design: but
beauty is so much the prevailing charac-
ter of flowers, that no one seeks for any
thing picturesque among them. In trees,
on the other hand, every thing appears so
loose and irregular, that symmctry seems
out of the question; yet still the same
analogy subsists. A beautiful trce, con-
sidered in point of form only, must have
a certain correspondence of parts, and a
comparative regularity * and proportion;

* Cowley lLas very accurately enumerated the chief
qualities of beauty, in Lis description of what he considers
asone of the most beautiful of trees,—the lime.  He has
not forgot symmetryin the catalogue of its charms, though
it is probable that few readers will agree with him in ad.
wiring the degree, or the style of it, which is displayed in
the lime: but exact symmetry in all things was then as

extravagautly in fashion, as it is now (perhaps too violently)

i disgrate,
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(whereas inequality and irregularity alonc,
will give to a tree a picturesque appearance,
more especially if' the effects of age and
decay, us well as of accident are conspi-

cuous: when, for instance, some of the
limbs are shattered, and the broken stump
remains in the void space; when others,
half twisted round by winds, hang down-
wards; while others again shoot in an op-
posite direction, and perhaps some large
bough projects side ways fromm helow the
stag-headed top, and then as suddenly
turns upwards, and rises above it, The
general proportion of such trees, whether
tall or short, thick or slender, is not mate-
rial to their character as picturesque ob-
jects; but where beauty, elegance, and
gracefulness are concerned, a short thick
proportion will not give an idea of those

Stat Philyra ; haud omnes formosior altera surgit
. Inter Hamadryades; mollissima, eandida, levis,

Et viridante coma, & bene olenti flore superba,

Spargit odoratam late atque equaliter umbram,

If we take candida fop clear, as candidi Sontes; and

viridante, as peculiarly fresh and verdant, we have every
quality of beauty separately considered.
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qualities. There certainly are a m.:.uma va-
riety of pleasing forms and proportions i
trees, and different men have different pre-
dilections, just as they have with respect te
their own species; but I never knew any
person, who, if he observed at all, was
not struck with the gracefulness and ele-
gance of a trec, whose proportion was ra-
ther tall, whose stem had an ensy sweejp,
but which returned again in such a manner
that the whole appeared com pletely poised
and balanced, and whose boughs were in
some degree pendent, but towards theiy
extremities made a gentle curve upwards :
if to such a form you add fresh and tender
foliage and bark, you have every quality
assigned to beauty.

In the last chapter T described the pro-
cess by which a beautiful artificial_object
becomes picturesque: 1 will now shew the
similar effect of the same kind of process
in nefural objects ; and more fully to illus-
trate the subject, will compare at the same
moment the effect of that process, on ani-
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mate, and inanimate objects. 1t cannot be
said that there is much general analogy
between a tree and a human figure; but
there is a great deal in the particular qua-
litics which make them eithier beautitul, or
picturesque. Almost all the qualities of
beauty, as it might naturally he expected,
belong to youth; and, among them all,
none is more consonant to our ideas of
beauty, or gives so general an impression of
itas freshness: without it, the most perfect
form wants its most precious finish; where-
ever it begins to depart, wherever marks
of age, or of unhealthiness appear, though
other effeets, other sympathies, other cha-
racters may avise, there must be a diminu-
tion of beauty. I'reshness, which equally
belongs to vegetable and animal beauty,
is one of the most striking and attractive
qualities in the general appearance of a
beautiful object; whether of a tree in is
most flourishing state, or of a human figure
in its highest perfection. In either, the
smallest diminution of that quality from
age or disease, is a manifest diminution of
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beauty; for asit was remarked by a wriler
of the highest cminence, venustus & pula
chritudo corporis, secerni mnon  potest a
valefudine *, DBesides the relation, which
in point of freshness in the general ap-
pearance, a beautiful plant or a beautiful
person bear to each other, there is likewise
a correspondence in particular parts: the

luxuriancy of foliage, answers to that of

hair; the delicate smoothness of bark, to
that of the skin; and the clear, even, and
tender colour of'it, to that of the complex-
ion: there is also, in the hark and the skin,
though much more sensibly in the latter,
another beauty arising from a look of soft-
ness and suppleness, so opposite to the hard
and dryappearance,which, as well as rough-
ness, is brought on by age; and which pecu-
liar softness (arising in this case from the
free circulation of juices to every part, and
in contra-distinction to whatis dry, though
yielding to pressurc) is well expressed by
the Greek word ‘ez o word whose

* Circro de Officils, Lib. 1.
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meaning I shall have occasion i dwell
more fully upon hereafter . The carliest,
and most perceptible attacks of time, are
made on the bark, and on the skin; which
at first, however, merely lose their evenness
of surface, and perfect clearness of colour:
by degrees, the lines grow stronger in each ;
the tint more dingy; often unequal and in
spots; and in proportion as cither trees,
or men advance towards decay, the regu-
lar progress of time, and often the efs
fects of accident, occasion great and par-
tial changes in their forms. In trees, the
various hollows and inequalities which are
produced by some parts failing, and others
in consequence falling in; from accidental
marks and protuberances, and from other
circumstances which a long course of years
gives rise to, are obvious; and many cor-
respondent changes from similaricauses in
the human form, are no less obvious. By
such changes, that nice symmetry and cor-
respondence of parts so essential to beauty,

* In the Appendix.

VOor. 1. It
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is in both destroyed; in both, the hand of
time roughens the surface, and traccs still
deeper furrows ; a few leaves, a few hairs,
are thinly scattered on their summits; that
light, airy, aspiring look of youth is gone,
and both seem shrunk and tottering, and
ready to fall with the next blast.

Such is the change from beauty; and to
what? surely not to a higher, or an equal
degree, or to a different style of beauty,
no, nor to any thing that resembles it:
and yet, that both thesc objects, even in

this last state, have often strong attractions
for painters—their works afford sufficient
testimony ; that they are called pictures-
que—the general application of the term
to such objects, makes equally clear; and
that they totally differ from what is beau-
tiful—the common feelings of mankind no
less convincingly prove, One misappre-
hension 1 would wish to guard against; 1
do not mean to infer from the instances I
have given, that an object to be pictures-
que, must be old and decayed; but that
the most beautiful objects will become so
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from the effects of age, and decay: and I
believe it is equally true, that those which
are naturally of a strongly marked and
peculiar character, are likely to become
still more picturesque by the process I
have mentioned.

1 have now very fully stated the prin-
cipal circumstances by which the pictures-
que is separated from the beautiful. It is
equally distinct from the sublime; for
though there are some qualities common
to them both, yet they differ in many es+
sential paints, and proceed from very dif~
ferent causes. In the first place, great-
ness of dimension® is a poweriul cause of
the sublime; the picturesque has no con-
nection with dimension of any kind, and
isas often found in the smallest as in the
largest objects. The sublime, being found-

* I would by no means l4y too much stress on great-
ness of dimension; but what Mr. Burke has observed
with regard to buildings, is true of many natural ob-
jects, such as rocks, cascades, &c.: Where the scaleis
too diminutive, no greatness of manner will give them
grandeur.

G 2
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ed on principles of awe and ferror, never
descends to any thing light or playful;
the picturesque, whose characteristics are
intricacy and variety, is equally adapted
to the grandest, and to the gayest scenery.
Infinity is one of the most effictent causes
of the sublime; the boundless oceam, for
that reason, inspires awful sensations: fo
give it picturesqueness, you must destroy
that cause of its sublimity; for it is on the
shape and disposition of its boundaries,
that the picturesque must in great mea-
sure depend.

Uniformity, which is so great an enemy
to the picturesque, is not only compatible
with the sublime, but often the cause of
it. . That general, equal gloom which is
spread over all nature before a storm,
with the stillness, so nobly described by
Shakspeare, is in the highest degree sub-
lime®, The picturesque requires greater

* And as we oflen see against 2 slorm

A silence in the heavens, the wrack stand still,
The bold winds speechless, and the orb jtself

As hush as death— anon the dreadful thunder
Docs send the region,

Q2

variety, and does not shew itself till the
dreadful thunder has rent the region, has
tosscd the elouds into a thousand tower-
ing forms, and opened, as it were, the re-
cesses of the sky. A blaze of light un-
mixed with shade, on the same principles
tends to the sublime only: Milton has
placed light in its most glorious brightness,
as an inaeccssible barrier,round the throne
of the Almighty:
For God is light,

And never but in unapproached light

Duwelt from eternity.
And such is the power he has given even
to its diminished splendor,

“That the brighiest seraphim
Approach pot, bat with both wings veil their eyes.

In one place, indeed, he has introduced
very picturesque circumstances in his su-
blimme representation of the deity: but it is
of the deity in wrath; it is when from the
weakness and narrowness of our concep-
tions, we give the names and the effects

of our passions, to the all-perfect Creator;
And clouds began
To darken all the hiil, and smoke to roll
¢ 3
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n
M " M”_“”w H..Mmuwm reluctant flames, the sign
In general, however, where the glory
Power, or majesty of God are H.mwwmmngn_.
he _Em. avoided that variety of form and om
nouo:::mu which might take off from sini-
ple and uniform grandeur; and has en-
Mou%mmmmm m.:m divine essence with up-
QMMHMM.EQ light, or with the majesty of
.&m._m_:u (if we descend to earth) a per-
pendicular rock of vast bulk and height
though bare and unbroken; or a amgq
orwm:u under the same circumstances E.w
objects which produce awful mm:mmm,ozm.
w.:n without some variety and intricac u
either in themsclves or their mcooavm:ﬂ
ments, they will not be picturesque. Last-
ly, 2 most essential difference between
._“rm two characters is, that the sublime, b
1ts solemnity, takes off from the mo(.o:m_m,“
.om beauty; whereas the picturesque Ss&n._.m
wn more captivating. This last difference
is bappily pointed out and illustrated, in
the most ingenious and pleasing of all “m?

87
rions, that of Venus's Cestus. Juno, how-
ever beautiful, had no captivating charms,
till she had put on the magic girdle; in
other words, till she had exchanged her
stately dignity, for playfulness and co-
quetry.

According to Mr. Burke®, the passion
caused by the great and sublime in nature,
when those causes operate most powerfully,
is astonishment; and astonishment is that
state of the soul, in which all its motions
arc suspended with some degree of horror:
the sublime also, being founded on ideas
of pain and terror, like them operates by
stretching the fibres beyond their natural
tone, The passion excited by beauty, Is
love and complacency; it acts by relaxing
the fibres somewhat below their natural
tone, and this is accompanied by an in-
ward sense of melting and languor. I
have lLeard this part of Mr. Burke’s book
criticized, on a supposition that pleasure
is more generally produced from the fibres

* Sublime and Beautiful, Part 11, Sect, 1.
G 4
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being stimulated, than from their being re-
laxed. To me it appears, that Mr. Burke
is right with respect to that pleasure whicl
is the effect of beauty, or whatever has an
analogy to beauty, according to the prin-
ciples he has laid down.

If we examine our feelings on a warm
genial day, in a spot full of the softest
beauties of nature, the fragrance of spring
breathing around us—pleasure then seems
to be our natural state; to be received,
not sought after; it is the happiness of ex-
isting to sensations of delight only ; we are
unwilling to move, almost to think, and
desire only to feel, to enjoy. In pur-
suing the same train of ideas, I may
add, that the effect of the picturgsque is
curiosity; an effect, which, though less
splendid and powerful, hasa more general
influcnce, 'Those who have felt the ex-
citement produced by the intricacies of
wild romantic mountainous scenes, can
tell how curiosity, while it prompts us ta
scale every rocky promontory, to explore
every new recess, by its active agency

%
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keeps the fibres to their full tone; and thua
picturesqueness when mixed with either of
the other characters, corrects the languor
of beauty, or the tension of sublimity.

But as the nature of every corrective, must
be to take off from the peculiar effect of
what it is to correct, so does the picturesque
when united to either of the others. Itis
the nB]:%.H@L&. nature; 1t makes beauty

more amusing, more varied, more playful,
but also,
“ Less winning soft, less amiably mild.”

Again, by its variety, its intricacy, its par- !
tial concealments, it excites that active |
curiosity which gives play to the mind, |
loosening thosc iron bonds, with which as- |
tonishment chains up its faculties®. i

Where characters, however distinct in'
their nature, are perpetually mixed together
in such yvarious degrecs and manners, it is
not always casy to draw the exact line of

* This seems to be perfectly applicable to tragi-

SRS -

comedy, and is at once its apology and condemnation,

Whatever relieves the mind from a strong impression, of

course weakens that impression,

;'VO/._,.{O/ JJA\D?X...N
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separation: I think, however, we may
conclude, that where an object, or a set of
objects are without smoothness or grand-
eur, but from their intricacy, their sudden
and irregular deviations, their variety of
forms, tints, and lights and shadows, are
interesting to a cultivated eye, theyarestm-
ply picturesque. Such, for instance, are
the rough banks that often inclose a bye-
road, or a hollow lane: imagine the size of
these banks, and the space between them
to be increased, till the lane, becomes a
deep dell; the coves, large caverns; the
peeping stones, hanging rocks, so that the
whole may impress an idcaof awe and gran-
deur;---the sublime will then be mixed with
the picturesque, though the scale only, not
the style of the scenery would be changed.
On the other hand, if parts of the banks
were smooth and gently sloping; or if in
the middle space the turf were soft and
close-bitten; or if a gentle stream passed
between them, whose clear, unbroken sur-
face reflccted all their varieties---the beau-
tiful and the picturesque, by means of that

a1

softness and smoothness, would then be

nnited.
I may here observe, that as softness is

become a vistble quality as well as smooth-
ness, so also, from the same kind of sym-
pathy, it is a principle of beauty in many
vistble objects: but as the hardest bodies
are those which receive the highest polish,
and consequently the highest degree of
smoothness, there must be a number of ob-
jects in which smoothness and softness are
for that reason incompatible. The one
however is not unfrequently mistaken for
the other, and I have more than once
heard pictures, which were so smoothly
finished that they looked like ivory, com-
mended for their softness.
The skin of a delicate woman, is an ex-
m::mno of softness and mSoonermm united ;
but if by art a higher polish be given to the
skin, the softness, and in that case I may
add the beauty, is destroyed.  Fur, moss,
lhair, wool, &c. are comparatively rough;
but they are soft, and yield to pressure,
and therefore take off from the appear-
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ance of hardness, and also of edginess.
A stone or rack, when polished by water,
1s smoother, but less soft than when co-
vered with moss; and upon this principle,
the wooded banks of a river have often a
softer general effect, than the bare, shaven
border of a canal. There is the same dif-
ference betwcen the grass of a pleasure-
ground mowed to the quick, and that of a
fresh meadow; and it frequently happens,
that continual mowing destroys the ver-
dure, as well as the softness. So much

does excessive attachment to one mz.:::-

ﬁ!_Wmmen\S% its own ends.

Before I end this chapter, I wish to say
a few words with respect to my adoption
of Mr. Burke’s doctrine. It has been as-
serted, that I have pre-supposed our ideas
of the sublime and beautiful to be clearly
settled®*; whercas the least attention to
what I have written, would have shewn
the contrary. As far as my own opinion is

concerned, I certainly am convinced of

* Essay on Design in Gardening, by Mr. George
Aasan, page 201.

93
the general truth and accuracy of Mr.

Burke’s system, for it is the foundation of
my own; but I must be very ignorant of
human nature, to suppose * our ideas
clearly settled” on any question of that
kind. I therefore have always spoken
cautiously, and even doubtingly, to avoid
the imputation of judging for others; I
have said—if we agree with Mr. Burke—
according to Mr. Burke,—and in the next
chapter to this, I have stated that Mr.
Burke has done a great deal towards settling
the vague and contradictory ideas, &c.
These passages so very plainly shew how
little T presumed to suppose our ideas were

clearly settled, that no person, who had

~read the book with any degree of atten-

tion, could have made such a remark: and
I must say, that whoever does venture to
criticize what he has not considered,
much more his own enemy, than the au-
thor’s.

By way of convincing his readers that
Mr. Burke’s ideas of the sublime are un-
worthy of being attended to, Mr. G. Ma-
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son has the following remark, which I have
taken care to copy very exaclly; “The
majority of thinking and learned men,
whom it has been my lot to converse with
on such subjects, are as well persuaded of
terror’s being the cause of sublime, as that
Tenterden stéeple is of Goodwin sands.”
As Mr. Mason scems very conversant with
the classics, as well as with English authors,
and as the sublime in poctry has been dis-
cussed by writers of high authority, and
the sublimity of many passages very gene-
rally acknowledged, I could wish that he
and his learned friends, would take the

trouble of examining such passages in
Homer, Virgil, Shakspeare, Miltop, and
all the poets who arc most eminent for
their sublimity: and should they find, as
surely they will, that almost all of them
are founded upon terror, or on those mo-

difications of it which Mr. Burke has so
admirably pointed out, they may perhaps
be inclined to speak somewhat less con-
temptuously of his researches. They may
even be led to reflect, what must have been
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the depth and penetration of that man’s
mind, who, scarcely arrived at manhood,
clearly saw how one great principle, an
acknowledged cause of the sublime in
poetry, was likewise the most powerfal
{ cause of sublimity in all objects whatso-
ever; pursued it through all the works of
art, and of nature; and explained, illus-
trated and adorned his discovery, with that
ingenuity, and that brilliancy of language,
in which he stands unrivalled.

A number of sublime passages in poe-
try will of course present themselves to a
person so well read in the classics as Mr.
Mason, but 1 will beg leave to remind him,
and those who reject Mr. Burke’s doctrine,
of a few instances, in which if terror be not
the cause of the sublime, I have no idea of
any cause of any effect. It is natural to be-
gin by the great father of all poetry, and by
a passage which_Longinus has particularly
dwelt upon: it is that celebrated one in the
lliad #*, where Homer has described Jupi-

# [Had, B. xx. L. 56.




96

ter thundering above, Neptune shaking the
earth beneath, and Pluto starting from
his throne with terror, lest his secret and
dreary abodes should be burst open to the
day. From this short exposition the read-
er may judge what is the principle on
which the sublimity of this passage is
founded.

The most sublime passage, according to
my idea, in Virgil, or perhaps in any other
poet, is that magnificent personification of
a thunder storm.

Ipse Pater, media nimborum in nocte, corusea
Fulmina molitur dextra, guo maxima motu
Terra tremit, fugere fere, & mortalia corda
Per gentes humilis stravit pavor,—Ille flagrauti
Aut Atho aut Rhodopen, aut alta Cerauma telo

Dejicit.

Divest these two passages of terror, what
remains? In this last particularly, the
sublime opposition between the cause and
the effect of terror, more strongly than in
any other illustrates the principle. And I
may here observe, that one clrcumstance
which gives peculiar grandeur to personifi-

o7

cations, is the attributing of natural events,
to the immediate action of some angry
and powerful agent.

Ipse Pater medid, &¢

Neptunus muros szvoque emota tridente
Fundamenta guatit.

Whenever Dante is mentioned, the in-
scription over the gates of hell, and the
Conte Ugolino, are among the first things
which occur. Milton’s Paradise Lost is
wrought up to a higher pitch of awful
terror than any other poem; to a mind full
of poetical fire, he added the most studied
attention to effect; and I think thereis a
singular instance of that attention, and of
the use he made of terror, in one of his
most famous similes:

As when the sun new risen,
Looks through the horizontal misty air
Shorn of his beams, or from behind the moon

In dim eclipse, disastrons twilight sheds !
On half the nations,

The circumstances are perfectly appli-
cable to the fallen archangel; but Milton
possibly felt that the sun himself, when




98

shorn of his beams and in eclipse, was a
less magnificeat object than when ia full
splendour, and therefore added * that dig-
nified image of terror
And with fear of change
Perplexes monarchs,

From Shakspeare also, a number of de-
tached passages might be quoted, to prove
what surely nceds no additional argument;
but that most original creator, and most
accurate observer, of whom no English-
man can speak without enthusiasm, has
furnished a more ammple proof of the sub-
lime effect of unremitting terror. Let
those who have read, or seen his tragedies,
consider which among them all 18 most
strikingly sublime; which of them most

* It might even be conjectured, that he had literally
added that last imagze; for the pause (which no poet took
more paing to vary) is the same as in the preceding live,
and the half verse wlich follows

“ Darken’d so, yet shone”
would do equally well in point of metre, and of sense

after
On half the nations.
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powerfully seizes on the imagination, and
rivets the attention, I believe almost every
voice will give it for Macheth. In that
all is terror; and therefore either Aristotle,
Longinus, Shakspears, and Burke, or Mr.
G. Mason, and his learned friends, have
been totally wrong in their ideas of the
sublime, and of its causes.

That the same principle prevails in all
natural scenery, has been so fully and
clearly explained by Mr. Burke, thatany
further arguments seem superfluous; yet
as it sometimes happens, that what is
placed in a different, though less striking
light, may chance to make an impression
on particular minds, I will mention a few
things which have occurred to me. 1am
persuaded that it would be difficult to
conceive any set of objects, to which, how-
ever grand in themselves, an addition of ter-
rorwould not give a higher degree of sublim-
ity; and surely that must be a cause, and a
principal cause, the increase of which in-
creases the effect, the absence of which,
weakens, or destroys it. The sea is at all

H 2
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times a grand object; need I say how
much that grandeur is increased by the
violence of another clement, and again,
by thunder and lightning? Why are rocks
and precipices more sublime, when the
tide dashes at the foot of them, forbidding
all access, or cutting off all retreat, than
when we can with ease approach, or retire
from them? How is it that Shakspeare
has heightened the sublimity of Dover
Cliff, so much beyond what the real scene
exhibits ? by terror; he has placed terror
above on the brink of the abyss; in the
middle where

* Half way down
« Hangs one who gathers samphire ; dreadful trade”

And even on the beach below, drawing
an idea of terror from the comparative
deficiency of one sense:

The murmuring surge
That on tire unnumber’d idle pebbles chafes
Cannot be heard so high; 1'll ook ne more
Lest my brain turn.

The nearer any grand or terrible objects
in nature press upon the mind (provided
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that mind is able to contemplate them
with awe, but without abject fear) the
more sublime will be their effects. The
most savage rocks, precipices, and cata-
racts, as they keep their stations, are only
awful; but should an earthquake shake
their foundations, and open a new gulph
beneath the cataract—he, who removed
from immediate danger, could dare at such
a moment to gaze on such a spectacle,
would surely have sensations of a much
higher kind, than those which were im-
pressed upon him when all was still and
unmoved.




