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BEAUTY, axp orTuER PLEASURES oOF
TASTE.

As Sublimity conftitutes a particular character LEG T
of compofition, and forms one of the higheft Ve
excellencies of eloquence and of poetry, it was
proper to treat of it at fome length. It will not
be neceffary to difcufs fo particularly all the
other pleafures that arife from Tafte, as fome of
them have lefs relation to our main fubje&. On
Beauty only I fhall make feveral obfervations,
both as the fubjec is curious, and as it tends to
improve Tafte, and to difcover the foundation
of feveral of the graces of defcription and of
poetry *,

BeauTY next to Sublimity, affords, beyond
doubt, the higheft pleafure to the imagination.

* See Hutchinfon’s Enquiry concerning Beauty and Virtue
—Gerard on Tafte , chap. iii.—Enquiry into the Origin ofthe
Ydeas of the Sublime and Beautiful—Elements of Criticifin,
chap, iii.—Spedator, vol. vi. Effay on the Pleafures of
Tafte,
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The emotion which it raifes, is very diftinguifh-
able from that of Sublimity. It is of a calmer
kind ; more gentle and foothing; does not elevate
the mind fo much, but produces an agreeable
ferenity. Sublimity raifes a feeling, too violent,
as I fhowed, to be lafting; the pleafure arifing
from Beauty admits of longer continuance. It
extends alfo to a much greater variety of objects
than Sublimity; to a variety indeed fo great,
that the feelings which Beautiful objects produce,
differ confiderably, not in degree only, but alfo
in kind, from one another. Hence, no word
in the language is ufed in a more vague fignifi-
cation than Beauty. It is applied to almoft
¢very external object that pleafes the eye, or
the ear; to a great number of the graces of
writing 5 to many difpofitions of the mind; nay,
to feveral objects of mere abftra@ fcience. We
talk currently of a beautiful tree or flower; a
beautiful poem; a beautiful charader; and a
beautiful theorem in mathematics.

HENCE we may eafily perceive , that, among
fo great a variety of objecs, to find out fome
one quality in which they all agree, and which
is the foundation of that agreeable fenfation they
all raife, muft be a very difficult, if not, more
probably, a vain attempt. Objeéts, denominated
Beautiful, are {o different, as to pleafe, not in
virtue of any one quality common to them all,
but by means of feveral different principles in
buman nature. The agrecable emotion which

they all raife, is fomewhat of the fame nature 5
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and therefote, has the common name of Beauty
given to it; but it is raifed by different caufes.
HyrorHeses, however, have been framed by
ingenious men, for affigning the fundamental
quality of Beauty in all objeds. In particular,
Uniformity amidft Variety , has been infifted
on as this fundamental quality. For the Beauty
of many figures, I admit that this accounts in a
fatisfying manner. But when we endeavour to
apply: this principle to Beautiful objeéts of fome
other kind, as to Colour for inftance, or Motion,
we fhall foon find that it has no place. And
even In external figured objeds, it does not hold,
that therr Beauty is in proportion to their mix.
ture of Variety with Uniformity ; feeing many
pleafe us as highly beautiful, which have almoft
no variety at all; and others, which are various
to a degree of intricacy. Laying f{yftems of this
kind, therefore, afide, what I now*propofe is,
to give an enumeration of feveral of thofe clafles
of objects in which Beauty molt remarkably
appears; and to point out, as far as I can, the
feparate principles of Beauty in each of. them,
Corour affords, perhaps, the fimpleft inftance
of Beauty, and therefore the fitteft to begin
with. Here, neither Variety, nor Uniformity,
nor any other principle that I know, can be
afligned , as the foundation of Beauty. We can
refer it to no other caufe but the ftru@ure of the
eye , which determines us to receive certain
modifications of the rays of light with more
pleafure than others. And we fes accordingly,

L Bgir,
Y.
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that, as the organ of fenfation varies in different
perfons, they have their different favourite
colours. It is probable, that affociation of ideas
has influence, in fome cafes, on the pleaflure
which we receive from colours. Green, for
inftance, may appear more beautiful, by being
conne@ed in our ideas with rural profpeéts and
fcenes; white, with innocence; blue, with the
ferenity of the fky. Independent of affociations
of this kind, all that we can farther obferve
concerning colours 1s, that thofe chofen for Beauty
are, generally, delicate, rather than glaring.
Such are thofe paintings with which nature hath
ornamented fome of her works, and which art
firives in wvain to imitate; as the feathers of
feveral kinds of birds, the leaves of flowers,
and the fine variation of colours exhivited by
the [ky at the nifing and fetting of the fun.
Thefe prefent to us the higheft inftances of the
Beauty of colouring; and have accordingly been
the favourite fubjects of poetical defcription in
all countries.

From Colour we proceed to Figure, which
opens to us forms of Beauty more complex and
diverfified. Regularity firft occurs to be noticed
as a fource of Beauty. By a regular figure, is
meant, one which we perceive to be formed ac.
cording to fome certain rule, and not left arbi-
trary, or loofe, in the conftruction of its parts.
Thus, a circle, afquare,atriangle, ora hexagon,
pleafe the eye, by their regularity, as heau-
tiful figures. *We muft not, however, conclude,

e ——_
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that all figures pleafe in proportion to theirregular-
ity ; or that regulasity is the fole, or the chief,
foundation of Beauty in figure. On the contrary,
a certain graceful variety is found to be a much
more powerful principle of Beauty; and is there-
fore ftudied a great deal more than regularity,
in all works that are defigned merely to pleafe
the eye. I am, indeed, inclined to think, that
regularity appears beautiful to us, chiefly, if not
only, on account of its fuggefting the ideas of
fitnels, propriety, and ufe, which have always a
greater connection with orderly and proportioned
forms, than with thofe which appear not con-
firu&ed according to any certain rule. It is clear,
that nature, who is undoubtedly the moft grace-
dul artift, hath, in all her ornamental works,
purlued variety, with an apparent negled of
regularity. Cabinets, doors, and windows, are
made after a regular form, in cubes and paralle-
lograms, with exact proportion of parts; and by
being fo formed they pleafe the eye; for this
good reafon, that, being works of ufe, they are,
by fuch figures, the better fuited to the ends for
which they were defigned. But plants, flowers,
and leaves are full of variety and diverfity. A,
ftraight canal i1s an inﬁpid figure , in comparifon
of the meeanders of rivers. Cones and pyramids are
beautiful ; but trees growing in their npatural
wildnefs , are infinitely more beautiful than when
trimmed into pyramids and cones. The apart-
ments of a houfe muft be regular in their difpofi-
tion for the conveniency of its inhabitants; but

LeecT:
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a garden, which is defigned merely for Beauty,
would be exceedingly difgufting, if it had as
much uniformity and order in its parts as a dwel-
ling houfe.

IMRr. HoGarTH, in his Analyfis of Beauty,
has obferved, that figures bounded by curve
lines are, in general, more beautiful than thofe
bounded by ftraight linesand angles. He pitch-
es upon two lines, on which, according to
him, the Beauty of figure principally depends ;
and he has illuftrated , and fupported his docrine,
by a furprifing number of inftances. The one is
the Waving Line, or a curve bendiig back-
wards and forwards, fomewhat in the form of
the letter S. This he calls the Line of Beauty,
and fhews how often it is found in fhells, lowers and
fuch other ornamental works of nature; as it is
common alfo in the figures defigned by painters
and fculptors, for the purpofe of decoration. The
other Line, which he calls the Line of Grace,
is the former waving curve, twilted round fome
folid body. The curling worm of a common
jack is one of theinftances he gives of it. Twift-
ed pillars, and twifted horns, alfo exhibit it. In

e

all the inftances which he mentions, Variety

plainly appears to be fo material a principle of

Beauty , that he feems not to err much when he
defines the art of drawing pleafing forms, to be
the art of varying well. For the curve line, fo
much the fayourite of painters, derives, accord.
ing to him, its chief advantage, from its per
petual

o
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petual bending and variation from the {iff regu-
larity of the ftraight line.

MoTtioN furnifhes another fource of Beauty,
diftin& from Figure. Motion of itfelf is pleal-
ing; and bodies in motion are,  cateris pari-
“bus,” preferred to thofe in reft. Itis, however,
only gentle motion that belongs to the Beau-
tiful; for when it is very fwift, or very forcible,
fuch as that of a torrent, it partakes of the Sublime.
The motion of a bird gliding through the air, is
extremely Beautiful ; the fwiftnefs with which
lightning darts through the heavens, is magnificent
and aftonifhing. And here, it is proper to obferve,
that the fenfations of Sublime and Beautiful are
not always diftinguilhed by wvery diftant boun-
daries; but are capable, in feveral inftances, of
approaching towards each other. Thus, a
fmooth running fiream, is one of the mo{% beau-
tiful objedts in nature : as it fwells gradually
into a great river, the beautiful by degrees, is
loft in the Sublime. A young tree is a beautiful
object; a {preading ancient oak, is a venerable
and a grand one. The calmnefs of a fine morn-
ing is beautiful; the univerfal fillnefs of the even-
ing is highly Sublime. But to return to the
Beauty of motion, it will be found, I think ,
to hold very generally, that motion in a ftraight
line 1s not fo beautiful as in an undulating way-
ing direction; and motion upwards is, common.
ly too, more agreeable than motion downwards,
The eafy curling motion of flame and fmoke is to
be mftanced, as an objed fingularly agreeable ;

Vor. L H
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and here Mr. Hogarth’s waving line recurs upon
us as a principle of Beauty. That artift obferves
very ingenioufly , that all the common and necef
fary motions for the bufinefs of life, are perform-
ed by men in ftraight or plain lines; but that
all the graceful and ornamental movements are
made in waving lines: an obfervation not un-
worthy of being attended to, by all who ftudy
the grace of gefture and action.

Tuouveu Colour, Figure, and Motion, be fe-
parate principles of Beauty; yet in many beauti-
ful objecs they all meet, and thereby render the
Bcauty both greater , and more complex. Thus,
in flowers, trees, animals, we are entertained at
once with the delicacy of the colour, with the
gracefulnefs of the figure, and fometimes alfo
with the motion of the objed. Although each
of thefe produce a feparate agreeable fenfation,
yet they are of fuch a fimilar nature , as readily
to mix and bledd in one general perception of
Beauty, which we afcribe to the whole object
as its caufe : For Beanty is always conceived by
us fomething refiding in the obje@ which raifes
the pleafant fenfation ; a fort of glory which
dwells upon, and invefts it. Perbaps the moft
complete affemblage of beautiful objedts that can
any where be found, is prefented by a rich na-
tural landfcape , where there is a {fufficient varie-
ty of objects: fields in verdure, fcattered trees
and flowers, running water , and animals graz-
ing. If to thefe be joined , fome of the produc-
tions of art, which fuit fuch a {cene; as 2 bridge
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with arches over a river, fmoke tifing from
cottages in the midft of trees, and the diftant
view of a fine building feen by the rifing fun;
we then enjoy, in the higheft perfection, that
gay, cheerful, and placid fenfation which charac-
terifes Beauty. To have an eye and a tafte forms
ed for catching the peculiar Beauties of fuch
dcenes as thefe, is a neceflary requifite for all
who attempt poetical defcription.

THE Beauty of the human countenance is mo-
re complex than any that whe have yet confider
ed. It includes the Beauty of colour, arifing from
the delicate fHades of the complexion; and the
Beauty of figure , arifing from the lines which
form the different features of the face. But the
chief Beauty of the countenance depends upoa
a myfterious expreflion, which it conveys of the
qualities of the mind; of good fenfe, or good
humour ; ‘of fprightlinefs, candour, benevo-
lence, {enfibility , or other amiable difpofitions.
How it comes to pafs, that a certain conformaa
tion of features is conne&ed in our idea with
certain moral qualities; whether we are though
by inftiné&,” or by experience, to form this cons
nedtion, and to read the mind in the countes
nance; belongs not to us how to enquire, nor ig
indeed eafy to refolve. The fadt is certain, and
acknowledged , that what gives the human
countenance its moft diftinguifhing Beauty , is
what is called its expreflion; or an image, which
it is conceived to {hew of internal: moral difpofi-
tions, '

LECT
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Turs leads to obferve, that there are certain
qualities of the mind which, whether exprefled
in the countenance, or by words, or by actions,
always taife in us a feeling fimilar to that of
Beauty. There are two great claffes of moral
qualities; onc is of the high and the great vir-
tues, which require extraordinary efforts, and
turn upon dangers and fufferings ; as heroifm,
magnanimity , contempt of pleafures, and con-
tempt of death. Thefe, as T have obferved in
a former Lecture , excite in the Ipectator an
emotion of Sublimity and Grandeur. The other
clafs is generally of the focial virtues, and fuch
as are of a fofter and gentler kind; as compaf-
fion , mildnefs, friendfhip, and generofity. Thefe
raife in the beholder a {enfation of pleafure, fo
much akin to that produced by Beautiful external
objeds, that, though of a more dignified nature,
it may, without impropriety, be claffed under
the fame head. :

A species of Beauty , diftint from any I
bhave yet mentioned, arifes from defign or art;
or, in other words , from the perception of
means being adapted to an end; or the parts of
any thing being well fitted to anfwer the defign
of the whole. When, in confidering the {lructure
of a tree or a plant, we obferve, how all the
parts, the roots, the ftem, the bark, and the
leaves, are fuited to the growth and nutriment
of the whole: much more when we furvey all
the parts and members of a living animal; or
when we examine any of the curious works of

—————————
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art; fuch as a clock, a fhip, or any nice machine;
the pleafure which we have in the furvey, is
wholly founded on this fenfe of Beauty. It is
altogether different from the perception of Beauty
produced by colour, figure, variety, or any of
the caufes formerly mentioned. When I look at
a watch, for inftance, the cafe of it, if finely
engraved, and of curious workmantfhip, firikes
me as beautiful in the former fenfe; bright
colour, exquifite polifh, figures finely raifed
and turned. But when [ examine the conftruction
of the fpring and the wheels, and praife the
Beauaty of the internal machinery; my pleafure
then arifes wholly from the view of that admir-
able art, with which fo many various and com-
plicated parts are made to unite for one purpofe.
THis fenfe of Beauty, in fitnefs and defign,
has an extenfive influence over many of our
ideas. It is the foundation of the Beauty which
we difcover in the proportion of doors, win-
dows, arches, pillars, and all the orders of
architecture. Let the ornaments of a building
be cver fo fine and elegdnt in themfelves , yet
if they interfere with this fenfe of fitnels and
defign, they lofe their Beauty, and hurt the eye,
like difagreeable obje@ts. Twilted columns, for
inftance, are undoubtedly ornamental; but as
they have an appearance of weaknefls, the
always difpleafe when they are made ufe of to
fupport any part of a building that is mally, and
that feemed to require a more fubftantial prop.
We cannot look upon any work whatever with-

H 3
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out being led, by a natural affociation of ideas,
to think of its end and defign, and .of courfe te
examine the propriety of its parts, 1n relation
to this defign and end. When their propriety is
clearly difcerned, the work feems always to have
fome Beautv; but when there is a total want of
propriety , it never fails of appearing deformed.
Qur fenfe of fitnefs and defign. therefore. is fo
powerful, and holds fo high a rank among our
perceptions , as to regulate, in a great meafure,
our other ideas of Beauty : An obfervation
which I the rather make, as it is of the utmolft
importance, that all who ftudy compofition
fhould carefully attend to it. For, in an epic
poem, a hiftory, an oration, or any work of
genius, we always require, as we do in other
works , a fitnefs, or adjufiment of means, to
the end which the author is fuppofed to have
in view, Let his defcription be ever fo rich, or
his figures ever fo elegant, yet, 1if they are out
of place, if they are not proper parts of that
whole , if they fuit not the main defign, they
lofe all their Beautys nay, from Beauties they
are converted into Deformities. Such power has
our fenfe of fitvefs and congruity, to produce
a total transformation of an objec whofe appear-
ance otherwife would have been Beautiful.
Arrer having mentioned {fo many various
{pecies of Beauty, it now only remains to take
notice of Beauty as it is applied to writing or
difcourfe; a term commonly ufed in a fenfe
altogether loofe and undetermined. For it is

e —
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applied to all that pleafes, either in ftyle or in
fentiment, from whatever principle that pleafure
flows; and a Beautiful poem or oration means,
in common language, no other than a good one,
or one well compofed. In this fenfe, it is plain,
the word is altogether indefinite, and points at
no particular {pecies or kind of Beauty. There
is, however, another fenle, fomewhat more
definite, in which Beauty of writing chara&erifes
a particular manner; when it is ufed to fignify
a certain grace and amcenity in the turn erther
of ftyle or fentiment, for which fome authors
have been peculiarly diftinguithed. In this fenfe;
it denotes a manner neither remarkably fublimes
nor vehemently paffionate, nor uncommonly
fparkling; but fuch as raifes in the reader an
emotion of the gentle placid kind, fimilar to
what is raifed by the contemplation of beautiful
obje&ts in. nature ; which neither lifts the mind
very high, nor agitates it very much, but
diffufes over the imagination an agreeable and
pleafing ferenity. Mr. Addifon is a writer alto-
gether of this character; and is one of the mofk
proper and precife examples that can be givan
of it. .Fenelon, the author of the Adventures
of Telemachus, may be given as another example.
Virgil too, though very capable of 1fing on
occafions into the Sublime, yet, in his general
manner, is diftinguifhed by the charader of
Beauty and Grace rather than of Sublimity-
Among orators, Cicero has more of the Beautiful
H 4
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than Demofthenes, whofe genius led him wholly
towards vehemence and firength.

Tuus much it is fufficient to have faid upon
the fubje@ of Beauty. We have traced 1t through
a variety of forms; as next to Sublimity, it is
the moft copious fource of the Pleafures of
Taflte; and as the confideration of the different
appearances, and principles of Beauty, tends to
the improvement of Tafte in many fubjeds.

Bur it is only by appearing under the forms
of Sublime or Beautiful, that objedis delight the
imagination. From feveral other principles allo,
they derive their power of giving it pleafure.

NoveLry, for inftance, has been mentioned
by Mr. Addilon, and by every -writer on this
fubje®. An obje® which has no merit to
recommend it, except its being uncommon or
new , by means of this quality alone, produces
in the mind a vivid and an agreeable emotion.
Hence that paffion of curiofity, which prevails
fo generally among mankind. Objects and ideas
which have been ]cmg familiar, make too faint
an impreflion to give an agiceable exercife ta
our faculties. New and f{trange objects roufe the
mind from its dormant ftate, by giving it a quick
and p]mﬁne_; impulfe. Hence, in a great meafure,
the entertainment afforded wus by fi¢tion and
romance. The emotion raifed by Novelty is of
a more lively and pungent nature, than that
I,muuhed by Beauty; but much fhorter in its
continuance. For if the obje& have in itfelf no

-
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charms to hold our attention, the fhining glofs L & ¢ .
thrown upon it by Novelty foon wears off. V.

Besipes Novelty, Imitation 1s another fource
of Pleafure to Tafte. This gives rife to what
Mr. Addifon terms, the Secondary Pleafures
of Imagination; which form, doubtlefs, a very
extenfive clafs. For all hmtatlon affords fome
pleafure ; not only the Imitation of beautiful or
great objedts, by recalling. the original ideas of
Beauty or Grandeur whlch fuch objeéts themfel-
ves exhibited; but even obje@s which have
neither Beauty nor Grandeur, nay, fome which
are terrible or deformed, pleafe us in a {econdary
or reprefented view.

THE Pleafures of Melody and Harmony belong
alfo to Tafte. There is no agreeable fenfation
we receive, either from Beauty or Sublimity,
but what is capable of being heightened by the
power of mufical found. Hence the delight
of poetical numbers; and even of the more
concealed and loofer meafures of profe. Wit,
Humour, and Ridicule likewife open a variety
of pleafures to Tafte, quite diftin& from any
that we have yet confidered.

At prefent it is not neceffary to purfue any
farther the fubjeét of the Pleafures of Tafte. I
have opened fome of the general principles; it
is time now to make the application to our
chief fubjeét. 1f the queftion be put, To what
clafs of thofe Plealures of Tafte which I kave
enumerated, that Pleafure i1s to be referred,
which we receive from poetry, eloquence, or
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fine writing 2 My anfwer is, Not to any one,
but to them all. This fingular advantage, writing
and difcourfe pofiefs, that they encompafls fo
large and rich a field on all fides, and have
power to exhibit, in great perfecrtion, not a
fingle fet of objes only, but almoft the whole
of thofe which give Pleafure to Tafte and Ima-
gination; whether that Pleafure arife from Su-
blimity, from Beauty in its different forms, from
Defign and Art, from Moral Sentiment, from
Novelty, from Harmony, from Wit, Humour
and Ridicule. To whichfoever of thefe the
peculiar bent of a perfon’s Tafte lies, from fome
writer or other, he has it always in his power
to receive the gratification of it.

Now this high power which eloquence and
poetry pollefs, of {fupplying Tafte and Imagin-
ation with fuch a wide circle of pleafures, they
derive altogether from their having a greater
capacity of Imitation and Defcription than is
poffeffed by any other art. Of all the means
which human ingenuity has contrived for recall-
ing the images of real objedts, and awakening,
by reprefentation, fimilar emotions to thofe
which are raifed by the original, none is fo full
and extenfive as that which is executed by words
and writing. Through the affiftance of this
happy invention, there is nothing, either in the
natural or moral world, but what can be repre-
fen‘ed and fet before the mind, in colours very
firong and lively. Hence it is ufual among
critical writers, to fpeak of Difcourfe as the

re———
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chief of all the imitative or mimetic arts; they
compare 1t with painting and with fculpture,
and In many refpeds prefer it juftly before them.

Tuis ftyle was firft introduced by Ariftotle
in his Poetics; and fince his time, has acquired
a general currency among modern authors. But,
as it is of confequence to introduce as much
precifion as poffible into critical language, I
muft obferve, that this manner of {peaking is
not accurate. Neither difcourfe in general, nor
poetry in particular, can be called altogether
imitative arts. We muft diftinguifh betwixt
Imitation and Defeription, which are ideas that
fhould not be confounded. Imitation is perform-
ed by means of fomewhat that has a natural
likenefs and refemblance to the thing imitated,
and of confequence is underftood by all; fuch
are f{tatues and pictures. Defcription, again, is
the raifing in the mind the conception of an
obje& by means of fome arbitrary or inftituted
'Iymbolq underftood only by thofe who agree
in the inftitution of them; fuch are words and
writing. Words have no natural refemblance
to the ideas or objects which they are employed
to fignify; but a ftatue or a pi&ure has a natural
likenefs to the original. And therefore Imitation
and Defcnptton differ confiderably in their
nature from each other.

As far, indeed, as a poet or a hiltorian in-
troduces into his work perfons acually fpeak-
ing ; and by the words which he puts into their
mouths, rteprefents the difcourfe wwhich they
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might be fuppofed to hold; fo far his art may
more accurately be called Imitative: and this is
the cafe in all dramatic compofition. But in
Narrative or Defcriptive works, it-can with no
propricty be called fo. Who, for inftance,
would call Virgil’s Defcription of a tempeft, in
the firlt Eneid, an Imitation of a ftorm ? If we
heard of the Imitation of a battle, we might
naturally think of fome mock fight, or reprefent-
ation of a battle on the ftage, but would never
apprehend , that it meant one of Homer’s
Defcriptions in the Iliad. I admit, at the fame
time, that Imitation and Defcription agree in
their principal effect, of recalling by, external
figns, the i1deas of things which we do not fee.
But though in this they coincide, yet it fhould
not be forgotten, that the terms themfelves are
not fynonymous; that they import different
means of effecting the fame end; and of courfe
make different impreflions on the mind ¥,

* Though, in the execution of particular parts, Poetry
is certainly Defcriptive rather than Imitative, yet there is
a qualified fenfe in which Poetry, in the general , may be
termed an Imitative art. The fubject of the poet (as Dr.
Gerard has thown in the Appendix to his Effay on Tafte )
is intended to be an Imitagion, not of things really exift-
ing, but of the courfe of nature; that is, a feigned re-
prefentation of fuch events, or fuch fcenes, as though
they never had a being, yet might have exifted; and
which, therefore , by their probability , bear a refemblance
to nature. It was probably , in this fenfe | that Ariflotle termed
Poetry a mimetic art. How far either the Imitation or the
Delcription which Poetry employs, is fuperior to the imitative
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WHETHER we confider Poetry in particular,
and Difcourfe in general , as Imitative or Def
criptive ; it is evident, that their whole power,
in recalling the impreflions of real objeds , is
derived from the fignificancy of words. As their
excellency flows altogether from this fource, we
muft, in order to make way for further enquiries,
begin at this fountain head. I fhall, therefore, in
the next Lecture, enter upon the confideration of
Language : of the origin, the progrefs, and conftruc-
tion of which, I purpofe to treat at fome length.

powers of Painting and Mufic, is well fhown by Mr.
Harris , in his Treatife on Mufic, Painting, and Poetry.
The chief advantage which Poetry, or Difcourfe in general
enjoys is,that whereas,by the nature of hisart,the Painter is con.
fined to the reprefentation of a fingle moment , writing and dif~
courfe can trace a tranfaction through its whole progrefs.
That moment, indeed, which the painter pitches: upon
for the fubject of his piture, he may be faid to exhibit
with more advantage than the poet or the orator; inale
much as he fets before us , in one view , all the minute
concurrent circumftances of the event which happen in one
individual point of time, as they appear in nature; while
Difcourfe is obliged to exhibit them in. fucceflion, and by
means of a detail, which is in danger of becoming tedious,
in order to be clear; or if not tedious, is in danger of
being obfcure. But to that point of time which he has
cholen, the painter being entirely confined , he cannot
exhibit various ftages of the fame action or event ; and
he is fubject to this farcher defect , that he can only exhibic
objects as they appear to the eye, and can very imper-
fectly delineate characters and fentiments, which are the
nobleft fubjects of Imitation or Defeription. The power of
reprefenting thefe with full advantage , gives a high {uperiority
to Difcourfe and Writing above all other imitative arts,

Lecw,
Y.
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