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Besldes the standard abbreviations for scholarly journals
cited in the footnotes the following brief titles have been

used!?

Horace: Christopher Smart. The Wor rac
lated into Verse. B'wr volumes. '1'5%" %%7

Pazims: Christopher Smart. M of the Psalms
of David. London, 1%6‘. =

Rsfarences to posms from Mymns and Spiritual Songs are
made by hymm number,

Refsrences to poems from Hymns for the Amusewent of
Children are made by prefixing the title of the book to the
hymn number.

References to Jubilate Agno are %o fragment and line
following the sdition of #. H. Bond,




CHAPTER I
INTRODUOTION

The oriticlsm of Christopher Smart has gone through at
least four distinet stages. In the baginning of his career
he was oétaamad, not as a mere Grudb Strset writsr, but as an
ingenious poet and gs cne of the ormaments of Caxbridge Unlivere
sity. This reputation is atteated to both by his name beling
kept on the dooks of Pembroke Hall after his departure from the
university, in consideration of his writing for the Seatonien
prise, end by the favorable comment gilven his wristing by the
Journala until 1763.1

after Smart's release from an unknown asylum in 1?63,

his work was condemned as showing "melancholy evidences of

lomapsts 4 Song to David and his subsequent poems were
coolly reviswed in contemporary magazines. His resentment at
these reviswa spariked a juarrel which resulted in muoh of
Smart's. later poetry belng ignored or very briefly noticed.
The bresk is signalizsd by s comment whioh indieates his
earlier reputation, "Peses bte to the manes of his departed

muse.” The Critical Review, XVI (Nov., 1763), 395.

R
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his estrangement.” Por this reason Hunter omitted A Song to

David from his collection of Sm;rc*s poetry, and in 1814 Robert
Southey bellieved the poem lost, '

The third stage begins with Robert Browning's praise of the
Song in Parleyings with Certain People of Importance. This stage
1s marked by the view taken by Browning: that Smart's works are
8 lsrge, 4ull house in which there is one chapel of inexplicadle
grandeur, inexplicable except on the supposition that the mad
post had been granted a vision of naked Truth, whieh vision was at
onoe the cause and the effect of his disesse. During this period
the romantic legmd of Smart having soretched ths Song on the wall
of a cell in Bedlam was revived. Perheps the clearest expression
of this view of Smart was written by 8ir Edmund Gosse. 8o long-
lasting was this view that reviews of ths biographical and
critioal study written by Alnsworth snd Noyes doubted that it
would be posszible to rehabilitate the bulk of Smart’s work or to
Join it into a whole which would slso include the Song to David.

20hristopher Hunter, ed., Foems by Late Christophexr
Smart (Reading, 1791), I: mi. ihe

Jc. w. Moulton %;92%? 0 L§e§ggm Criticism (Buffalo, 1902)
111, 593. See also Alexa trréia rs, ed,, §§§ Works of g%;
Enplish Poets (London, 1810), XVI, 13, vhere only & fragmen

cou e printed since no wore was known to exist.

4gossip in & Library (London, 1913), pp. 149-161.
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The publication of Willlam Force Stesd's 2dition of Reloige

in the Lemb in 1939 marks the beginning of the fourth stage of
criticism although a tentative step had bBeen taken towayd a rulloT
view of 3mart when Bdwund Blunden included some of Smart's other
poetry in his 152, edition of A Song %o David. Pollowing Stead's
work, editiona of Smart's poetry by NHeorman Callan, Robert Brittaiy,
gnd W. H, Bond have revealed the true dimensions of Bmart's
poetry, making possible & valid eritical judgment. A considersa-
tion of the long-neglected poetry published in 1763 and later 1is
the basis of this judgeent.

Such a judgment would see Smart as a true figure of his age,
cortainly a pre-Romantic in some respects, and a lyric poet whose
masterpieca was by no means independent of his other work nor his
only good poetry.

In dealing with Smart it 1is perbaps impossible to be too
cautiousj the conflieting oritical jJjudgments on him are aurrieianq
warning of the ease with which it is poasible to misinterpret
Smart. Among many diffioulties in dealing with 3mart, a feow are
especially worthy of mention., First, there is the obacurity of
much of Smart's life. Christopher Hunter, to protect his uncle’'s
memory, 1s often deliberately vague; Jublilate Agno, while often
valuable, 1a enigmatic In the extreme, The dating and even the
csnon of Smartt!a poetry 1s uncertain. Many of the poems were

published under pssudonymng; many were apparently first published
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long after they had been written; sowe of Gmari's work may still
be hidden behind pseudonyme in The Student, The Midwife, and
elsewhere. Since the poetry published after g,gggg to David 1s
cons 1derably better than Smart's earlier work, & consideration of
uart's 1life in neeessary 1f one !s to look for reasons, other
then inspiration, for this dichotemy.

Ho complete study of the influences which shaped Smert's
poetry has been made, nor has there been any full study of his
poetic theory. Ume of the formative influences on Sumart's postry
wvas the poetry and theory of Horade, but except for a brief study
in Brittain's edition of Smart, no research has been undertaken
aloug this lxnc.s Cnly Blunden and Brittein have reprinted any
of the Horace, end their selections total only twelve poems.
Callan rather cavallerly dismisses the Borage from his edition of
Smart's poetyy.

Smart seews to be approached, even by the most recent
writers, with an understanding that he 1s essentielly enigmatic
and set apart from his age. To say that Smart is a writer apart
from his age is, however, to return to the 0ld theory of divine
nadness. The faflure to plece Smart fully within his age comes
from a fallure fully to have studied Smart in relation to his age.

5Mentions of Horsce in works after Brittain clearly derive
from him. MNost commentators restrict themselves te a note on
Smart's introduction to Horace.
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A minor but suggestive point 1s that there has been no complete
pibiiorraphy of Imart sinee 1902, another suggestive point 1a
that in both major editions of Smart-~that of Callan and that of
Brittain-~-there are significent errors in the text of the poetry,

Thie paper will, therefore, attempt tc establish a coherent
blogruphy of Smart, to study the mejor influences on his poetry,
and to deduce his poetic theery. It wiil then survey the neg-
lected but important verse translation of Horace in particular,
in order to show how this work fits into Smavrt's age and how 1t
has been turned Intoc Inglish poetry of a superior order.

The texts of the poems will be taken from Horman Callan's
The Collected Pfoems of Christopher Smart (Iondon, 1949), unleas
otherwise noted, Those poems not conteined in Cellan will be
teken from Robert Brittain's Poems by Christopher Smart (Frince-

ton, 1950). The text of Smert's 4 Trensletion of Horace. Trans-
lated into Verse will be from a miercfilm of the Princeton Uni-

versity copy of the only edition ever publisghed, a four volume
edition isrued in London in 1767. The text of Jubilate Agno is
taken from the standard edition of ¥. H. Bond (Cambridge, lsas.,
1954L).

6Cellen emends the final stensa of 4 to David so as te
change its rhythm md meaning; no authority for suoch an emendation
is glven. bBrittain hes printed 1, 223 for 1. 133 in the Song.




CHAPTER I
THE LIPS OP CHRISTOPHER SMART

The 1life of Christopher Smart has been subject to s double
peril. First, many of the facts are unenrtain.l to a large
extent because of the reticence of Smart's first biographer,
Christopher Hunter. 8Hecond, the faots are subject to varied
interpretation as the differsnt bdlographers ses Smart a8 a man
who spent many hours brooding over "imaginary” 1ud&vici.a as
egotistio and ”pﬁtﬁzrogging,"a or as "an overworksed and frustrated
genius® beset by unsympathetie rulativaa.u A careful considera-

lpnus, while May 21, 1771, is accepted as the date of Smart's
death, #. H, Bond (Jubila r London, 1954 7, p. 16) gives
gig i@,‘;gd ;g;)a :§ "1'nh;d u&gagg: ot‘hlt dunab#:z. Mrs.
olr ’ ), and Alexander Chalmers ggggg of the English
Pocfg, XVIi, 13) ﬁs. May 18, 1770. 8aart*sz%%£au~ iographer,
ato ]

pher Devlin (Poor Xit Smapt [ Carbondale, 1961) , p. 192)
gives May 20, 1771, §;2§£;£§ o ’ .

%y, P. Steed, ed., Reloice in the Lsmb (London, 1939), p. LS.

3Xomsan Callan, ed. Collected Poems Christopher
m (Lundon. 191&9’. I.'m 1%, 2£

“aabert Brittain, ed., Poe ‘Eg,ggﬁégﬁgpggg {Princeton,
1950), p. 38. OCallan (I, xv§§I§ other commentators recognise
the dirficulty sven when they do not aweild 1it,

aorrect date” without documentation.
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gcion of the facts of Smart's 1life as they have been discovered

by modern scholarship, s consideration sspecislly of the
{nfluences which worked upon Smart in each stage of hia 1ifes, s
nesessary to avoid the major difficulties and to arrive at a juasg
estimate of Smart and of his relation to his age. Precision is
needed, above all, in attempting to estimate ths influence of his
mwadness upon his work.

Christopher Smart was born April 11, 1722, at Shipbournse,
Kent, on the country estates of Lord Barnard, His delight in
these early rural surroundings is seen in ggg‘ﬂgn,gggggg‘s His
parsnta, Peter Smart and Winifred Griffiths, were married in
1720%> a 11ttle before.’ Both sides of the family had a tradie
tion of religious enthusiasm, a tradition of which Christopher
was awart,s Among Pster Smart's ancestors was one Dr. Peter
Smart, imprisoned for ten years under Charles I for his violent
Puritanismi this Peter Smart in 1629 hequeathed an eatate named

3notterton to hias heirs.q Christopher's mother was a descendant

511. 239-252.
Sfhomas Seacombe, "Christopher Smart," D.N.B., XVIII, 386,

7?radariok Wood, "Christ " Er
, ( ophar Smart,” Englische Studien
IXXI (1936), 192. ! ’

aDtvlin. P. 3.
97014, The attribution of the estate to Peter Smart is only

probable. It 1s the estate to which Smart refers in Judbi
Agno snd with which Dr. Hawkesworth notes him concern n 1764.
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of Bernard Gilpin, "The Apoatle of the North."™ As & younger son,
Peter Smart had not inherited Snotterton but had been intended for
the olergy. Inatead he becane steward of the Kentish estates of
Christopher Vane, [ord Barnard, whose ancestral estatss were at
Raby Castle, at the then considerable income of{ 300 per rur.m
In 1733 Peter Smart dled and Christopher and his two sisters were
sent to Raby Gaatloll or moved to Durhsm near Raby snd spent thelr
vacations at the eaahlc.lz His schooling was accomplished at
¥aldstone Grammar School and, aftsr 1733, at Durham Orammar 3chool

During the years which Chriastopher apent at or in close
ssscoiation with Raby Castle, two events of lasting importance in
the poett's llfe cacurred. One was the awaerding to Christopher of
sn annuity of L40 by the Duchess of Cleveland, mother-in-lsw of
Henry Vane, Baron Barnard. At the death of the Duchess in 1742,
Henry Vane continued the annuity until 1747 when Smart received
his M.A. from Cambridge. The other event, the importance of whish
1s more conjectural, was a love affair between Christopher Smart

and Anne Vane, daughter of Henry Vane. The authority for the stor

10
Christopher Hunter Po
(Readings 17930s I, vire 3r Nongiie of,ihg,tate Christopher Snary

llﬁrittain. p. 8.
120a11en, I, xix; Deviin, p. 25.




9
is drs. LeNoir, Christopher's younger daughtar‘13 3ince Chrisg-
topher was onl; thirteen at the time and inne still younger, the
intarest of oritios 1n an incident whieh consisted only of the
poem "To Zthelinda" and of a plan for an elopement, might seem
excosalve, were it not that the incldent seems to have left a
permanent mark on Smart. In "Ode to Lord Barnard," first pub-
11shed in 1791 but probably written in 1753, Smart wrote of Anne
Vane, who had married Jharles Fope~Welr:

Hope, ocopylat of her mother's mind,

b1t
Is lovellest, liveliest of her kind . . . .

end in Jubllate Agno: 15
80d be gracious to Anne Hope.

For I saw a bdluah in Staindrop Church, which was
of God's own colouring.

For 1t was the benevolence of a virgig shown to
me before the whole congregation.

From these and other references to anne, Brittalin concludes that
she "remsined more constantly in his thoughts than any other

17
woman, " What influence this thwerted and hopeless love affaipr

Co r913§§§t2§ t°v§i.55,B§§§331égsfsrz§%“§§5°§f$f*§§ %ﬁfgggéiiiun
Library, a%ia& by Brittain, pp. 9-10.

Wy, 45-56.

1552, 1. 53y,
1682. 11, 668+69. These lines probably date from 1760.

Marittatn, p. 10.
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had in Smert!s eventual insznity %s conjecturel. It may have been
slgnificant, bit certalinly 1t was not an immedlate ocwause.

In 1739 Smart entered Pembroke ¥all, Cambrldge, supporting
himaelf through the annuity from tha Duchess of Claveland and by
geting as a slzar. The menial dutles required here must have
proved espaclially burdensome in contrast to the fairly affluent
state of his family during his father's lifetime and to the
friendly asscclationade eanjoyed at Raby Castle. In 1742 Smart won
the COraven Sobolarship of 20 and the titls of Scholar of the
University. Hunter repeats, but with little oradense, the story
that 3mart had tranglated Fope's "Ode on 3%. Ceclliats Day" into
Latin %o win the prizs.lq Regardless of the truth of this atory,
Smart did write thils translation Iin 1742-43 and sent 1% %o Tope.
In returan Pope sent a letter which (although Hunter feels the
praise iz too frugal) must have been most encouraging to the young
schola =-poat. Smart's pride in this lettar is evident from his
frequent references to it, as in the introduction to his 1767
Horssce, and from the prominent position 1t bhas been given at his
side-~tha signature of Fope clearly visible--in the Pembroke

18apittain suggests very tentatively that not only the
associetion with inne Vane but the genersal preponderance of fem-
inine company in Smart's childhood may have besen influential in
Smart's aventual mental breakdown.

lgﬁ'unhlx‘. I, x.
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College Library portralt of Srart. One hint in the letter, that
Swart translate intc lLetin the "Essay on Criticism,” Smart at
once followed, A note of deep lrony ean be seen in the ending of
Pope's letter: "Bellave me, S5ir, eguslly desirous of doing you
eny service, end afrald of engaging you in an art so little pro-
fiteble, tho!' so well deserving, &s good poetry.”aﬁ

About this timQZI Smart received his Bachelor of Arts degree
and left Cembridge briefly. In 1745 he returned and wes appointed
Fellow of Fembroke KHall., Leter he became Preelector in Fhilos~
ophy and was elected Keeper of the Common Chest. Altogether, by
17,7 when Thomas Cray states in his letters thet Smart is deeply
in debt, his ennual income wasilho.aa almost triple the amount
Johnson computed in the Life of Savage e6s quite adequate for a
femily. PRy the end of 1747 Smart had been arrested for debt end
only the moast{ intense exertions of his associates were able to
%eep him from Jall, To debts of £350, the College paid X 28,
Smart's fellows lent him X22, and his creditors agreed to accept

23
the reat at 8 rate of ¥ 50 per year. Between 1745, then, when

20 mcted by Hunter, I, x-xi.

2l3eccombe, 1742; Devlin, 1743; Brittain, 174L.

aaLetter of Thomas Gray to Thomas Wharton, October 30, 17L7,
in Paget Toyrbee and Leonard Whibley, eds., Correspondence of
Thomes Gray (Oxford, 1935), I, 27hL.

231b14.
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his election as Kesper of the Common Chest showed not msrely the
1iking of his fellows«=their treatment of Smart shows that they
slways liked him--but their respect for him &s well, and 1747,
Smart's character seems to have deteriorated. No one has been
able to explain presisely what brought about this change.

A number of events all seem to have contributsd to Smartte
financial Aifficulties., Brittain states that the cause of these
problems was simply extravagance, while Devliin compares Smart
to a Bantu who 1s not merely unable to comprehend monetary value,
but to whom fixed valus and thrift seen positive mrila.gs Stead
suggests that at least one lmportant feetor in the change in
Smart's way of life was the marriage of Anne Vane in 171;6.26
Smart may 1ive found his inoome reduced at this tims, for during
1746 his mother was forced to sell her interest in the property
in Kun‘b.m During 1746 Smart becams the tutor of ons John Blake
Delaval, later dismissed from college for smuggling a girl into
his rooms, Delaval, however, ssems to havs held Smart in morn
respeet than would have been trus had Smart bsen a cooperator in

his extravagances; further, the perlod of tutorship was wvery

2ip ittatn, p. 16.
aSmVIIQ’ Pe k}t
a"anm, p. Lk,

mﬁrﬁttun, p. 16.
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:hare*aa Prom this tims slso dates his "long and unsuescessful
passion” for Harrlet Pmtt.w The real center of Smart's troudle
seoms to have been his inabllity to hold steady under success.
In 1792 Dr. Charles Burney wrote, "While he was the pride of Came
bridge, and the chief poetical ornament of that university, he
rained himself by returning the tavern treats of strangers, who
nad invited him as a wit, and an extrsordinary personage, in orden
to boast of his mquuntmoa.":m By 1747 Smart had written a
faly mmber of poems, more in Latin than in English, and a play,
A Irip to Cambridge, or The Grateful Fair. Additionally, Smart
was noted throughout his 1life as & ready wit and an entertaining
companion. Unused to the attention his success was commanding,
Smart might very easily have beocome sxtravagant in trying to ime
press his new friends, the mors 3o if the marriage of Anne Vane
hed upset him and if his income had dropped after he had hesome
used to a falrly large one. !

The total collepse of Smart's financial situation was not

28peviin, p. 43.

29mmmv, I, xvi.

30uonthly Review, ser. 2, VII (Jan., 1792), 38.
3gallan, I, xxviil.
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mmeted;:’z Smart's situation was, judging by Grsy's letter,
notorious, and Smart was removed from his eollege positions.
Precisely what Smart then did is unknown; he mey have gone to
London, since he was abaant,v from ocllege between November 13,
1747, and December 31, 17&7.33 A lLondon trip is suggested by his
first appearance in London M¥agegine: “"Idleness" in January,
1748. Smart returned to Pembroke College, worked his way out
of debt, and had his offlces renewed.

Snart was now at a orux in hig career. The life of a
scholar at Cambridge was again open to him., Instead Smart chose
London, probably in early 1749.

The decision may have been & poor ones, but it was not made
without courage. Smart was breaking from a routine he knew and
was moderately happy in, from & semi-monastic and protected

320n Mareh 17, Gray had written his amszsingly accurate  pro-
pheoy to Wharton:s © [Smart ] must come to & Jayl or Bedlam.”
Toynbee & Whibley, I, 273.

33charles %. Abbott, "Christopher Smart's Madness,"” BMLA,
XLV (Des., 1930), 1015 n.

34govert B. Brittain, "Christopher Smart in the Magazines,”
The Library, hth series, XXI (1941), 326.

3%5pbott (p. 1015) notes that there is no record of Smart
having been in residence at Cambridge nttar June 8. 1?&9. Rolund
Botting {"Christopher 3Smart in London," ggi_g_%@.
h, J»

of the
%gagg gollege of W i VII [ Marc numuu Yy
te aubuquon?&ta %NE 9, 1749.
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existence, and from an assured income., 3mart was alsc, of ne-
coasity, Dreaking with the form of poetry that he had most
engaged in. Until this time he had written translations of Pope
and Milton Into Latin, original poetry in Latin, and very formal,
almost academic poews: "On Good Nature,” "Idleness,” "0de on
3t. Cecilia's Day," "On Teking e Bashelor's Degree,” "On an
Bagle Confined in Collsge Court.” Though these poems are some-
times derivative, they are polished; except for the fourth men-
tioned they are sericus, dignified, and meditative, while the
fourth is scholarly fun, not slapstick. On Grub Street Smart's
postry would change in style and in theme; he would be caught up
in the Orub Street Wars and would write to wound; he would turn
out more prose than poetry; ebove all, he would not have the time
to polish his work, To foresee a mental breakdown for anycne
attempting such a transition is not diffioult. dhat does
ocoasion surpriss is that 3mart wns able to achiave a good deal
of success in London. Only one plece of Smart's past life had
in any way suggeated that he would sucosed on Grub Street--the
pleture _iven by Gray in his already oited letter of March 17,
1747, of sSmart living in snd snjoying the greatest confusion
while preparing The Grateful Pair. Even this glimpse iz income
plete, however, since only fragmenca of the play have survived.
Thegse suggest, however, & play in the vogue, and the vogue vas to
dirsct almost all Smart's writing for the next seven ysars.
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Not a great deal is known of Smart's activities during the
half of 1749 that he spent in lLondon. 3Since he had corresponded
with Charles Dodsley, the publisher, about the possibllity of
{ssuing & collection of paotry.36 Smart would presumably have
visited Dodaley. Since "Idleness” had been printed with a musi-~
eal setting by Dr, Willlawm Boyce, 3mart may also have made Boyce's]
soquaintancs. By June, 1750, at least, Smart was sufficiently
well-anown in Boyce's Vauxhall Jarden c¢ircle to have pieces pro-
duoced there., In this olrcle Smart would have wmet Dr. Thomas Arne,
sho regulsted the musical sntertasinment at Vauxhall; Jonathan
Tyers, the owner and manager; his son, Thomas, whom Smert intro-
duced to Johnson; Richard Rolt; William Hogarth; and, perhaps
ohiefly, Dr. Charles Burney, who was to bacome one of Smart's
eloaeat friends. 3Jome measure of Smart'as abllity to lnspire
frisndahip i3 apparent in the efforts all of these men made to
ald 3mart in his later miszfortunes; each man, for example, wsa &
subscriber to Smart's translation of the Psalms in 1765,

Bither in 1749 or 1750 Smart met John Newbery, who was an
odd comblaation of bookaseller and seller of patent medicines.
#ith his profesalon of bookseller, Newbery was alao a publiashey
(most notably of children's books) though the actual printing

5;531;- Zdmund Gosse, "Christopher Smart," IL3, May 27, 1926,
P. 355.
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wss bhandled by his step-son, Thomas Carnan. (The character of
John Newbery has been represented most favoradbly by every ocom-
mentator on Swart except Robert Brittain; Brittaint's harsh
judguent ssoms an example of the singuler ability of Smart to
inspirs commentators on him to take sides for hlm or apainst
him.) Newbery began to publish a magasine The Student, or the
Ccxford Monthly l4igcellany, in January, 1750, to whiech Bonnell
Thornton and George Colman seer to have been the ghiefl contribu-
tors. In the issus of June 32, 1750, the sub-title was expanded
to include "Caszbridge,' snd contributions by Smart begen to
appenr;37 these sontributions continued until The Student's
domise in July, 1751.38 In this pudblication and even more so in
The Hldwife, Smart followed & habit which hes made any attempt
to deterwuine hia poetic produstion guite haaavdous.39 Smart
proliferated pseudonyms: Mary ﬁi&gight. Zogizus Zephyr,

Freneezer Pontweaugle, and others. One reason for this hedit

was thet Smart was far end away the prineipal contributor to The

37Brltta1n, "Christopher Smart in the ¥sgszines,” p. 327.
3880tt1ng. p. 21.
npittain 1lsts seversl 5 ‘ -
" poems in Selscted Foewms which
Callan has not included in The Collected %93555 attributions of
cther pooms have been made, but noie conclusively,

LOge. cellan, I, xifl, for the complets list.




Kidwifa, whiech he had bYogun in conjunction with Newbery on
october 16, 1750, and the psoudonyms wers necsssary to aveild
giving the impression of & one-man magazine.

The ¥idwife wss to survive for thres ysars, althourh greatly
neglected in 1753, snéd was sprareatly to supply Smart with suffia
cilently good prospects for hin to merry Anna Maris Carnen,
Newbery's atepedsughter, some time In this perlod. Imart had to
produce approximately fifty octavo puges sech month, howsvar, %o
continue the miscellany, for the presumption must be that, barrin
defioite knosledge of snother author for a perticulsar plece, ovar]-
thing in The Jidwife was written by Smart. !

Yore important for Smeri's postic cerver, however, than the
financial success of The Nidwife was the fact that iis valuss and
ite Jemauds forced Smart away from his natursl bent as e serious,
religious poet, The ngture of The ¥idwife car be seen from this
excerpt from its title pege:

The Midwifs, or the 0l1d Yomen's Megazine
een%nlﬁing all the wit, and u%% the ﬁ%ﬁ%ur, snd all the

Learning, and all the Judgement, thet hes ever besn or ever
will bde inserted in all the other Magazines, or the Magazine
of vagagines, or the Crand Hagazine of Vegeszines, or eny
other Book whatsoever: 30 that those who buy this Book will
nesd no other.

&lThe zost recont statewrnt o. thils point {s that of Devlin,
Pe ot "Smart himself did nearly all the actual writing, per-
haps with occasional help from Rolt or Thornton or ¥urphy."
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The quality of The Midwife 1a, naturally enough, uneven. Com-
ments on it range from "delightful” and ”aauactc”ua to "deter
mined triviality” and "ephemeral juvonility."us It was, st any
rate, successful in estadblishing Smart's reputation as a wit and
even today remains quite readable.

Smart's reputation ss & serious post during the period was
dependent on quits another source, his Seatonian Prize Poems,
The firat of thess, "On the Eternity cof the Supreme Being"
(whieh won the first Seatonisn prise, offered in April, 1750) may
have brought Smart to the attention of Newbery if they were not
alresdy scquainted. The Seaton prisge was a qulte considerablse
$30 and was, by the terms of the will of Thomas Seaton, open to
any Cambridge graduate writing on an attribute of the Divine
perfection to be specified by & prise committes, Smart carried
off the prise in 1750-53 and in 1755, the only yeare in which he
competed. The prestige that this prize conferred can bde seen in
the action of the Pellowa of Pembroke Hall in allowing Smart to

U2Brittain, Collected Poems, p. 2.
43pevitn, p. 5.

hk§§! ggggfgga Qiﬁﬁga gg,gg%anduh%g bis other serious
effort during his period, 1s an nt~o£ done in the manner of

Pope and published by Newbery in 1750. It is rather ineffectual
in its handling of the heroic couplet and in ite satire. It
seems to have sttracted little critical notice.
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pe carried on thelr rolls even after his marriasge became known in
1753, on condition that he continue to write for the Seaton prisel

Today, the poems do not seem as impressive ag they d4did to
smart's contemporaries. In 1750 it was probably inevitable that
any poem on Divine abstractionashould bs written in Milton's
blank verse, but the form was not a successful one for Smart.
Technically, however, Smart handles the form adéquately. The
difficulty with the poems seems to be that they are imitative in
style, that the totel work remsins, in spite of particuler ocon-
crete imagery, very abstract, and that they were ocompcsed as
exercises for a pr&:o.ks The laat difficulty csn be geen by com-
paring the first two of the following lines with the last.

#ho made and who preserves whatever dwells
O'he 1s goods e 18 Lmmensely goodidd T
'

From December 3, 1751 to May 23, 1752, Smart, Rolt, and New-

bery engaged in a series of successful stage productions, Mother

Midnight's §gtogﬁu§g§gntg.u1n which Smart probably scted at least
47
the part of Mary Kidnight. Originslly consceived as an aid to

us&murt was ossentially a religlous poet, it is true, but at
this time his only religious writing was done for & prise. PRMur-
ther, the last and leas! successful of these poems was written at
& time when Smart's financisl affairs were certainly pressing.

hé”On the Goodness of the Supreme Being,” 1ll. 79-81.
4Tpoteing, pp. 23-28.
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the ciroglation of The ildwife, the entertainments become s0

popular that Smart was finanelially able to discontinue the
magazine after 1t had made a few sporadlc appearances in the
spring of 1752, i

It has been assumed by several oritics that Smart was con-
fined to Bedlam for a short time in 1751. This opinion ia
aprarently due to a misinterpretation by Sir Edmund Gosse of a
letter of Gray to Walpole in Ootober, 1751. Sir BEdmund takes a
reference in this letter to a man who 1s "lousy” and "mad" as a
reference to 3mart. ’ This opinion has been refutsd by D. C.
Tovey.50 who proposes the "mad Attorney," Lawman, as the object
of the letter. Additionally, Smart was too astive in 1751 for
him to have been confined.

In 1752 Smart became embroiled in a Grub Street war with
Flelding, Johnson, Arthur Murphy, snd Thornton againat "3ir"
John Hill, 3mart may have entered the battle because of an un-
favorable review in the Monthly Review which he thought (posaibly

51
erroneously) had been wilitten by Hill. It is more likely that

L"B‘I'haj;r ware revived until 1760, Botting, p. 29.

S‘fsir Bdmund Gosse, Gosaip in & Library (London: 1913),
p. 18k,

50p, ¢. Tovey, "Christopher Smart and the Madhouse," N&Q,
10th ser., III (March 25, 1905), 221-22,

Slahalmors, p. 8.




ne decided to enter bscauss, as a frisnd of Rlelding, he was
attacksd by H11l. Smart's producsion against Hill was The
Hilliad, as ths name sugrests an lmitation of The Duneied, oom=
plste with introductory material and notes veriorum by Murnhy.

Probably in the seme year Smart married Anna ¥aria Carnan,
step-daughter of Newbery. In view of tha character of Anna
Haria Carnan (who bore 3mart's sldest daughter, Mary Ann, Hay 3,
1753), the traditionsl dats for the marriage, 1753, is almost
certalinly frlse, the more so as two valid reasons can be found
for the marriagse being kept seorat. Smart was still recelving
some monay as & Fellow of Pembroke, sn incoms whieh must ceass
on his marriapge; Anna Meria was g Catholie and the marriage was
probably performed i{n the Catholie chapal, 3¢, Hary Moorfield,
the records of which were destroyed in the Jordon Ricbs.53

The Smarts continued to live at Canonbury House, Islington,
whepre Newbery kept rooms for hls authors. Hers 3Smart!s second
daughtsr, Blizsbeth (latsr Mrs. LeNoir), was born November 25,
1754, Smart's output was very small during 1754. Hs was working

SpJassa Poot, ~_% mlre or rthur ! hy, Esq. (London: lﬁll)J
p. 106, quoted by R riatﬁp r Smart's Association
with arthur Murphy,” JEOR, xmn (Jen., 1944), 52.

ﬁBFor 8 dlscussion of the marrlage and eapecially of the
religlon af Miss Carnan at the time of her marriage, c¢f. Devlin,

Pp. 6567
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on his Fables during part of the time, but he was probadbly sick as

woll, (This wss hilg second serious illness since he had been in
London, the earlier occurring in 1752. ) Smart's fallure to
srite 2 Seatonisn poem for the first time in five yvears indicates
that ths illness was e sarious one.

For seversl years now, Smert's output had heen slight; the
rathsr substantial funds which ke earned during his first years
in London were gones and ke snd his family were in financisl
difficulties. To meke money Smart turned out e prose translation
of Forace {still used by schoolboys) for 100, of which he re-
ceived only X13, the remainder having been advanced by Newdbery
for the care of 8mart's famlly.ss

Nowbery wea at this time also sdvertising Smart's Fables,
which he never printed; the most likely resson for the fallure
to print thls book was that Smart was uneble to finlsh sufficlent
fables to £ill out 2 publishable book. Nevertheless, “mart had
for scme reason come to & rupture with Newbery; in 1756 he and

Richerd Rolt oontiacted with the booksellers Gardner snd Allen to

Skngde to n Virginia Mightingale,” in Callan, I, 130, is
subtitlsd "which was cured of a fit in the bosom of a young ledy,
who afterwards nursed tre aunthor in a dangerous illness.” The
young lady was presumably Amna Msria Carnan.

Ssﬂunter, I, zxxv. The account may, howsver, be inaccurate
gince 1t is based on Smart's recollection of the event in 1764.
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write £ periodical, The Universel Visiter. The contract was
exclusive end for a psricd of ninety-nine years. ¢ When Smart
beceme 111 after the third lssue, a number of his friends, parti.
cularly Samuel Johnson, took over his dutles in order to provide
funds for Smart's family, but the magazine falled. There was
epparently no thought that the lllness would be more severe than
the previous ones--which had allowed Smart te wrlte his final

Seatonlan poem in 1755 and the Hymn %o the Supreme Baing, whioh

colebrated his recovery. Actually Smart's disease was insanity,
for which he was eventuslly to be committed not to ba released
until 1762 or 1763,

Whether the earlier 1llnesses were fits of Insanity is un-
known, nor 1s it knowm precisely in what Smart's insanity con-
slsted, A weaskened constitutlion, overindulgence in sleohol,
overwork under financial stress, and growing religlous menia,
rossibly compllicatsed by feelings of mllt over wssted years of
ephemnoral wrliting--all contributed to Smart's manla.

Smart gives nome 1nTormation about his 1llness in Hymn to

561 sto £ ) %
he ry of Smart's connection with The Universal Visiter

and of the terms of the contract has been dlacussed by R.
Botting, “"Johnson, Smart, and The Universal Visiter," MP, XXx¥i
(1939), 293-300, and Claude Jones, "Ohristopher Smart, Richard
Rolt, and The Universal Visiter," Library, Xviil (1937), 212-21h.
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the Supreme Being, published in 1756, in which he offers thanks
for his recovery from the illness of the previous year. In this
poem Smart refers three times to a loss of reason during his

11llness:

When reason left me in my time of need, 57
tnd sense was lost in terror or in %rance . . .

And exil'd reaacn taies her sest again--ss
Wy mind lay open to the powers of night.59
JMnasworth snd Hoyes, howaver, argue that these passages
s3hould be interpretad metaphorically. They argue that the 1ll-
ness of 1755 was "certainly different from the aberration that

later led to his confinemsnt,”

The Uymn to the Zuzremas Being 12 :igniflcant poetiocally as

well o8 Dlographlesally. It Is the firat of Snmart's rsliglous
poemns 1n London whlch zacapes the Influence of Milton which had
haea g3 prominent 1n the 3eatonlan poers, The poem Lz by no

nzungd 2 great one; ilts major {law 1s the almost bathetlc quality

57L1. 21-22, 3Britvain's taxt is preforable to that of
Callan, for an introductory letter by Smart concerning his 1llinesy
is included.

o8 .
jaL. 39,

591, 10.

6°H&ward J. Ainsworth and Charles E. Noyes, Christophe
Smart, & 3lographical end Critical Study (Coluxbla, 1943}, p. 90.
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of some references such as thoase to his famlly in stansa IX,
Smart's ability to transmute intenss smotion into poetry is evi-
dent, as in stanzes IX, XV, and XVI, even in this posm. The
Hymn's unevenness 1s perhaps proof that his critisal faculty
never did quite recover before his commitment. 4As it stands, the
Eyma seems most lmportant for indieating that Smart tumed natu-
rally from illness to religious poetry and that he was escaping
from the shadow that the genius of Milton threw over much
Bighteenth Century religious poetry. (The concluding Alexandrine
in each stansa suggests Spenser or his followers.)

That Smaprt became insane in 1756 is certain. The progresaion
and seriousness of the disease and the progress of Smart's re-
covery are most uncertain. Part of the difficulty is due to the
extreme ALiffidence {(or studied vagueness) with whioch Hunter
writes of Smart's ilinesa:

Though the fortune as well as the constitution of

Mr. Smart required the utmost care, he was equally neg-

ligent in the management of both, and his various and

repeated embarrassments acting upon an imagination un~
commonly fervid, produced temporary alienations of mind,
which were at last attended tith"paroxyumméio violent

&8s to render confinement NECessary . . . .

There are frequent referencses to Smart's allenation of mind

in the wiritings snd recorded conversations of those who knew

almt.r’ I, xx.
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pim--Panny Burney, Charles Burney, Mras. Plozzi, Gray, Mason,
Boswell, Johnson. Johnson can serve as an example of how little
these referencas contribute to an understanding of Smart's cone
dition, apart from the brute fact that Smart was mad,

Boswell guotes & conversation between Johneson and Burnsy:

BURNEY., "How does poor Smart do, sir; is he likely
to recover?” JOHNSON, "It seems as 1f his mind hed acug!d
to atruggle with the disease, for he grows fat upon 1t."

Johnson here seems to imply that Smert was hopslessly inssne.
Yet in the same conversation he continues:

I 414 not think he sught to be shut up. His infirmi-
tiles wers not noxious to society. He inaisted on people
praying with him; and 1I'd s l1lief pray with Kit Smert as
anyones slse. Another charge was, thgg he did not love olean
linen; and I have no passion for 1t.

The implication is that Smart was not in & greatly deranged state,
slthough it could be inferred that Johnson thought 3mait harmless
when he was originally confined, but that Smart's condition had

since deteriorated.

%25e0rge Birkbeek Hill, Boswell's Lifs of Johnson (Oxford,
1887), 1, 397.

631915, The date of this oconversation 1s unknown. Although
Boswell entered {t along wl th material from May 24, 1763, he was
explicit that it occurred "at snother time." If Johnson visited
Smart abcout August 2, 1762, as 3mart's blessing of Johnson in
ggbi%5§g A suggests to Deviin (p. 129), the talk with Burney
eou ogically have talen place around this time. But it may bde
identical with that Mra. Thrale records for 1760 (XK. ¢. Balder-

ston, Thraliana [london, 1951) , I, 176).
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Several suggestionshave been given above for the cause of
Smart's mania, The form, as Johnson stated, was that of relil-~
gious wanla, Smaert's testimony in Jubllate Agmo recalls Johnson'
statement.
For I blessed Cod in 5¢t. James's Park till
?br:tigugggigiiatg; gg:@;gié, are at variance with me,
and the watchman smites me with his staff,
Contemporary opinion may have laid his condition primarily to
drunkenness., Agein Johnson may represent the usual opinion of
the time; "Indead, before his sonfinement, he used for exercise
to walk to ths alehouse, but he was carried back sgain.® | This
is also Hunter's fudgment; Smart's faults chiafly were occasisned
by his "deviations from the rules of aobricty.”6 Chalmers, who
uniguely does not think that Smart was mad, belisves Smart's cone
finement was simply to enable Smart to regsain his health and
foreibly to separate him from drink.ﬁﬁ
The exast duration and place of Smart's confinement is une
sertain, except for the period May 6, 1757 to Kay 11371758,
during which he was confined in St. Luke's Fospital. Before
this time he was kept confined at some private ledgings. The

liry 14,
ésﬁnntor, I, xxx,

66631‘1”"‘ Pe 10.

673tend, p. 292.
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firatégrivato confinensnt may have begun as early as Jeanuary,
1756, but more probably cecurred after Smart cessed to write
for The Universel Visiter in April of that yesr. The records
of 5t. ‘uke's indicate that Smert was discharged as "f{ncurable.”
"Ineurable” may not have meant that Smert still continued irn the
condition for whick hse was at flrst admitted. Dr. Williem
Battie, the head of St. Luke's, belleved mental disorders were
elther "consequential," temporary, or "original,” innate and
incurable, If Smart belleved that he hsd been glven s mission
to purify and restore the worship of the Church of England,
Battie would have listed him as insane however reasonable his
behavior might have sesmed., For Battie insanity was s belief
in a thing that was not realiy there; Smartts bslief in a divine
mission entrusted to him would be non-verifieble, nor-odjective,
and therefore insene.

After his release from St. luke's Hospital, Smart was agsin

6aAbbott, p. 1016, The srgument is based on the signs of
the Zodlac mentioned in Smart's "An Epistle to John Sherratt,
Baq."” (Callan, I, 211, 1. 20.).

695toad. p. 292,

7°Devlin. p. 90-96. Ths theory depends on Devlin's snalysis
of the nature of Smart's religlous views, and this snalysis, how-
ever probaeble, cannot be proved. Zxternsl evidence is laeking;
the analysis depends entirely on interpretation of Smart's
postry, and other interpretations cannot be exoluded.
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eonfinsd in privats loﬁginga.?l David Garrick presented Mecrope
acd Toe Guerdian for Smart's benefit on January 26, 1757, while
gmart's old sssoclates presented "Mrs, Xidnight's Oratory” for,
pinz in 1769, Just shere Smart wes &t theze times is mot known,
The atir of activity by his friends in 1759 may suggest that
§rart may heve been agsin at liharty72 but there are other, mors
probable reasons for this sctivity,

These reasons require first a mention of Jubllate agno.
This mapuscript, incomplete, was diassovered, edlitad, and pud-
lishel by Mr, Willliam Force Stead in 1929. It was re-sdited in
1954 by ¥r. ¥. H. Bond under new principles of organization that
he had discovered. Apart from its interest as poetry, Jubilate
Agno (the title is Bond's; Stead used Rejoice in the Lemb) is &
record of Smart's last years in confinement, Its dlogruphical
importance ls enormoug on these counts at least: comments by Smart
which reveal, often obsscurely, his life and personal relationships
during thess years; lists of names of 3mart's friends; recording
of the growth of & new direction in Smart's poetry. A fourth use
of Jubllate Agno may be to clarify the obscurse later years of bis

confinement,

peviin suggests Dr. Battie's private sanitarium, p. 96 n.
T21p14., p. 101.
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Muoch of Jubilete . gno is dated; working from these dates
(which establish a definite method in Smart's daily smount of
composition), ¥r. arthur Sherbo arrived at a theoretical date for
the baginnmg of the poem, Harech 16, 175‘9.73 Mr. Sherbo eon-
cluded that the poem oomprlised & chronological record of Smari's
confinement from his entrance into the saniterium until his re-~
lease, which, agsin extending t.hq poemts dating, would have been
shortly efter January 12, 1763. The composition of the poem
over a four-year period suggests that such major events did mark
its beginning snd end,

In 1759, according to advertisements discovered in the
London Dally Advertirer by Robert w&uum,w Anne Maria Smart
had moved to Dublin and opened & shop. If Smart had been living
with his family or at mrivate lodgings malntained by them since
his release from St. Iluke's, such an arrangemsnt could no longer
be malntained. G{Quite possibly, therefore, Garrick's bensfit was

to raise money for the care of Smart in snother private nmiuﬂ.\mJ

T3arthur Sherbo, "The Dating and Order of the PFragments of
Christopher Smart's Jubilate Agne." Herverd Library Bulletin, X
(Spring, 1956), 205.

Trbia,
755:-11;@;1:;, Poems, p. 36.
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This sanitarium in Chelsea may have besn Turlington's Housa,
Prom the latter months of Jubllate Amao it appuarl that Somart
had easy aaa&ns to nawspapers or other perledicals.7 In 1761 a
few poems bagan to appear in the magmzines., Theae facts suggest
that Smart was rapidly recovering. The manner of Smart's release
{3 unknown. PFPerhapa, slnce private asylums and Turliogton in
particular were under Parlliamentary investigation during January,
1763, some of 3Smart's friends simply walked in and dbrought him
out.79 Thesa friends were, from the evidence of Smart's "aAn
Bpistls to John Shargztt. Esg.s;" Sherrvatt, Rolt, and a woman
identifled b7y Deviin ea Hiss Zheelea. Holt was Smart's assooi~
ate on The Upivsrsal Visiter; Sherratt, a philanthropic London
merehant; James Shoeles, linked by Smart with Charles Churchill,
was & clergynan. S3heeles and Churchill would seam to have had
1§ttla in common sxoept an interest in the condition of Loandon
QEShnusel. Churshill, especlally, was close tc the investigation

of the House of Commons inte these private asylums through his

763alacrtton. I, 176,
"Thevitn, p. 117.

78Arthur Sherbe, "Christepher Smart, Reader of Obituaries,”
MLN, LXXXI (1956), 177-82.

Mpeviin, p. 133.

BOP. 132. Hisa Shecles was a asister of James Sheales.
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friendship with Sir Prancis %estwood, head of the investigating
aouaxteagi and John Wilksa--whom Smart also inew--ons of the
mambeors.

The 3mart who emerged from the madhouse was not the same as
the man who had entered it seven years before. Though he was to
lapse into the same improvidence whioch had plagued him sarlier,
his poetry and his outlook on 1life had changed. Though the pray-
ing in the strest had ceased, religion had become the center of
Smart's l1life and of his poetry. This conversion must have re~
minded Smart's acquaintances of the religious eocentricities whieh
ocoasioned his confinement. DBoswell, in & letter to 3ir David
Dalrymple, July 30, 1763, probably represents the views of many
when he says that Smart has beesn "relieved from his confinemens,
but not from his nng;ppy disorder. However, he has 1t not in any
great height ., . ."

After his relesse Smart became extremely active., In 1763
weres published A Song to David, which was reviewed unfavorably,

Poems, and Poems on Several Occasions. A Song to David is Smart's
acknowledged masterpisce, but the opinien of such nineteenth cen-

81peviin, p. 129-130.

aabottarm of James Boswell, ed., Chauncey Brewster Tinker

(Oxfﬁrd, 193[‘-; '] —r' _3—3""39 »
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tury commsntators as Browning that it was a singulsyr stroke of
mad genius is no longer tenable, The more that Smart's work has
besn studied, and espescially since the discovery of Jubilate Azne,
the more 1t has becoms clear that the 3Song zrew ocut of Smart's
sntirs body of serious poaery.83

His setivity was not as prodiglous as 1t might seem since
many of these posmsg had already been published in magazines in
the 1750's. Still, the amount of work testified to his health
and energy. The only resl sign of frayed nerves is 3mart's
sansitivensss to hils poor reviews; unlike his battle with Hil1ll a
decade before, Smart shows more querulousness than gest during
this fight, His ressntment was espscially awkward at this time
because 1t destroyed his ohance et'abtniningagood reviews, even
though he was now produsing his best poetry. The vase of 4
Song to David is instructive; fifty years later Chalmers was to
print only a few stanzas in his 1ntr0duetiogsto Smartts work i
because he could find only those fragments. Hunter omitted it

83Gf. Ainsworth and Noyes, pp. 110-116.

The Critical Review, XVI (Nov., 1763), 395, said "But we
will 23y no movo of Nr. Sm 3murtx Peaac be to the manes of his de-

parted muao. The Month XXIX (Nov., 1763}, 398, implied
that 1t would not review amart n the future. In point of faot,
neither magazine reviewed Smart fully or fairly in the future.

asﬁhalmm, P 13.




35
entirely from his edition of Smart becauss it gzro "too melancholy

proofa” of the ”cltranaamaug; of Smart's mind, an opinion inie
tiated by the 1763 reviews.

Smart had conceived the idea of a metrical translation of the
Psalms while still in confinement, had advertised for subscriptions
in 1763, and was working on them in 1764. During the same year
he was beginning hia verse translation of Horace. Both projects
were vast in scope; Smart had, therefore, an extremely busy year
despite publishing little. Hannah, an oratoric, was produced at
Eing's Theater, but was his only work published in 1764,

During 1764 Dr. John Hawkesworth pald the visit to Smart
whieh he recorded in a letter to Mrs. Hunter, 3mart's sister, and
vhich Bunter later printed., The letter gives a vivid plcoture of
an induatrious, optimistic, st least somfortably prosperous, snd
cheserful man, cheerful until Hawkesworth mentioned Smart's family.
Bmart was extremely bitter sgainst his family, both his blood-
relatives and his relatives by marriage. The faect that the elder
Nrs. Smart sand Nrs., Hunter were forced to rely on Hawkeaworth for
news, and the tone of a letter in which lrs. Hunter told Annas

86gunter, I, x1111.

37&ho thly Review, XXVIII (April, 1763), 321, initiated
the famous story of ong besing indited with a key on a wall
of a cell in Bedlem.
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¥aria Smart of the death of Christopher's mother make it clear

that Smart had never viasited his wife, sister, or mother after hias
relesse. The reasons can only be conjestured.

If Smart conaldered himeself an Apostle of the HEnglish Chureh,
he must now have resented Anna HMaria's religion; much more he
asust have despised the idea of his daughters being educated in a
Prench convent., Smart wmay have regarded Anna Haria's departure
for Ireland in 1759 as a dessrtion, forgstting his own oondition
and the family necessities at the time, iWhen inna Maris returned
to Bngland in 1762, she came not to London, but to Reading, where
Newbery established her as proprietor of the Readling Msroury. The
letter of Hrs. Hunter mentioned above makes 1t clsar that Smart’s
mother snd sister were on very affesctionate terms with Annz Mariaj
this affeaction mey have alienated Smart. With Newbery Smart hed
obvicusly been st odds in 1755-56 as The Univeyss]l Visiter and
Smart's ascoount to Hawkeswo: th of the prose Horsace attest. Smeart
slac felt that the estate &t Snotterton should come to him, des-~
pite the apparent lack of entall, Though he had apparently signed
& quit-claim at the request of his mother as an August 13, 1759,
entry in Jubilate Agno certifies (and this request may have
caused him eventually to breask with his mother), he still felt he

88Pr1ntod by Brittain, foems, pp. 51-52,
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1 ad title to the sstate. Less clear grounds for ressentment are
several puszling references in Jubilate Agno "hich imply that his
wife had been unfeithful and Newbery's will, which explicitly
removed him from any share in Anns Maria's inharitance.gg

The long promised Pselms appearsd in 1765 with an eleven-pags
1ist of subsoribers, a tribute to the abllity of Smart tc make
and hold friends, as well a3 to his poetie reputation. Suart's
version of the Psslms is greatly expanded (he customarily gives a
stanza to sach verse) and considerably altersd (he "Christianizes”
the Fsalms by subatituting, for example, forgiveness for retribu-
tion). Although the poetic merit ia great in many of Smart's
versiong, the eritical reception was poor, partially because Smart
had sntagonized the magszines two ysars before and partially be-
cause Emart had been anticipated by the publication of a more
exact version by James Merricik, 3till, the subscriptions should
have mads the Pgalms a fina.cial success. 3Iince he recelved a
f50 pension in this suve yeur,ql Smart should have remained in

confortable circumstances. Insteasd, &3 meny letters dated from

89Bov11n, pp. 177-181,

90Tha entire will of John Newbery is published as an appendix
to ciﬁol;lrz. A Bookseller of the lLast Century (loundon, 1883.
PP. ’ .

9launtar, I, xxt1.
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1766 state, he was in great want,

The problems of 1746-47 at Cambridge and of 1754-56 at London
had apparently returned, Despite the best efforts of Smart and of
his friends, he was to sink irretrievably into debt and go to
debtora' prison.

Before this time, however, one major work and several lesser
ones remained. The lesser works were a Poetlcal Translation of
Phaedrus, an undistinguished work intended for children (1765),
Abimelech, an oratorio (1768), Parables of Our lord and Saviour,
Jesus Christ, generally poor doggerel but with childlike failth in
the better poems (1768), snd Eymns for the Amusement of Children,
pleasing and deservedly popular (1770).

The one major work from these last years was The Works of
Horace, published in four volumes in 1767. The volumes contained
the Latin originals, Smart's 1755 pross translation, and his new
verae tmnnlation.% Both as English poetry and as a translation
mich of the Horace was admirable, but by 1767 the periodicals were
ignoring Smart and the publication was barely mentioned, It was

never reprinted.

920ec11 Price, "Six Letters by Christopher Smart." 5%, new
ser., VIII (May, 1957), li4-4B; Brittain, Poems, pp. 53-54;
Devlin, pp. 170-71.

93A full deseription of this work 1s given in Appendix C.
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The last few years of Smart's 1life can be briefly covered.
They consist of unavalling efforts of his friends to supply his
debta; an aanual fund was started in 1?67,9 and individual in-
stances of charity are recorded in the memoirs of the ﬁimo.gg
One pleasing note occcurred during thias time: he was reconciled
in 1769 with his brother-in~law, Thomas Carnan, who was to remain
one of his most loyal rrisndsgé and who printed the Hymns fop
Crildren.

In 1770 Smart was arrested for debt (£30 to one James Bright,
put there wers other recorded dedbts totalling X 220), committed to
Eing's Beneh Frison, tried for the debt in February, 1771, and
recommitted to prison on the jury's verdiet.  Mesnwhile, Carnan
and Burney had obteinsd for him the freedom of "the rules”--a
concession which allowed him limited freedom in the ares immedi-
stely around the prlaon.98 In the rules of Xing's Benoch Priscn

99
Christopher Smart dled, #ay 21, 1771, after & brief illness "of

ipeviin, p. 171.

9500v1£n, pp. 182-191 records a number of these, but each
blography of Smert concludes with little slse to mention.

qéﬁrittaia. Posms, PP. 53-54.
¥1oevlin, pp. 139-191.

9aﬁuntar, I, xxvii.

99Gentlenans Wagasine, XLI {May, 1771}, 239.
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a disorder of the liver." About Christopher Smart's deatu and

purial the asme confusion exists ss surrourded most of his life.

Although his gurial is placed by most writers in 3t. Paul's
10

Churchyerd, his isgo;t biographers can find no record of Smart'd

being buried thers, He has no epiteph except hils poems.

10°Bunter, I, xxvii.
1015.3., Brittein, Poems, p. 56.
102p4v1tn, p. 192.




CHAPTER III
- INFLUSNCBS ON CHRISTOPHER SMART

There is no record of Smart having ever astated that there
nad been any direct influence on his poetry. Any influences on
him must therefore be determined through a study of hia 1life and
of the ocontent and teehnique of his poetry. It is necessary to
remenmber in such & study that Smart's poetry falls generally into
two classes, ssparated dy his madness, and that while sertain in-
fluences permeats his entire ocareer, some elther belong exclusively
to one section or are far more prominent in one.

The influences most marked in Smart's later career and in his
best poetry are those of Duvidl and of Horece. Thess influsnoes
can be seen developing even in the pre-1756 postry but operate
most clearly as Smart's poetry bDecomes more seriocus.

It seems probable that Smart ildentiflied himself with David,
In Jubilate Agno Smart says, "For by the grace of God I am the

131nco Smart oconsidered David to be the asuthor of the Psalms,
thonanggymuuu posts who actually suthored them will be referred to
88 David,

'8
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2
Reviver of ADORATION amongst ENGLISH NEN." The praise of David inf
A Song %o David revolves precisely around this point: that David
was sbove sll others the poet of adoration. Smart's argument on
the worth of sdoration is seen especlally after line 295. Thus in
1inee 289-291 Smart points out the high rank of David:
0 David, highest in the list
Cf worthies, on God's ways Insisg,
The genuine word repsat.
Smart reaffirme the high position of David in lines 301-303:
Por ADORATION all the ranks
0f angels vield eternal thanks,
And David in the midsst.
The excellsnce of adoration, the burden of David's song, had el-
ready been affirmed dy Imart.
Praise above all-«for prelse prevails;
Heap up the measure, load the scales,
And good to goodneas add:
The gensrous soul her saviour ailds,
But peevish obloquy degrades; 3
The lLoerd 1s prect and gled.
The "genercus soul® in, of course, David, whose Pzalms wers written
in the pralse of God and whom Smart has already called "best

man,” whose etermal theme was God. Yet in a sense this "generous
F

232, 1. 333.
311, 300-305.
by, 23,
5L. 57.
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soul® is Smart himself. The rhetorical commands of line 296 are

put into practice by Smart. Through the next twenty-one stansas,
one hundred and twenty~six lines, Smart writes a great hymn in
praise of adoration, seeing adoration as the source of life, soms-
times, indeed, of sll things in the universe. Smart "heaps up" a
long catalogue of coreation--mineral, vegetable, bird, animal, man
and his works, angels-~who are like in this, that all thelr actiong
sre for the adoration of God.

Smart's identifiecation of himself with David goes bask much
farther in time. The Seatonian Cde for 1755, On the Goodness of

the Supreme Being, begins:

Orpheus, for so the Gentiles ¢all'd thy name,
Iarasl's aweat psalmist, . . .

in this breast
3oma portion of thy genuins spirit braathe,
And 147t me from myself; each thought impure
Banish, each low idea raiss, refine,
Enlarge, and senctify;«-so shkall the muse
Above ths sters s3pire, and alm to praise
Her God on earth, as he $s prals'd in heaven.

The idea of connecting David and the purification af the poet,
made explicit here, recurs in less controlled form in the Hymn
$o0 the Supreme Being, which was separated from this QOde by the
seriocus illnass of 1755-56,

These notions of tha similarity of Smart and David, bound

ér1. 1-17.




together by their hymning the adoration of God, ean be seen
seminelly in earlier Ssatonian odes:

Ksy then the youthful, uninspired Bard
Presume to hymn th! Rternal; may he soar
Where Seraph, and where Cherubln on high
Resound th' unceasing plasudits, sand with fhem
In the grend Chorus mix his feeble volce.

'Tis then the human tongue new-tongu'd shall give
Pralses xore worthy the esernul aar.

Yot whet we can, we oughtj}--and therefors, Thou,
Purge thou ny heart, Omnipotent snd Good !

Purge thou my heart with hyssop, lest like Cain

I offar fruliless gaeprifice, with 31t=§

Offend, and not propitiate the Ador'd.

Once more I dare to rouse the sounding string,
The fget of ny ﬁ%du-ﬁvake ny, glory,
my lute an m.¢09

"Tremble, thou Earth!" th' snointed poet sald.

"At GJod's bright pressnos, tremble, all 7o mountains,

And all ye bullecks on the surfase bound."

Then once again, ye giorious thunders Eal,,

The Muse with transport hears yeo . . .

The pairing of himself with David was & result of the reli-

gious bent of Smart's poetry, not a cause, Smart’s interest in
David meay, however, have dstermined the vrealsse direction of his

religious poetry, toward the theme of adoration rather than toward

Ton the Eternity of tie 3upreme Being, 1l. 13-17.
81v1d., 11, 124-35. Italics mine.

%0n the Immensity of the Suprems Being, 11. 1-3.
100n the Power of the Supreme Being, 11. 1-5.
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that of penitence, Smart's interest in David slsc sesms to bave

dourﬁimd much of the technique of his later postry. From the
Paslms and from Hebrew poetry in generel, Emart learned ngunb
ties of sublimity, compresszion, parallislism, the catalogues, and
g coertain sntiphonal quality.

These guelities are Miltonic in nature as well as Hebratfe.
They are taken here as deriving from David for three ressons:
smart's adaptation of the Eiltonie style was essentially a matter
of externals; these quslities are listed by Lowth, whose work was
carefully studied by Smart, as Hebrale; these gqualities perdure
throughout the whele of Smart's sericus poetry, whereas the overt
Miltonic qualities (considered below) belong to the pericd of the
Seatonian ocdes.

The gquality of sublimity is & 4ifflcult one to define.
Brittain says, "It is partly soccounted for by the subject matter,
snd 18 incressed by such typleally Hebralo materiasl as the concern
with angels, demons, and the chosen peocple 1&0&1053."12 But to
say ti:is 1s not to say what the sublimity 1s. It ocan be best ssen
in the final three stanzas of the S¢ng to David, though it soours
throughout the Song, in parts of the Jubilats Agno, and in other

Mprittain, posms, pp. 66~6T.
12; !i«d" D. 6&-
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post-1763 poems, as in the last atanza in Hymn XXXII.

In the last thres stanzas of the Song, the subjeet matter
aceounts for something of the senss of sublimity: Smart mentions
the sun, stars, comets, northern lights, ccean, thunder, prayer
marSyrs, war, and God., The small things of nature and the dalily
1ife of man ars included as Smart moves to the "stupendous truth®
of the Incarnation. More important than the gubjeot matter 1s the
relationship that even the most awful aspects of nature are seen
to have %o the atill more tremendous God. 30 line 500 ("Glorious
th! assembled fires appear.”) does not sontain a mers periphrasis
for atars, Smart is qulite deliderately noting that behind the
almost infinits number of stars there 1s a guiding intelligenes
which can order thess mumbers and to which the Lmmense expanse of
stars seem "assembied.” After the "trumpst and alam" of the
eclash of armies in line 502, line 503 is a reminder of God's power
to save a man from his enemies, while, looking forward, this ssme
"almighty streteh'd-out arm” can save a man from the "enraptur'd”
ocean,

The quality of compression accounts for much of the 4iffi-
culty of reading Smart's later verse, which becomes a shorthand
of imagery. 8o in "Fealm LXV" when Smart writes, "Through thee
the ssason'd corn provides/ An ennual due resource,” the
"season'd corn" is that which ocomes in the proper seasen. The

1311, 39-4o.
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lsame compression cean be seen in 4 Jong %o David:

From fervent lipe falr Michal sﬁl'ﬁ.
As dlush to blush she stood;

and in his Horace: 28
Theres, where the frequent miz-tmo blooms. . . .
And Qods, sxempt from death. ,
Smart, as was true of other eighteenth century poets, often
revised lines from his earlier poems and inoluded them in his
1ster. The improvement in the later version is often due precisely]
to the oompression of the later lines, as in this pair noted by
grigsons

Be thou my dlwark te defend 18
Like some styangs bastion's mole.

Strong is the lion-like a coal
#is eyeball~like & bastion's uglc
His ochest againat the foes:i9
Parallelism 1s especially noticeable in Jubilats Agno, in

which Smart's overt use of Hebrew poetyry is most odvious. Besides

Wry, 170-71.

1504es, I, 5, 1. 3.

1604es, 1, 8, 1. 12.
17ﬁwnuy Grigaon, Christophay
Bupyeim XXXI,* 11, 11-12.

I’A Song to David, 1l. 951-53.

m (Léndon, 1961)1 P 29¢




L8
the obvious parallelisms of the openings (either "Let" or "For®),
1ong sets of parallel constructions can be noted. For exampls,
all but the First four lines of Fragment A begin "Let . . . [u
Biblical person | bless [or praise or an squivalent | with . . .,

[an animal, if pessidle a Biblically associated one | ," The
paralleliasm exists m otheyr of Smart's postry as well, especially
in A Song W Barlier exsmples ean be sesn in stansa X

of Hymn %o ths 3upreme Being, in lines 531-32 of QOpn the Eternity
of he Suprems 3eing, and in lines 3-11 of 0n the Power of the
gupreme Being. As ezleast oxempls, one of Smart's lesser works
iy serve:
Bvery Bird that pipes & Eote,
Every Shrud that bears a dbloom,
Thine Unkindnesses upbraid;
Orateful u the Linnstts Throat,
Grateful s the Bay's Perfume, 21
And to God thelir Tribdute's patld.

Iike parallelism, the catalogue was not a quality exclusively
Hobraic. Smart was femiliasr with it from the epiecs, certainly in
at least the translations of Dryden and Pope. What Smart does in
his maturing poetry is to use the catalogue as & roll eall of

ereation, rather than as a listing of one group. A very early

mlﬂar almost all virtues of Smart's stHyle and forwative ine
fluences upon it, 4 Song to David presents the best exemples sinsey
by dcﬂ.nuim. one does nOot surpess one's masterpiece,

m Aot II, p. 12, 11, 1«6, in Brittain, Poems, p. 2L0.
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exsuplie of the listas that Smart was later to develep ocecurs in

the 1751 Seatonian Ode, Qu the Immensity of the Supreme Being:

Vain were th' attempt, and implous to trace
Throt! all his works th' Artificer Divine--
And tho! nor shining sun, nor twinkling star
Bedeok'd the srimson curtains of the sky;
Tho' nelther vegetable, beast, nor bird
Were extant on the surfase of this ball,
Hor lurking gem bensath; tho! the great sea
Slept in profound stagnation, and the air
Had left no thunder to promounce its maker;
Yot man at home, withinzgiuult. wight find
The Deity immense . . .

This 1s obviocusly poor poetry; it 1as trite in sush images aa
"twinkling star"; it uses poetic diction without substance, as in
“the surfase of this ball"; 1t states an omotion whioch is not come
municated; the list i3 primarily of common nouns without vigor oy
eclor. The passage is, however, Smart's first attempt at develop-
ing his ecatalogue.

A substantisl advance is evident in Hymn to the Supreme Beling|

Chlef of metalllic forms is regal gold;
Of elements, the limpid fount that flows;
Give me ‘mongst gems ths bBrilliant to behold;
Oler ‘s flock imperial is the rose:
Above al the Sovireign eagle soars}
And monarch of the fiasld the lordly lion roars.

What can with great levigthen eompare,
Who takes his pastime In the mighty main?

what, like the Jun, shines thro' the realme of air,
And gilds glorifies th' stersal plain-«

Yot what are these to man, who dear: the sway

221&1. 127-137.
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Tor all was made for him-~to serve and to ubey.aa

In these lines the‘imagery is fresher, more concrete, more vivid.
The phrasing ls often conventionsl end amploys the standard dise
tion, but 1t 13"6511baritely shaped towsrd the txnﬁl“linc and the
peversal of "to gerve and to obey.® If Smart i3 employing s gen-
orally "poetic" 1diom, he i1a at least shaping {t toward his own
purposs, is using it as a counterpoint to his theme. Though the
repetition of alliterative palrs is inartistic, Smart demonstrates
& mastery of his form in the first two lines, reminiscent of Jone-
son in thelr classicsl quality. In them ia sesn the second major
influence on Smart, that cf Horscse, which will be discussed later
in this ehapter,

The perfeation of Smart's amployment of the catalogus can be
seen in A 3ong to David, in which the device is so froguently em-
ployed as to constitute e unifiying themse: QJod 43 sdored by all
ranis of creation, most sapecially and perfaotly by man. 3o Saart
beging in stansa XVIII %o llst the objescts of David's song: "He
sung sf God~-the mighty sourss/ Of all things. . . .*° In the
next oight stangzas 3mart runs through the ranks of ereation in

precise, sharp Images: angsls, man, the world, vegetable c¢mnationyg

z’uo 35«96‘
21y, 103-104.
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pirds, fish, beasts, and gems. The quality of the catalogus and
its pcrfqetian through a sharpening of foous ¢an be seen in
stanza XXIII, in which Smart names the birds as an object of

David's song!

0f fowl--s'en ev'ry beak and wing

Whiech cheer the winter, hail the spring,
That live in peace or prey;

They that make music, or that moeck,

The quail, the brave donaatig souk,
The raven, swan, and jay. 5

Though the catalogue can be easily recognized in much of
Smart's work, the antiphonal quality of his poetry is most easily
recognized in Jubilate Agno. Although the work has survived only
in an imoomplete form, Smart seems %o have intended 1t for re~
citation by two choruses, one inggping the "Let" lines, the other
responding with the "For" lines. W. H. Bond, the more recent

editor of Jubilate Agno, states:

Although the Let and the For sections are physieally
#1stinct, their content is intimately related. The dates
show that parts, at least, of the two seotions were
written concurrently. . . . And in doubdble follo 3, at
least for a considerable portion, each For verse is in
some manner and degree & response to the corresponding
Let verss. . . . It seems likely that the entire poem

2513, 133-138,

abaand auggcsta that if Smart "visuslized an actusl per-
formance of o Aggg, it was apparently with himself as the
second reader. . . . 20.
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was oonstructed in this manner, with a line for line cor-
respondence between the Let and verses, 1t any rate,
1t was 8o begun anda9t so continued through the greater
part of its length.

An example can best bs sesn in Pragments B and O, in which both
nrat" and "For" verses survive:
Lot Hobad rejolce with Neoydalus, who 1a the Oreek of a Grud,
For I have glorified God in OGreex and Latin, the conseorated
language spoken by the Lord on earth,
lLet Zurishaddai with the Poliash Coock rejolce-~The Lord
restore pease to Rurope.
For I medikate the peace of HBurope amongst family biokerings

and domeatlic lars.
Let Zuer rejoice with the Guines Hen--The Lord add to his mer-

cies in the ¥WRE3T]

For the HOST is in the wga@»-fha Lord make us

thankful unto selvation,

The same antiphonal quality is also present in much of

Smart's other poetry although 1t has not been greatly noticed,
In A Zong to David, a verse-response technigue could easily be
employed, some times in succsssive lines, more often in half
stansas. In meny of the FPsalms, the same quality can be found.,
The antiphonal quality 1s more than a mers correspondency--~whether
of parallelism, of contragt, of sxemplification, snd so on; it re-
quires also & declamatory tone which would suggest the suitability
of suoh an oral presentation. The playing off of one line or of

ons half line ggainst another is one of Fope's most common teche

€T8ond, p. 18.
2831, 11. 6"8;
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piques, dbut this interplay does not suggest that the verse is anti-
phonal, The antiphonal quality 1a prohibited by the nature of the
yerse, which is conversational even at its most vehement, as in
the portralts of Atticus and of 8porus.

It is not known that Smart aould underatand Hebrew; rather,
the indications are thaet he sould not., In a previously oited
lace in Jubilate Agno, Smart states that he has pralised God in

se lsnguages oconsecrated by Christ's usage, specifylng Oreek

jand Latin but omitting lebrew. Boud notes that in Jubllate Agno
smart misses opportunities to couple animals with Bibllcal names
which are really the nsmes of mimh.zq Since Smart began Jubi-
late Agno by jJoining Biblieal people with animais and socn ran out
lof approprinfe names, the indication of ignorance of Hebrew seems
strong.
Smart was, however, acquainted with Blshop obert Lowth who
had written De Saora Poesi Hebraeorum in 1753.30 Dr. lLowth
stressed the verse-responss nature of Hsbrew poetry and studied the
Hebrew technique of playing on parallel passages and word pairs.
Additionally, Smart was fsmilisr with Patrick Delaney's 4in Histor-

aqaond. P+ 2li. Bond may have overstated the case. Cf.
Hcharl.u Parish ("Christopher Smart's Knowledge of Hebrew," §tud%a%
in Fhilology, LVIII [ July 1961 ], 516-532) who argues that
Possessed a aonsiderabls knowledge of lebrew.

Saﬁ\mur. I, xxv.
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go0al Account of the Life and Relagn of David, King of Isrsel, first
published in London in 1740-4L2. While the book would not have

contributed to Smart!'s knowledge of Hebrew poetry, it would have
pesn influential in establishing David as an early model for
Smart's postry.

The second meajor influence on Smart was that of Horsce,
which was noted cs early as Huntar.Bz Hunter, however, feels
thet Smart wes too liberel in interpreting the Horatien per-
migsion for the unusuel use of words, descending at times to "low
and colloquial” manners?B Hunter does not specify any usege of
Smart which so descends, but he probably had in mind such passages
as:
But while ev'n now their meat they shew ., ., .3h

e » » t0 the mermald's pag
The secaled infant olings. 5

Ev'n exactors of the toll, 36
And the harlot of the stew . ., .

Mg mttatn, Poems, p. 293,
BEHuntor. I, xxx.

33%.. p. xxxi.

Mnpgaim LXXVIII," 1. 121.

355 song to David, 11. 323-32h.
36ngymn XXIII," 11. 1=2.
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gmart may have felt that the Ars Poetica justified such images,
put their source is not Horatian. They are rather examples of
smart's view that all things contribute teo the prailse of Ged by
their very existence and are therefors fit objects for poetry.

Smart does draw csrtain effeacts directly from the theory and
practice of Horace with respect to word usage. He speaks of
Horsce's "unrivaled peculiarity of expression," his "curiosa
;oligiggg.”37 In the Ars Foetica Horace givea authority for re~
viving o0ld words, coining new ones, and employing common sords in
novel ways, All of these Jevlices, and especially the laat, are
practiced by Smart.

A list of archalc and cbsolete words used by Smert is given
by Brittain.38 It 1g lmportant to note that this list 1s by no
means complete; furkher examples are "ghostly” (in the meaning of
spiritual}, ”wilk,"ha Laxnra.”kl and ”cantcn.“h4 There are

cccasions)l coinings by Smapt, as "sxistimation,” but not meny

31ne woris of Horsce, Iremslated lnto Verss, p. 1il.
38231‘115!;&1&, Loema, p. €9,
npern XXIII," 1. 22.

4% song to Dawid, 1. 2L9.
blogymn x11," 1. LS.
B2upoatn 1,7 1. 23.

i3yup1lete sgpe, B1, 1. 3.
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of thesse.
Rather, Smart seomed to prefer to employ uagﬁl words unususle
1y or to smploy unusual, but not arechale, words. An obvious

example 1:y3mart'¢ Egaferenaa for cbgcure nsmes of animsls, as
“xiphias,” "Ivis" (which may be a coinage), "spinks and
ouzlas."u7 Cther igstances sbound in Smart's pcnbﬁgé

The moons thelr hesv'nly damagss aupplye-
The word "sup-ly,” which at firat seems most unsuitsd for "dax-
ages,” adds 3 deeper level to ths line by recalling thst in the
sub-lunary spheres changs 1s the natupre of 2ll things and thst
this ohange is slways towards dissolution. By the use of "supply”
with "hesv'nly damages,” Smart sttains s tone simllar to that of
Horace Iin "Eheu, fugaces,” mingled irony and ascceptance.

¥a of Christ's peculiar fold 49
That proteat ageinst the goat,

"Pegullar" is one of Smart's favorite words, carrying the con-

bhppsttain, Poems, p. 69.

455 song to David, p. LSO
W61p14,, 1. 316,

4Tapyun XXXIX," 1. 29.

hs&craca, "Book IV, Cde 7," 1. 13,
49whymn XX, 11. 47-48.
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pnotations of "distinctive, 1ndividual.“5° In this same pasaage
san be seen another way in which Smart employed this guriosa
felicitas, "Fold" in reference to Christ's church is the standard
postic diection, bdut Smart makes it his own by his use of "goat”

in the following line. A hacimeyed figure has besn revitalized

by Smart foreing the reader to consider the original meaning of
"fold™ and conocomittently all the associations of “"sheep” in the
New Testzment.

Come then, or sword, or fire, or axs
Devour me Lranoh and stem. . . . 1

The peculiar force of "devour” i1s attained by the lLatin figure of
geugma. Smart gains a further level of meaning by the Biblieal
assoclation "devour” has with the operations of the devil; this
connotation intensifies the vietory of the devout Christisn of
whioh Smart is aspeaking.

And in serene suspense he hsldsg
The frantic throes of Saul.

”auapsnso”'ia a revarsion to the Klizabethan idiom in whieh the
meaning of a word was much closer to its Latin origin than it

later was.

TR "quick, peculier Quince." A 3ong tc David, 1. 353.
5lepymn XXIT," 11. 25-26.

52) song to David, 1. 161.




58
e« « . the brave domestic eoek,gs

gmaprt uses a twofold method of throwing "brave” 19@@ a special
prominence. Firat, "brave” 1s used in the older meaning of
"glorious,” probably alszo with the implication of "proud, vain-
glorious.” Second, besause the word would primarily convey its
more modern mesning to a reader, its juxtsposition with "domestio®
achlsves an oxymoron.

Rel~ted to this "unrivalled pecullarity of expression,”

Smart learned from Horagce an attridute wvhish the English poet
terms "Impression." Although this impression would be achieved by
the use of an unusual word or of a common word in an unusual way,
it also could be achieved independently of these technigues.

Since impression is the subject of the few critical remarks Smart
made on poetic theory, a disoussion of it will be reserved until
the next chapter,

Brittain, who has most disoussed the influence of Horace on
Smart,sh notes two ways in whish the poetry of Smart differs from
that of Rorage:

In the first place, he | Smart | is far too direct.

He can never msnage the gentle aloofness of the Latin.
Sueh a deliocate mingling of polignsncy and humor as Horace

531b14., 1. 137.

Shaath Grigaon and Devlin derive from Brittain in this
Fmapeot.




evokes in the "Ehau, fugsces, Posthume, Posthume" is

impossible to a men of Smart's forthright nature. . . .

There {8 secend & full, flowing melody in the lyriecs

of Horeoe. « « . garc'a phrase, on the contrary, is

short and ebrupb.

This opinion advanced by Brittain cannot stand without con-
siderable qualification.

First, Smart'as dipectness is far more then an evidence of a
"rorthright nature®; 1t 1is Qquallgﬁdue to the fmmediacy which
Smart le~rrned from Hebrew poetry. To atresa directness in
Smart's work is certainly correct, dbut directness is not an ex-
clusive quality. Smart frequently displays & very delicate sensi-
bility, an awareness of nuance, and an ability to mingle moods and
emotions,

The last two characteristics are clear in the examples which
wore c¢ited above to demonstrate the cupioss felicitas, but such
examples could be multiplied:

Whilst eegerly I gaz'?
Admiring ev'ry part,

And ev'ry feature prais'd,
She stole into my heart.37

How some subtle mean invader 58
Wins the heart, or gains the ear.

55Britta1n, Poems, p. €7.

Saar. Lowth atressed the brevity of the Eebrew poetic phrase
a3 an sapeot of sublimity. De Smors Fossl Hebrasorum {(Goettingae,
1788), 11, 270.

5T"panny, Blooming Fair," 11. 58,

Sa"Song.“ 11, 15-16,




But, now, methinks I hear you say,

{And shake, your Head) 'Ah, well-a-day!
Painful Pre-eminence to be wise,

#s WITS have sueh short memories.

Oh, that the Aet was not in force)

A horgel~-my Kingdom for a Horse!

The delicateness with which Smart can treat 2 topic can be
seen in such passages as:

Por Hed is of sundry sorts till 1cﬁgoepena to BLACK.
Por black blooms and it 1s PURPLE.

Por I saw a blush in Staindrop Church, which was of God's
own solouring.
For it was the benovoleuca&if a virgin shosn to me before
the whole congregation.
Beechea, without oxder seemly,
Shede the flow'rs of annuel bipth,
And the lily smiles suprenmely 62
Mention'd by the lerd on earth.
In this isst psssage special attention should be pald to the
placing of "shade® and "bipth" in the second line. The effect of
theses contrasted words beginning and ending the line is & very
delicate intimation of mortelity. The cholce of "ennuel” to modi-
fy "pirth" znd the introduction of the Divine into the lsst two

lines of this stanzia make the stanza & ministure rescapitulation of

5970 the Rev. Mr. Powell," 11. 15-20.
%0subilate Agno, 22, 11. 660-661.
6l1pea., 11. 668-669,

S2upgmn XTIT," 11, 21-24.
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the state of the world--fallsn and rsdeemad, mortal yet destined
for rebirth,

As the dirsctness of Smart's varse, ths Hedralc brevity of
phrase, obscures the rsnge of Smart's sensibility, so this brevity
may 8180 be overstated as a charactaristie of Smart's rhythnm.
Certainly the abrupt phrase 1s the most atriking aspect of Smart's
melody. The short phrasa, however, operatea within a larger pate
tem, often very extended, without which Smartts poetry would dbe
merely & collection of glowin.: phrassas. hia largsr pattern 1is
precisely whet makes A Song to David a poem, while Jubllate Agno
18 not, what makes certain sestlons of Jubllate Agno poatry while
other sections are narsly aphorisms or conundruma.

In A Song to David the hard, sbrupt phrase is most evident
through the final fifteen gtanzas, but whils the phrases render
this passage memoradble, 1t 1as the flow of images in eighteen line~
groups that integrates the passags and pgives It point, The two
lines on tte "blush in Stalindpop Chureh" gain more fo.ce when seen
as the oulmination of a seguence on ecolor,

Besldes thls larger malody of structurs, Smart maintains on
frequent ooccasions a flowing structure of run~on lines and even
stanzas. This structure 1s hest saor in the Odes, where the mel-
ody of Horace 1s imwedlately before 3mart, dbut is present in other

woric as vell, The ode, "To Pyrrhs," is an 2¢cellent example of the

e
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pandling of varied rhythms within stanzas and between stancsas,
while "Hymn XVI" displays s supple hendling of phrases within a
six-line stanza, The entire problem of Smart's rhythrs demon-
atratez to how great an extent the influences of Horace and of
pavid had been assimilated and mingled by Smart.

While these Influences dominate in Smart's later verse and
exist within hls earliier, the primery influences on Smart's early
work are Fope snd Milton. Much of the Influence of Pope upon
Srert has a blographical scurc: which was noted in the first chap-
ter, but it would have been difficult for any young post in the
1740's to have escaped PFope's influence, The effect of Pope upon
Smart can be seen in the nature of the postry which Smart wrote
and in certain effects of phrasing and imagery.

Most obviously Smert's lLatin translations of Pope's "Ode on
S5t. Cecilia's Day" and Bssay on Criticism atiest to his regard for
Pope. (Smart's Latin verse was very highly regarded In 1ts day;

wheress Ch:lmers cannot find a copy of & Song to Dasvil, he prints

many Latin poems,) Threec of Smart's other pleces, "The Horatian

Canons of Priendship,” The Hop+Qarden, and The Hilliad, were

obvicusly inspired by Pope, end Smert's "Ode on St. Cecilia's Day"
was probably written in emulation of Pope's poemn, Taough the form
i1s clore %o that of Dryden's poeu, the theme approaches nore

nsarly tiat of roype.
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"The Horatian Canons of Friendship" and The Hillisd are
Smart's only ventures into the hercioc ocouplet, which he does not
pandle well, In his use of the couplet, Smart's practioce is cloa~
or to that of Dryden than that of Pope. Smart employs triplets
and rather loose couplets; he seems to have difficulty in shaping
his thought to the ocuplet form. HNe never catches Fope's trick
of balance, antithesis, and parallelism; his attsmpts are verbdal
end foreed, without the appearance of inevitabllity that FPope
gains.

"The Horatian Canons of Priendship” is an "imitation” mcdeled|
on Pope's imitations of the satires and epistles of Horace., It
4iffers from Fope not only in the strength of the couplet but even
more importantly in the manner of the satire. Smart was far more
of a Horatian satiriast than Pope was. Rasentially, perhaps,
Smart's true bent in satiric verse was humorcus. “Ad Xanthian
Phoceum,” a good-ngtured self-satire, is a miuch better poenm.
there Fope pillories individuals, Smart satirizes types. Wwhere
Pope knows his material intimately, Smart seems to invent figures
for lesok of knowledge of true exsmples. 4 comparison makes the
point evident:

0ldfield with more than Harpy throat endued, 6
Criea "Send me, Gods! a whole Hog barbecued}!” 3

63? pe's "The Second Satire of the Sscond Book of Horace,
Imitated,” 11, 25-26,




Ho forelign ccoks, nor livery's sewmt&nxgh.
Let me with comfort eat my mutton pyej ,

The difference in technique is even more obvicus in a con-
sideration of The Hilliad, With its potes yariorum The Hilliad
velongs to the large group of eighteenth century imitations of
The Duncisd. Unfortunately, The Hilllad 1s completely controlled,

to the brutal but comic level of the second book of The Duneiad.
Smart attempts to copy some of Fope's technigues, but the simi-
larity is merely formal., For example, The Dunciasd gains much of
the power of its conclusion by its perversion of the opening of
the Goapel of St. John. S&mart, in The Hilliad, attempts to recall

Othellos

Farewoll--my day of glory's on the dum6
And now,=-~Hillario's occcupation’s gone,™-

Smart gains no special effeet from his allusion; it ia & mere
parody and not even a clever one,

The HopvGarden is a georgle, in the tradition of Grainger's
Sugar Cane. ‘!’%gugh Smart opsnly states the influsnce of Nilton in

The Hop-Gapden there are echoea of Pope:

&‘”'l‘ha Horatian Canons of Friendship," 11. 34-35,

ésm Hillisd, 11. 77-78.

6. 1.

completely decorous. It never rises above medicerity or descends |
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» « » me, lowly swain,

Bvery unshaven arboret, me the lawns,

e the wvoluminous Kidway's silver wave, 67

Centent ingloricus, and ths hopland shades!

A shepherd!'s Boy (he seeks no vetter name)

ied forth his floocks along the silver Thame,

¥here dancing sunbeams on the watsrs playod.és

And verdant alders formed a quivering shade,
It i3 read today for 2 few glimpses of nature and for Smart's meme
ory of his boyhood home in Shipbourne. The blank verse of the
peem 1s generslly pedestrian. Purther, Smert assems to have had
no set purpose in writing the poem, which concerns itaelf with
nostalgic reminiscence, huabandry, admiration of nature, end slap-
stiok comedy. The most notable exhibition of the last qualily
ccours when Smart tells of the curing of the hops. After warning
that the hop-treader mist wear shoes, Smart $llustrates the
reason by telling of Derinda sorting out en lwported bag of hops
when "gc: ahe starts, she frowng/ With indignetion at a negro's

9
nail."”
Althcugh Sumart did not profit from the subjesta he chose in

inmitation of Pope nor frox his adoption of the herolc couplet,

there remain in his writing certain positive gualities which seem

67the Hop-Garden, 11. 30~33.
68"&ummar.“ 11. 1-4L.
6911, 6T1-672.

o
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derived from Pops. Thy moast strikin% of these i3 a certain minla-
0
turist tendency in plctorial effaect.

In an hearse she rode reclin'd

Dyawn by soroech-owls slow and blind:
Close to her, with printless feet, 1
Crept 3tillness in a winding sheet.’

By the gea-flow'rs, that lmmerge
Thoir heads around ths grottol's varge,
Dependent from the stooping stem;

By each root suspended drop,
That lightly lingers on the ?89‘
ind hesitates into a gem;

Thess lines especlally recall such dollcate plctorial effacts of

Popa as

Ths spider's touch, how exjulsitely finel 73
Peals at sach thread, and lives along the line:

This quality, often overlooksd begause of the striking effect pro-
duced by Smart's grandicae imagery and phrasing, continues in his
later poams: |
Tansy, calaminth, and daisales,
On the river'‘s margin thrivs;

4&nd accompany the mazes ™
Of the stream that leaps allve.

706411&3, I, xxxl-xxxiil,
Tlp 3ignt Plece,” 11. 7-10.
72“@&0 on 8%. Cescilia's Day,” 1l1. 82-87.

73g93a7 0a fan, Eplatle I, 11. 217-218,
Mhopymn XI1I," 11, 5-8.
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Hear them thro' blossoms bursting rlpe
The birds upon the perches pipe,
As boughs the herbage shield.?5
The second quality Smart seezs to have learned from Pope ia
that of the harmony of full vowel sounds. Though Smart is some-
gimes thought of as a headlong writer, he astually handles many
rhythms and achieves a great suppleness within them. Ie certainly
jlearnsd part of thils mastsry of cadance by translating Pope,
probably, slso, part from a study of Pope's rhythms. Such an
early poem as "Idleness” demonstrates the technique:
54ster of peace and Iindclence,
Bring, Muse, bring numbers soft and slow,
Elaborately vold of sense, 76
And sweatly thoughtless let them flow,
The technique 1s that of Pope in

1o, where Haeotls sleeps, and hardly flows
The freezing Tanais thro' a waste of anows. /!

The influence of Hilton upon Smart has been mentioned in
reference % The Hop-Garden. For a religious poet of Smart's
period, the Hiltonlo influence was slmost a neeessity. For lmart
the influence of Milton would have been intensified by & Puritan

reverenc whish 3mart shared: the Puritan reversnce for the stresy

T59pgaln 0IV," 11, 57-59.
1614, 1.4,
Mg Dunciud, III, 11. 87-38.
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which David laid on the creation of the world by God being the
source of zll value in the world. Since Smart's most obviously
Miltonic religlious poems, the Seatonian odes, were written for a
prize and since the mid-eighteenth century audience expscted
religious verse to be Miltonie, an sxtrinaie reason for the Nil~
tonio echo 1s readily deduced. Smart later abandoned the Miltonie
style in religious writing as uncongenial to his temperament;
there ls a certain hardness, a moral firmmess, at the center of
Milton's veras that Smart, a “myatio" poet in his emphasis on
praise and adoration, never ooculd achieve.

The one non~religious poem {though it contains moralireing)
in which Smart shows the influence of Milton is The Hop-Gerden.
This poem displays the faults into whieh Smart fell in his use of
Milton's style and none of the virtues of the Seatonian poems,
Smart begins with the blunt statement, "I teach in verse ilton-
ie." ° The “verse Miltonio" takes the form of blank verss, fre-
quent mythological references, elaborate interpolated mythn,79
polysyllsbles, eapecially in namoo,&a and aireunloeution:.81

e Hop-carden, 1. 7.
Tas in 1, 173 fr.

80ngantium,” 1. 10 " " "
« 103 "Dorovernis," 1. LO; "Tunbridgie,” 1. L1;
"umbrogeous, " 1: 69, ! ! '

8lvtnrant germ," 1. 71; "vegetable riches," 1. 75.
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Many of the purely formal Miltonic phrases are adopted by 3mart,82
put the high seriousness and the spirit are missing. The only
guccasaful sections of the poem are the views of nature, which are
more successful as thay are less formal. One example of szuch &
sugoessful line shows a fine perception reinforced by a ssvers conq
trast in sentence length and style:

Arniss of animalec'les urgs their way

%gc;;1$ir?yga;;gfi1§§:§£b§§:;:nog§:;:nt 91a1n3.83

The 3eatonian odes represent an edvancs inasmch as in them

thers is a proportionality between sudbject and form. In these
posms, also, Smart has made the Hiltonlsc form much more hls own,
Por example, he takes a phrase of Milton's and turns it into
a fresh image, "the atately night-expleding bzrd.“& The Mil-
tonic davices are not aso obviously used; when they are used, the
subject 1s more suitable to them than in The Hop-Garden.

azznveraion of noun and abgaazivs, "Arma expansive,” 1. 763
inversion of subjest and verb, "secure there shalt thou plant
thy hop,™ 11. 51-52; dropping of syllables, "meliorated," 1. 87;
Latin figures, such as synochysis, "He, with love emasculate and
wine," 11. 192-193.

8311. 78-80.
3h"wn1za the cook with lively din

Scatters the rear of darkness thin . . ." L'Allegro,
11 L] h-g"go .

%5on the Immensity of the Supreme Being, 1. k.

v
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86
ooaasiogally some devices seam forced, while others leck

polnt,

Ihe major difficulty with the Seatonian posms 1s not the
form as such; it 1ls rather the difficulty of writing poetry on
the abstract subject of the Divine perfection. Yet it is olear
that Smart could turm dogma into poetry:

God allebounteous, all-creative,
In incamnate, and & ative g
Of the very world he made.

It would seem that the difference between the "Hymn" and
the Seatonian poems is not merely & matter of maturity, but of
directness of sxpression and of lyric grace. The influence of
Hilton on Smart waned a&s he moved toward this lyriec expression
and found that he could sdapt the Hebraie sublimity to sueh
expression while he cculd not adapt the sonorities of Miltonie
expression,

An intluongg on Smart only recently sugpested is that of

Andrew Marvell. Certain lines in early poems of Smart are

86mme anaphora in On the Power of the Supreme Being, 11. 8-9.

87tme denomination of David as 0 he Goodness
leno rpheus, On the ss of
the Supreme Being, 1. 1. ’ =

8B"Rymn XXXIXI," 11. 33-36.

39
Devlin, p. 253 J. B. Erocedbent, ed., A Song to David
(London, 1960), p. xviii. ’
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suggestivel 50
Markt, little hemispheres, with stars;

The deer approach the secret scene, 91
And weave their way thro! labyrinths green;

Even more suggestive iz the poem "Un an Bagle Oonfin'd in s
College Court." Although there is something of Milton, atpoainll*
at the beginning of the poem, the final stansa in itz melody and
ethical seriocusness is reminiscent of Marvell:
Yot useful still, hold to the throng--
" Hold the reflecting glass,
That not untutor'd at thy wrong
The passengsr may pPass:
Thou type of wit and sense confin'd,
Who study downward on the ground;
Type of the fall of Greece and Home)
¥hile more than mathamatés gloom,
Bnveloped all around!

The influsnse of Marvell manifeats ftsel!f more as an echo
in Smart than as a developmsnt in theory. It takas the form of
a serious, yet melodio, expression, a central toughness of mind
cloaked by aease of expression. These asme qualitles exist in
Smart's loter poetry but are soc shaped by the influences of

David snd of Horace that 1t is difffcult to single out sny

90"Ths Pretty Bar-Kesper of the Mitre," 1. 22, Suggested
by Devlin, p. 32.

91lv04e on 3t. Cecilia'as Day," 11. 55-56., 3uggeated by
Devlin, p. 38.

9211, 31-40.




—
T2

passiges as showing Marvell's influence. Perhaps the phrasing
and tone of these lines may stem from Xarvell.

And when lnto the shallow grave you run,
You cannot win the monarchy of wine , . .73

Generally, however, in Smart's later poetry the influence
of Marvell is subsumed by that of the Hebrew and the Homan.

The finsl major influence which can be noted is that of
sightsenth century musin.gh S8mart's blography shows a freqguent
assoclation of the poet with muasie and musiclisns. Ferhaps the
longest frisndship Smart enjoyed was with Dr, Burney. The first
poex ¢f Smart to be published in lLondon was aczompanled by a
musical setting by Boyce; Smart's esrliest associations in london
centered around Vauxhall Gardens., In 176 and 1768 3mart wrote

the lyrics for oratorios. In October, 1765, a group of well-

known composers lssued A Collection of Melodies for the Psalms
of David According to the Version of Christopher Smart, A.M.
This publication seams to have been e&n act of friendship intended
either to stimulate the sale of Swmart's Psalms or to suggest the
adoption by the Church of England of Smart's version. 4s a

group these hYiographisal refersences argue for at least a fair

93%1!‘@3' HBOOk 1’ Qde h,” 11. 2l-22.

ot pazak e theory was first stated by Brittaln, joems, p. 73-7k




73
knowlsdge of mugic by Smart.

Brittain suggests that the influsnce of the music upon Smart
takes this form:

A spescific word, phrase, or image is chosen and it is

Rd sach placing can it be made to pefer to one or more minoy

the thome whish happans st ihe moment to be dominent.ds

Smart in his poetry, then, produces a very complex counter-
point of multiple reference. He adds to this counterpeint, or
sometimes produces from it, the baroque quality of such an
eightesnth ocentury musician as Handel. PFurther diasocussion of
these qualities must be ressrved until the next chapter., For now
it osn be noted that this counterpoint is very similar to Smart's
individuslisation of poetic diction while maintaining the
diction's frame of reference, a point already discussed.

In conslusion, therefore, it becomes clear that Smart's
poetry was influenced from several sources. Smart gradually
assimilated these sources and reduced them, in his work after
1763,96 to two: the sublimity of David and the ease and "im-

pression” of Horasce. The unique blending in Smart's poetry eof

qslbld.. < 1 73.

96Thc date 1763 is merely a convenlience as marking Smart's
release from the madhouse. Many of the Paalms and Hymns were
written {n 1762 or earlier.
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these two very ciffersnt traditions scoounts in a large msasure

for the individuality of hig dbest work,




CHAPTER 1V
SMART'S POETICS

8ince Christopher Smart has left very little direoct statement|
on his poetic theory, his poetics must be deduced in large pars
from his preotios, There are, however, some ztatements which are
most suggestive in regapd to Smart's theory. The moat important
of these occurs in his preface to the 1767 Horase. After a dis-
cussion of Horsge's "curicsity of cholce diection,” Swart gves on
to mention a quality, which he oalls impression, possessed by
every great genius but in a superior degree by Horace:

‘éggrefsiog then, 1s & telent or gift of Almighty
God, by oh & Oenius is fmpowered to throw an emphasis
upon & word or sentence to such wise, that it cannot
sscape sny reader of sheer good sense or critical sags~-
city. This power will sometimss keep up thro' the med-
fum of a proae translation; especislly in Seripture, for
in justice to truth and to everlasting preeminence, we
must confess this virtus to be t:r more powerful and
abundant in the sacred writings.

Swmart follows this definition with some ten papges of sxanm-
ples in Hebrew, lLatin, and Oreek, together with translaticns of

lﬁoruao, I, =t1.

75
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ghese. The nertinence of the sxamples 1s not always clear, but
generally the effect shown i3 one of persplcuous phrasing whieh,
in setting off one word particularly, 1s at the same time reflect-
ed back upon the sentence as g whole. This shading or impression
has, accordingly, a twofold effect: first, it throws a "pecu-
liur”z aspect upon the word or phrase itsslf; second, by virtue of
this impression it throws a new meaning on the entire context.

T™e device ia analogous, for example, to the imagery in the major
gragedies of Shakespeare where the imagery so modifies the thought
and has bacome a0 integral a part of it that the sense is radically
diffarent 1f ilsolated from the imagery.

This conception of impression makes 1t a technique quite

spart from the curiosa felicitas, though impression may begin in

s pacullarity of dleticn., Robert Brittain, who has made the most
thorouzh study of imprescsion, sesms not to have maintained this
distinction sufficiently:

By what technical devices this impression ia acocom-
plished, Smart does not say here, but an answer may be
found, I think, in one of the rules lald down in the Ars
Poetica. . . . His early prose translation of this ~sssape
indicates clearly that this is what he had in mind when

€ 1T{s arduous common things to say
In aueh a clean peculiar way
Until they felrly seem your own,
Ibid., "Horace, His Art of Poetry," 11. 232-23.
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he later considered the device of "impression": "In the
interspersing of his words too he must be nice and wary.

You will express yourself admirabiy well, if a clever

eonnucgion should 1impress an alr of novelty to a common

word."”
This air of novelty 1s simply one of the Horatlian devices used in
regard to vocsbulary. Impresaion is not mersly the distinotive-
ness of & word or of a phrase; it 1s rather the interplay of word
or phrase with its context %0 give & new shading of meaning to the
complete thought. Thers (s, in effect,an intellectual or emotion-
al counterpoint producsd between the flrst end second meanings.

An axample will help clarify the distinetion. In his contin-
uation of the discusslon wmentioned sbove, LDrittaln totes that the
unususl phrage is "the most distinguishing feature of the ex-
prezsion,” and gives as an exarple "Death and the shades anon
shall press thee hnno,"s slthough he does not explsein his exsumple.
*Press” iz the key word in this line. It implies, with its
kinesthetic effect of heaviness, the lmevitability of deathy taken
in eonjurction with "home," "press"” suggests the finality of death.
"Press home™ !s & phrase in fenoing and the use of the words here

carries the suggesticn of & duel which man wi1ll loge to death.

3Brittain, Poems, rp. T1-72.

b1vid,, p. 72.

SHorsca, "Book I, Ode IV," 1. 20. The complete poem 1s
quoted in the appendix.
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The force of impression, however, goes beyond the effect of
the words themselves. An ironic interplay and dramatic tension
1s set up within the context. The effect of weight given by
"press’ contradicts the insubstantislity of "Death and the shades”
and suggests that basic reality lies in these immaterisl things,
not in the solid world perceived by our senses. "Press” also acts
in opposition to "soar.®™ The pressing of death is precisely that
shich holds down our hopes; "the whole of life™ is therefore to
be considered primarily in relation to life's end which shades
all of 1life, Accordingly, "0 hapny Sextius" in line 18 deacomes
deeply ironic. In the light of these considerations, the refer-
ences to "the poor man's door” in line 17 and to "the royal dome"
in line 18 must be reconsidered: only the land to which death
presses man is man's real home.

In thiles particular passsage, there seems to be one further
interplay, a mingling of two traditions. Smart brings over into
the English poem the Horatisn meaning which ssems tc reflect the
philosophy of Heraclitus; TTavTa éef. To this is superadded the
Chrigtisn outlook of Smart: man hes here no lasting home. BEach
philosophy exists separately, though each modiflies the other, as,
for example, the purely materialistic "inochare spem longam" be-
comes the more spiritual "forbids our hope to soar,” Lest this

interpretation seem too singular, it should bs ncted that Smart
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nad attempted such fusions of traditions before, most notably in

79

nis 1765 verszion ¢f the Pasalms. The success of the fusion in this

4

poer 13 an indication of the maturity of 3mart's verse Iin the
Horacs.

Smart refers to impression in one othar plsce:

For 8ll the inventions of man, which ars good, are the
communications of Almighty God.

For all the stars have satellites, which are terms under
thelr respective words.

For tiger 1a s word and hls satellites are Griffin, Storgls,
Cat and others.

Por my tealent 1s to give an lmpreasion upon words by punching,
that when the resder casts his eye up 'gm, he takes up the
image from the mould which I have made,

All of the commentary upon thils passage has been restricted
to line 4Ol , the last line quoted heare. It would seem that the
precseding lines, however, help to clarify Smart's mesning. In
lines [02-403 Smart 13 obviously stressing the importance of con-
notation, but he seams zlso to he saying something about the rela-
tion of the posat and of God in the uae of languape. The post
operstea through words, but thess words have relationships, almost
divinely ordainad, indepsndent of the roet's use., In a sense,
Smart is saylag that language 1s e divine gift; as s corollary,
thers muat be truths existing in language independsnt of man's use

of words. Obviously, such a heliaf must bs of enormous importance

6runilate Agmo, B2, 1i. LO1-LOL.
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in determining the ends for which Smart employed his poetry. This

end can be judged from 3mert's pralse of Devid:

0 David, highest in the list
Of worthies, on God's ways %nsist,
The genuilne word revneat.

Smartts beliaf in the dlvine origin of lanmaage and in the

divina truths in it can be sesn in many other vnlaces In Judbilate

Agno:

Por the namea of the monthssare falsas-~the Hebraew
sppellatives are of QGod.

For all good words are from God and all others argﬂeant.g
Smart!s various discourses on the slphabat,lo on La.med.%L on
sounds,12 and on the intermingling of langusge, flowsrs, and
anima1313 as part of one divine creation, attest to this belief.

Smart's view of nature as (od's creation will be discussed

later in this chapter, It 1s enough now to note that Smart had

7A song to David, 11.289-291,
%82, 1. 408.

981, 1. 85.
10

11

¢, 11. 1-17.

B2, 11. L77-491.

1255, 11. 584-602.

1382, 11. 492-509; 626-627.
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special reverence for Christ as the Word. God's creation is seen
in terms of the Vord, and human language i3 perceived as an eoho
of God's ereative Word.

In A Song tc David Smart enunciates the all-pervasiveness of
god's %ord in the universe:
The pillars of the Lord are sev'n,
#hich atand from earth to topmost heaving
His wisdom drew the plan;
His WORD accomplisht'd the design,
From brightest gem to despest mii&,
Prom CHRIST enthron'd to man.
In "Hymn XXXII" Smart turns to the creative power of God to under-
line the paradox of the dWord made flesh:
God all-bountecus, all-oreative,
Whom no 1lls from good dissuade,
Is incarnate, and a native 15
0f the very world he mads,
In Jubilate Agno, Smart more directly connects humsn language with
od's creating word:
For the names of the DAY3, as they now stand are foolish
and abominable.
Por the Days are the Pirst, §gcond, Third, Fourth
Fifth, Jixth and Seventh.
Smart's explanation of impression in Jubilate igno, then, is

that he casts an impreasion upon the words so that the reader

1. 175-180.

1501, 33-36.

1632’ ll . '405-)4.07 -
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perceives the image as shaped by Smari's "moulld® or contaxt.
The words do not prasent the imagse, but are the reslity upon whieh
smart operatas. The words have an existence and truth independent
of the poetry:

For every word has its marror %n the English tongue
for order and for dellght.l

The poet's tasit 1ls so tc ordsr the words that their interplay re-
veals some s3pect of the divine truth that is in them; for this
reason Smapt is able to clalm t%at the force of impression is
strongest in Ssered 3nr1pture.l To retura to the definition in

the Horace, & poet throws "an emphasis upon & word or sentence in

such wise, that 1t csnnot escepe any resder of sheer good sense ang

true critical sagacity.” This smphagis 1a not Pope's "what oft
was thought but neter so0 well expressed.” It partakes rather of

the nature of prophecy, of revelation.
19
Again, David is for Smart "The beat poet that ever lived."
20
Davidts symbol le God's harp, of which 3Smart had said:

17z, 1. s597.
18

Horsce, I, xii.

19&‘80g5 te David, Contents.

5

201pa,, 1. 228.
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For 30D the father [ sle ] Almighty plays ~.pon tha FAARP of

stupendous magnitude and melody.

F@rgiﬁgﬁfgg;bgg iﬁﬁztgaileeut at every touch and his tune
Through the song of David, God's creation is revealed to mankind,
g point made olearer by Smart listing & catalogue of deing as
the objects cf David's song.

Impresslon is for Smart, then, ultimstely a2 msans of aharing
in God's creative process by dzlng material provided by fod--
words-=t¢ reveal ths dlvine tmth inhersnt In God's creation. The
poatie genius accomplishes this revelstion by the contexts In
wrieh hs dlsplzys the words; the Interplay of word with context
ereates the image through whieh the truth 1s revesled. The means
is appropriate to the end of poetry as Smart percsives 1t: "The
businese of poetry is to exprege gratitude, reward merit, snd to
promote moral edifiaatian.“ze It should be noted, however, that
Smart would eoncelive the poetie duty of revelation in the broadest
possible sernse:

For an hapry Conjecture is a miraculous cast by the lord

Jesus. 23
For a bad Conjecturse 1s a draupht of stud end rud.

21 rabilate Agno, Bl, 11, 2L6-2117.

22..
?ncrace, T, xxii.

©37ubtlete Agno, Bl, 11. 173-174.
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so coneceived, impression would be a more strictly literary devioe,
and it 1a expressed most directly as such in the Horase. Because
1t retained its primary relationship to the divine, Smart was able
to set up the hierarchy of 1ts use according to the intention of
the poem.

Certain of Smart's examples of impression may now be con~-
sidered to illustrate his understanding of the tarmflw?pa first
example he oites is "0 well is thee, and happy thnﬁ‘nhnll be."
The phrase "is thes" calls attention to itself since "art thou"
would be expected. The phrase ocan only be justified by taking
"well" as a substantive rather than as en attribute. "Well" is
not simply an mocidental state of the person being addressed;
similarly the paralleled “"happy" of the future will not be an
accldental state, Ths "happiness” will be so complete and endur~
ing that, as "well" in the present, it will be able to bs con~
sidersd convertible with the person's essence.

A similar effect obtains in the next Biblical citation also:
"Her ways are ways of pleasantness and all her paths are peace.”
In the line the identity expressed by "paths are peace” is re-
flected bsck on the bdbeginning of the line., Her ways are not only
Plessant; they are Fleasantness. The further implication is that
Pesce and plessantness are to be obtrined only through these

paths, for these psths are not partakers of qualities~~they are
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the qualities themselves.
The other examples could be followed through to show the

game effect--an interplay of an unusuzl word or phrase, or of a
comamon one used unusually, with the entire content in order either
to alter the obvious meaning or to produce new levels of meaning.
1t will be inatruotive to consider some exsuples of Smart's use of
impresslion in his own poetry.

Lo, thro! her works gay nature griev
How brief she 4s and frall. . . .

The effect gained hare 1s an intensifieation of smotion. The
positioning of "and frail™ serves first of all to throw a deoided
stress not only on itself, dut alsec back to "brief.”™ The emphasia
on "frail”™ also gives a desper level of meaning to "gay nature.”
The first mesning of "gay" here is certainly "colorful,” referring
to the lilies, but by contrast with the frailty of nature the
mesning "happy, delighted" becomes poignantly evident. This :ooan+
mesning points forward beyond “grieves"--with which it operates to
introduce tension into the lyrio--to the conclusion of the poem:

¥e never ares dessrted guite;

'Tis by suscession of delight 25
That love supports his reign.

2imgn A Bed of Guernsey Lilles,” 11. 1l1-12.
21p1d., 11. 18-20.
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Another example shows how Smart can use impression as the

elimax of a poem:

But I eontinue ry pursult,

Not 1like the filerce Getulian brute,

Or tyger, to assall,
And of thee life and limbs bereave-~
Think now at last 'tis tigg to leave
Thy mother for a male.
"ale"” demands attention not only because of its olimactie posi-
tion in the poem, but also as 8 substitute for a more expected
word such &s "man." "¥ale" 13, however, not merely a forceful
word with which to end the poem; 1t i3 the key to the entire poem.
Chloe 13 fleeing the speaker bhacause she has become conscious of
his maleness. The faet that he is & men has bYesn known before;
her oonsciousness of this new distinotion evinces a realization of
her own sex and lsnds point to the apeaker's statement, "'Tis tims
to leave thy mother fors male.” Smart's use of "male"™ changes a
playful dit of light verse into a more measningful, if still
amised, pasychological eomment.
Impression has so far bsan considered primarily on the

intelleoctual level. Clearly, howevar, since it is bound up with

Smart's mystique of words, it must also have an emotional foree,

22¥ggi§é, "Book I, O0de XXIII," 11. 13-18. Brittain corrsots
the beginn ef 1. 16 to "And thee of . . " (Poeme, 1. CU5).
This corrsotion is unnecessary; Smart is simply employing anas-

strophe.
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Smart suggests the emotional elemsnts in two places. Pirst, he
suggests that inspirational content strengthens the force of im-
pression which "is always livellest ug;n the eulogies of patriot~
i1sm, gratitude, honor, and the like." Second, in giving exam-
ples from his translation of Horace, Smart comments on the emod’:
| tions which Horace has impressed upon his poetry. 3ince these
tranalations are examples of Smart's own poetry, it will be useful
to conslder precisely how hs uases inpression to gain the emotional
effescts which he singles out.

Smart eites the first four lines of ths ode "To Posthumus®
a8 an tgsmpla of "affeotionate tendernsas” with a “east of melen~
eholy."

Glide awiftly on, hor can our tears
Or g§¥?;;:,$:§; ::%::é‘:h?s:uiggi:gg; cnd.aq

In these lines csrtain words are immediately atriking; "forfend®
adds & wry note to the third line; "retard” saphasiges the melan-
choly strain by suggesting that the best man could hope for would

be a slowing of the advance of time. The quality of impression in

2THornge, I, x1i1.
28rpid., p. xvis,
2939;593, "Book IIX, Ode XIV,™ 1l. 1-h.
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thesse lines, however, resides not in the weaning of the words, bdut
in their rhythm. The repetition "the years, the years,” certeinly
suggested bgbﬁbruea'a "fugeces, fugaces,” serves to delay the
first line, The laek of any psuse at the end of the first line
quickens the tempo to correspond with the mesning of "(Glide swilt-
1y on.” The shortness of the sounds in "swiftly on" reinforces
this scceleration of the rhythm. In the fourth line the same
succesaion of slow end quick tempo coryesponds to the meaning.

The first three feet are spread over five words and abound in ¢'s
and r's. The final three feet, with an elision which of itself
serves to guicken the movement, take up only two words and abound
in short syllables. The effect of the rhythm reinforces the mel-
ancholy, wry rather than somber, that wss evoked by ths perception
of the inexorable march of the ages in contrast to the brief 1lifs
of man,

In contrast to these emotions, Smart sees the tone of "Book
IIX, Ode XXV,"™ as one of "fire and vivaeity.”31

Baocchus, with thy spirit fraught,
Whither, whither, am I caught?

30It is often difficult to decide whether a reading of the
speed of 2 line 1s determined by the guality or by the meaning of
the worda. 7The alowness of the line 1s here partly determined
by the semi-~voealic rp's, but the retardation of the speed of a
line by the meaning of the words in that line would not seem to be
alien to Smart's theory of impression.

3;§Qg§gg, I, xvii.




To what groves and dens am driv'n, 32
Quick with thought, all fresh from heav'n.

In these lines the very syntax is abbreviated tc join with the
meter and sounds to impart a headlong spsed to the verse, mirror-
ing the divine fit of the follower of Baechus.

"Caught," for example, here means "caught up” inasmuch as
"whither" demands a verd of motion. In the second sentence, the
subject "I" 1s omitted, underatood from the first sentence. The
phrase "Quick with thought," which modifies "1," 1s left dangling.
The alliteration, w's, d's, f's, th's, helps to hasten the lines
along, 83 does the prevalence of short e's and 1's. The meter it-
self 1s very rapid, so much so a3 to be one syllable short in each
line: catalectio trochalc tetrameter. The sense of the divine
frenzy or inspiration of which Bacchus was mester is aided by
"eaught” which explains how the poet has become fraught with the
divine spirit, The poet's mind and will did not seek this unions
the poet has besn enraviashed by the supreme force of the inspira-
tion of Bacchus., Sense and sound interact in these four lines to
produce the emotion of which Smart spoke, a "fire and vivacity"
which "cannot eseape any reader of sheer good sense or tme critie.
cal sagaclty."”

The ultimete blending of the emotional sand intellectusal

321ni4., "Book III, Ode XXV," 11. 1-k.
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pethods of impression oceurs in the finsl stanza of A Song %o

90

payid. Juch of the effect comes from the building up of emotion
through fourteen previous stansss of praise through ff!ve perfec~
tions, each perfection eculminating in & compurative when applied
to Cod, until the sugmentad astress of these pralses spills over in
s finsl erescendo. Much, however, still remains in the final
stanzs taken by itselfl:s

Glorious~-=-more glorious is ths crown

Of Him that brought sslvation down

By meelkness, csll'd thy Son;
Thou at stupendous truth belilevid,
A DETERUIN'D, DARID, and DONE.SS |
’ ’ .

The abrupt cessation of the train of "glorious's"--the twelve pre-
ceding lines hsad begun in the seme manner--in favor of the "more
glorious™ of the Incernstion, the long swing of the first thres
lines, and ths decressing length of ths later phrases which are
cliznaxed by the three separste impacts of "DETERMIN'D, DAR'D, and
DONE,"-=all these reinforce the emotional impact of the atanza.
Intelleabualiy, the immensity of the Incarnastion is presented dy
the phrases "stupendous truth" and "matchless deed.” It {5 "meek-
ness,” however, lying almost concealed in the midat of ths super-

latives which hes the greatest force of impression and most justie-

33, g : ",
A Song to David, 1l. S11-516. The punctuation is that of
the original} TE%:?"éﬁﬁngpa by editors destroy the rhythm or the
weaning or both.
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fien the final line. The greatest praise which Bmart can give to
pavid, greatest of poets, is that Christ came from David's line
and was galled his son, Tet to ocome from David was to Christ an
act of meskness and humility, 380 far down 4id God bend to redesm
man that to come from the line of the greateat of posts and men
was 10 honor to Ohrist, but an sbesement,

Smart's thoughts on impression seem to be summed up in some

little noticed lines in A Song to David:

For ADORATICON seasons change,

2 jaTast, attract, snd F13s30 ©”

) t 4

The verbs in the third line correspond to the nouns in the second.
The duty of order 1s to adjust. As in the sxternal world Qod's
order adjusta the semsons, so in the world of postry the post ime
poses order on his words and adjuats them to set sach other off,
Truth attracts. Hers fable and inventlon cannot hold the mind,
The poet communlosates to his audience by displaying the divine
truths “:rough his ordering of the words. From order and truth
somes beauty, which fllls and satisfies man, The ssquenas of the
terms is instructive: order to truth to baauty. Through impres-
3lon the post throwa an "emphasis™ (order) on a word or phrase so

thit "1t cannot es-ape any readsr of sheer good sense or true sagke

3b1v14., 11, 307-309.
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oity” (truth). Iampression itself, achleved by these means, has
the characteristics of "beauty, force and vohmma.“as

Whether Smart was thinking directly of impression when he
wrote thess lines 1s not material. As will be shown later in the
ohapter, Smart sees all created things as offering praise to God
by their very sxistence. Only in wan does the praise become verb-
al. Smart's comments here are gensral ones on the created world
as he is about to entsy the greatest of hias cataloguesa. In s
sense, this catalogue will be an elaedboration of the quoted lines,
showing how through all ranks of oreation "order, truth, and
beauty rsnge” for adoration. In men sdoration, on the evidence of
the whole poem, best shows 1tself through poetry dirested to God.
Accordingly, order and truth and beauty must also rangs through
exsellent poetry.

It is clear that in Bmart's theory of fupression both man's
reason and his imsgination must play a part in the creation of
poetry. To determine the respective part of each requires a con-
sideration of Smart's fadle, "Reason and Imaginstion.®

Certain diffioulties zmust be considered befors a discussion
of the poem is begun. "Reason and Imagination” is dedlcated to
#1lliam Kenriek whom Smart had engaged in s literary war in about

35‘1&3. quotations are all from Horege, I, xii.
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1751, There is a temptation then to take the poem as satire.
¥ore probably, however, the quarrel had besn patched up. Two
theories may be offered. Firat, 3mart's quarrel with Kenrlek,
which lacked the violsnce of Smart's attack on Hill, may have been
purely fictitious, designed to bolster sales of thelr magazines.
gecond, the quarrel may have besn 80 lightly regarded by bdoth men
that over a period of twelve years it had been completely buried.
#hichever explanation is tre, Smart and Xenrick are known to have
beer friends in 1763 when "Reason and Imagination” was published;
evidence may be sesn in Eenriek's subseription to six coples of
Smart's Pgalmg, exceedingly genarous in a men far from rich.

The action of "Reason and Imagination®™ is quite aimple.

After a brief introdustion and setting of the scene, Imagination
is presented dressing hersslf before she sets out to woo Reasson
to besome her mate., At their meeting Reason refuses the marriage
but vows to be always ready to sssist Imagination. The poem
closes with & dedication to Kenriak, coupled with a lesson.

The distinction between Reason and Imagination snd the sepa~
rate rarts they play in poetiec composition is very carefully
drawn and maintained by Smart. As the poem develops, the distinc~
tion i3 sesn in terms of thematie slgnificance; 3mart 1s distine
guishing, not betwsen prose and postry or between good poetry and
bad, but between seriocus and merely awusing verse. Smart grants
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entertainment, pleasure, grace, beauty to merely imaginative
poetry. He does not grant such postry truth and, consequently,
jasting value. This analysls of poetic walus explains Smart's
concentration on poatry of relliglous nature during the yoars aftar
his release from the madhouse. The lmportange of Smart's ressone
ing havre gannot be over-stressed; Smart's madness may have taken
the form of religious manie, but his dedicatisn to religious verse
in his later 1ife was based on rational grounds. 3 resder may
disagree with Smart's reasoning, but he scamwt dlsmlas Smart as
sberrated or attribute his paotrgeto & divins madness. If certain
of Smart's actions were unusual, they were nevertheless rational
The bent of Snmart's mind had been sheped, but Smartts mind wes
fully rational,

In the fable, then, Smart begins by Lfdentifying poetry with
Imegination., In the first four lines he presents the "doubtful
Huse™ (line 2), eccompanied by "Thoughts, Imeginstion's host"
(1ine 3), hovering over Reason. 4ll her graces and beautles sre
insufficisnt for her without Resson, Swmart gives the ressons in
lines 31-33:

For sick of change, or left at will,

And cloy'd with entertainment still,
She thought 1t better to be grave . . ,

36$mart composed his religious poetry en his kneea. Hunter,
I, xxviil.

U
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The falilure of Imagination is that she does not bear s
sorrespondense to truth. On her sone is written "I make snd shift
the scenses of thought" (line Sj). Both the making and the shift.
ing are dangerous: the making, becauss the "scenes of thought"
should be drawn from nature; the shifting, beocsuse it lacks moti-
vation from nature and is mere distraction. Smart clarifies his
mesning vhon hs presents her with a magio wand in lines 55~563
end in 1lines 57-59 desoribes her bearing a ohart insoribed

with figures far surpassing art,

Of other moves t5 Migher Sumes.
It is instructive that Imagination ereates something "far sur-
passing art.” The implication is that where there is no relation
to truth and reason, there is no art.

Smart appears, in the development of Imagination's approach
to Reason and in her proposal to him, to bs making a deliberats
choice with full knowledge of the significance to himself,
Imggination's approach is herslded by Fortune, "now the fav'rite
of her band (line 66). "Prail” and "oapricious” (line 87) be~
cause not of Reason's household, Fortune promises "wealth and

pow'r” (line 83) and "preferment" (line B5) if Resson will wed

37!&310 is a most unusual figure in Smart. Because it is a
non-divine overthrowing of the laws of nature, it would bear un~
favorable connotations for Smart.




96
himself to Iuagihation. dhen Imagination comes, she warns in
lines 99-102:

You ply your studies 'till you risk

Your senses--you should be more briske-

The Dostors soon will find a flaw,

And lock you up in chains and straw,
The application to Smart's long isolation for madness is obvious.
suart also sedms to foresse very clearly that the religlous poetry
to whioh he was devoting himself would not dring ggm the success
of the modish postry which he had written bsfore.

Reason is shown as Imagination's opposits. Instead of having
her wings, he is "solid, weighty, deep, and sound” (line 15).

When Inspiration, by the foree of Conception, deals with "fantas-
tic forms™ (line 108), Reamson is maintained upon the base of truth
(l1ins 5). Reason rejects marriage with Imagination: “I'm lost,
if e'er I change my state” (line 122).

Yot Reason perceives that some sort of asllisnce is posaidle,
even necessary. Both are sworn enemies of "dullness" (line 128),
hare conceived in the sense of Fope as the foe of wit, beauty,
trath, and order--"great Anareh." #it must ceass to play the fool
(1ine 136). Resson needs Imagination's "wand and winged steed”

(l1ine 134). Resson eannot be bound to Imagination, for this order

383mart nas already had some evidence of what reaction he
¢ould expsct from the publie in the reviews of A Bong to David.
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would be false o truth; Reason muat work from nature., It is
necossary, however, that Reason comes as an slly to Imagination,
to hold her flightas in oheck. Worthy poetry should be based on
reason and inspired by imagination. In lines 1l3-1i5 Smart makes
this union ths heart of his praise of Kenriok:

Thou reconcilist with Buelid's scheme,
The tow'ring fllight, the golden dream,
¥ith thoughts at once restrain’d and free. . . .

It 1» interesting that both Horase and David, the major in-
flusnces on Smart who are to be the subjects of his fineat verse,
enter into this poem. The fable begins with Horsce snd ends with
David and the Bible. The placing of Horace in the lesa important
position is based on the same reasoning that Smart used in his
discussion of Horace, "in justice to truth and everlasting pre-
eminence. ™

The Jjudgment of Hmart on Horace i3 intsresting as it indi-
cates vhat fusion of resson and imagination Smart expects in a
great poet:

‘Twas in the famous 3abine grove
wWhere Wit so oft with Judgment strove,
¥here ¥isdom grac'd the Horatian lyre,
Like welght of metal, play'd by fire;
When Rlegeanece and sense conferri'd,

Just at the ocoming of the Word,
#¥ho chose his reasons to convey

39593323, I, xi11.
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Lo
4 plain and 2 familler way. . .

There is an 1mplication in these lines that Smart attributes
part of Horass's ability to his proximity to the birth of Christ,
almost as i words were themselves redeemed by the Word. Whether
this be so or not, Smart certalnly places the perfeotion of human
writing (whether of Heason alone or of Resson and Imagination to-
gether) in the inspired Sacred Soripture. Smart desoribes the
Bible's truth as:

The lore where nothing is amiss,
The truth to full perfsction brought,
Beyond the post's highest fligntsil

One of the failurea of Imsgination taken apart from Reason
was her use of “other natures.” Nature hers wss certainly taken
in Johnson's sense of "just representations of general nature.”
Smart was, however, a poet of naturs in a more aspecific senss,
Much of The Hop~-Garden is completely turgid, for example, and
becomes vital only when Smaert looks back to country scenes of his
youth., In the poems of Smart's later period, vivid flashes of
nature sbound. In fact, the use of nature is a continuing elemant
in Smart's poetry. The purpose snd character of this employment

of nature 1s essential to an understending of Smart's poetics.

40npeason and Imagination,” 11. 17-24.

1
h’ Ibido' llo 152“155;
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Suart's use of nature is Intimetely connected with his reli-
jgious vision. A4s part of God's ereation, all nature through its
exiastenos and operation retums glory and praise to Ood, Thias
central conception of nature 1s enmunciatsd most clearly in A Song
to David. After a catalogue of all creation in which the whole of
creation, symbolized in seven pillars, 1s sesn as the objleot of
pavid's song, Smart writes these lines:

0 David, ascholar of the Lord!

Suoh 1s thy sclence, whenoe Jeward

And infinite degreejt:

David's reward and exaltatlion 1s based on hlas knowladge that the
whole of ereation 1s fit subject for the sacred poetry of divine
praise, The 1dea 1s developed mont olearly as 3mart compiles
gnother catalogue, 1llustrating how easch part of c¢reation--angel
and man, animal, plant, and mineral, astronomiocal, geoclogioal and
meteorological phenorona, exiats to give pralse to God., The
adoration ¢of each link in the vast chaln of belng comes through
the action proper to 1ts place in the chain. Some adore by
existing: the sessons (1line 307) and the wind (line 336), Others
offer adoration by growing: ¢the rice and woods (lines 355-357)
and almonds {line 513). All renks of animals join in the chorus
of asdoration in thelr proper way: "lizards feed" (line 327);

42, song to David, 11. 223-225.
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tgilverlings end erusions glide"™ {line 5Ll); the "scholar bBulfineh}
triitates the flute (lines 386~-387); the cunce plays with her cubs
(lire 325) and the "squirrsl hoards Yis nuts” {line 375). The
edoratlon glven God is active, not merely passive., FHven lnanimate
things sct aut ihair adoration. Though thelr actlon 1s not in-
trinslec to them, 1t 1s essential to them: seasons exist by their
constent change; the wind exists only in blowing.

All creation exiasts in & hymn of praise to God, dut the hymn
is without words:

All Nsture, without volce or aﬂgnd,
Replied, "0 Lord, THOU ART.

Man shapes the wolce of ereation in its praise of God. In the
climactic asction of the Zong, five attributes are predicated;
aagh of these 1s helghtened to the comparative degree, and esch
of the comparatives 18 spplied to David insemuch as he sang the
pralsas of God, It should be noted that the difference between
the man of prayer and the rest of creation is 2 difference of
degres rather than of iind, In his poetry Smart frequently adverts
to this doublae vision--that all mature glorifies 0od end that men
is the formulator of thls pralse:

#use, accordant to the season,
(ive the numbers life and air;

W3rpia., 11, 239-240.
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When the sounds and objeots reason, ,
in behalf of pralse and prayer.-3

For als that dwell in dapth or wavae,
And oocean=-every drope-

Confoeas'd his mighty pov'r to savs,

#hen to the floods his pesce he gave, L8
And bade caresring wolrlwinds stop.

8pinks and ouzlog aing sudblilzely,
'We %00 have & Saviour bern,

#hiter blossoms burst untimolgé
Un the blest Mosale thorn.

And my stresk'd roses fully blown,
Ths awsetness of the Lovﬂhv e known,
And to his glory grow,.~!

For the flawnﬁggloririaa God and the root parries the
adveraary.™

For I will consider my Cat Jeoffry.

For he 1s the servant of the Living OGod duly and
daily serving him,

For at the first giance of the g&ory of God in the
East he worshipa 4in his way.

I4st ve! how Nature with ten thousand tongues
Begins the grand thanksglving, Hall, all hail,
Ye tenants of the forsst and the fisld!

My follow subjects of th' etemal King,

I gladlysiain your Mattins [ 3ia ], and with QU
Confess his presence, and report his praise,

Wrgymn x111,7 12, 9-12.

Unpyen x1v," 11, 31-35.

Woupyen xxXII," 11. 29-32.

Wpemns fop the Amisement of Ghildren, "Hymm XXV,! 11. 13-1S.
hgl&kll&ﬂ!.ﬁ&&ﬂ# B2, 1. 499.

b91b1d., 11. 697-599.

5%0n the Immensity of the Supreme Being, 11. 6-11.
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I speak for alle-«for them that _fly,
And for the race that swimzs

Hore, then, is Smart's resson for his use of nature, It is
not & Romantie vision of neture; nature is not perceived as sacra-
mental or as ennobling. Smart sees Ood in nature, it is true,
put he sees Jod in himself and in all of human society. There i
seldonm 2 sense in Smart of the post Lsoclated with nature, Smart's
view i3 an eighteenth century view; the poet 1s part of s soelial
world in which all parts of oreation have their proper places.
Certainly Smert's view of nature is mosat uncommonly vivid, ocon-
crete, and unstereotyped. It remains, however, thes eighteenth
century view rather than the Romantioc. Smart's heart would lesp
up with Wordsworth's at the sight of a rainbow, but Smart saw God
equally in the "sooial dvav’u,”sa Hature is fundamentally based
on truth and 1s eminently reasonable, as Smart stated clearly in
"Reason and Imagination.”

Smart sometimes ldentifies man with natural objectss

A lark's neat, then your playmate hog«s,
You'd spars herself and gpeckled eggs, 3

More often he maintains a sense of separateness-not of separatien,

Si%ymn VI," 11, 36=37.
52, song to David, 1. 211.
53Bymns for the Amusement of Children, "Hymn XXXIII," 11. 5-6
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for mén is in the middle state, betwsen natural and divine,
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sharing each world. Smart has & real love of the natursl worlds
How manifold thy works are made,
0 lorde-by thankful man survagéd,
#hst an exhaustless theme:
He retains a conviction that the worlid of nature exists for man:
Let earth sdore, as from the spring
Her choloest flow'rs she straws;
let heav'n and ocesn have their swing
Of infinite appliause.
For Jesus shall repair the road
To Zion's heav'nly sourts,
That men may settle thelyr sbode 55
Where endless joy transports.
Hature exists for manj it is man, not nature, that is destined
for eternal 1ife.

Smart i{s very obviously a lover of nature, but his love ias
fundamentally reasonable., Hs may be enraptured or charmed, bdut
he is never sentimental, His perception of nature is intense}
his imaging of it is vivid; yet his expression is olear and sharp,
end his approach is logical and planned. A Song to Devid is pro~
fuse in naturs izagery, but Smart supplied as clear an outline for
the poem as iope dld for An Essay op Men.

Although Smart's use of nature is rooted in his perseption

Shnpgaim CIV," 11. 139-141.
55"Psalm LXTX," 11. 137-145.
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of a universal train of pralse, the hint frox which this idea grew
mey have come from Robert Lowth's De Sacrs FPoesl Hebresorum which
Smart pralsed highly in The Kidwife. In this book Lowth (later
pishop Lowth) lays emphasis on the Hebrele use of metaphor to
attein sublimity. Obsocurity is avoided by using familiar oblects
as the source of the motapheru.56 Lowth lays special stress on
the dignity snd asplendor of that imagery shich is drawn from
agrioulture and fanning.S? Sublimity is retalined by the grestness
of the sentiment, the power of the laggutgt. and espsclially by
the form and arrangemsnt of the poen. Lowth's list of the
sources of Febrale imagery could serve alsc as a list of the
gources of Smart's imagery. These socurces are "primo, ex rebus
naturalibus; secundo ex moribus, artificiis, rebusque in communi
vita occurentibus, tertio ex rebus sacris; postremo ex rebus ges~
tis quae in historia sacra mexime sunt 1naignos‘”§q

The use =made by Smart of natural imsges in his postry is
startling because of its directnsss in his better poetry. In his

56Lowth, I, 93-97.
571014., pp. 116-117.

58 d., p. 27, The suggestions here may ds the source of
Smart's doetrine of impression.

1b14., p. 92.
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sarlier work the imagery is often conventiocnel, though even in
these poems there are flashes of directness., Three modes, accord=-
1agly, of using nsture imagery can be discerned in Smart's poetry:
conventional poetic diction, fresh statement based on direct
observation, and a use of poetlec diction in such a way that an
original image 1sg formed through thes dletlon itself,

Exsmples of the firsgt two modes can be seen in On the Good-

Without thy aid, without thy gladsome bHeams
The tribves of woodland warblers wou'd remsin
Mute on the bending bhranches . . .

And though their throats coarse ;ggsizég‘uéré the ear
They wmean 1t all for music, . .
The Tirst mode has little importance in s study of Smart's major
poetry. The second is of major lmportance and 1is elsborated in
various ways,

One of the most common methods employed by Smart is to use
the name of a specific animal or other object sccompanied by onse
or two adjectives which communicate the character of the animal
rather than physieslly describe 1t. 1In 4 Song to David many ex-
amples vesur: "the brave domestic ocook” (line 137), "quiek
paculiar quince™ (line 354), "scholar bulfinoh” (line 390). Somee

times the noun is coupled with a verb rather than with an adjec-

6031ted by Callan, I, xxix.
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tive} agsiln from“the 3ongs “"The aquirrel hoaurds his puts™ (line
314), "S8hoots xiphlas to his aim" (line LS50), "the beaver plods
his taak® (1line 145), "kids exult” (line 150). Concrete nouns
are sometimes placed In a series without sny modifiers so that
the reader is led to supply the images himself: "The raven, swan,
and Jay" (A Song to Devid, line 138).

The other ssnses are sppealed to in the samse direct way,él
sut Smart ls sspecially successful in his attempts to catch the
songs of birds in a few siriking phrases:

They that make musio, or that mock. . . .62

The scholar bulfinch aimsz to catgg
The soft flute's ev'ry touch;

Hark! sloud, the black-bird whistles. . . .4
The third mode in which Smart preaents nature imagery is
somewhat difficult to express. It is similar to the first mode
in that the ordinary poetic diction is employed. Through the
diotion, however, a new perception 1s wade, but one whioh is not

independent of the implieations of the diction now freshly per-

6lamtrt may have been influenced Iin this directness
§°§t¥’8 statement (I, 304) that Hebrals poetry is essentially
rief,
25 Song to David, 1. 136.
531b14., 11. 386-387,

6limymn XITI," 1. 37.
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ceived, For example, t0 refer to the beauties of ths landssape
as decoration was sommonplace. When Smart says in his Christmas
hymn that

Nature's degorationes glisten 65
Far above their usual triwm

he wishes the reader to be aware of the diction. In the context
of the celebration of Christ's Hativity, however, the decorations
are communicated as deliberately set out by God to glorify Christ'
birth and as almost w willed attempt by nature to heap up preises.
wlth this perceptien in mind one may turn baock to dietion and
realize that the phrase has real valus and represents e conception
of nature that is always trmie for Smart. It should again be noted
that 1f the conoception is mystical in its essence, it i3 not based
on an Intultion of God but rather on a reasoned theology.

Since many of Smart's poetic devices have already been men-
tioned in the third chapter of this paper, only a few additional
ones need to be considered in this placs,

Smart's favorite atanza form 1s the romance-six, the stanzs
employed in A Song to David., &Hinee he used this stanza throughout
his career, a study of the development will revseal the qualities
of mater and phrasing which Smart developed., Thils stanza is
lambic verse, rhwyming a,a,b,0,0,b%, with the a and ¢ lines tetra-

65 tymn KXAII,” 11. 21-22,
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peter, the b lines trimeter., The stansa adapts 1tself readily to
tnoremental repetition and moves naturally toward & climax. The
major disadvantage iz that it can readily fall into & jingling
form.

In his early employment of this stanza form Smart often used
its propensity toward jingling and the devalopmant towsard e climax]
for humorous effect, as in "The Decision,™ "To Miss Kitty Bennet,
and Her Cat Crop,” and especially "lovely Harriote.® His moet
sericus uss of the form, "To Maecenas," is slmost completely
vitiated by the jingling effect. Of ths geventy-two lines of the
poem, sixty-six comprise phrsses exactly soterminous with the line|
length. Only ons line in the poem is & run~on, snd only five
lines have interior pauses. Of the twelve stanszas only one is
divided into other than two three-~line units. Subatitute feet
ocour ravely, only sight times in the inisial position. The
climaoctic sixth line seems an embarrassment to Swars; ocoasionally
it seems added just to complete the stanzaic pattern,

A late exsmple can best be seen in "Psalw CIV" which seems
in its theme, in 1its use of the catalogue, and in many of 1its
images to have besn writien before A fong to David. It is not
improbable that this poem may have served ss & model for the 3ong.
"Psalm CIV" i3 less than three times as long as "To Naecenas,"
but contains fifty-eight run-on lines and twenty-three lines with
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interior pauses, Three times there is no pause at the half-stansa
and in ten cases & half-stanza forms one phrase. In ninsteen
ceses the initisl foot of a line 1s reverged,

If "Psalm CIV" 1s compared with the Song, the maturity of
smart!s use of the stanza can be seen. There is even greater var
fation of phrase from the Iindividual line, The use of a trochale
rirst foot 1s 30 common as to lend a distinctive rhythm to the
poem; the lmat fifteen stansas gein much of their eclimactic effect
from this technique. Parallelism 1s frequently employed, some~
times betwesnu line pairs, wore frequently betwesn the stunzas and
half-stanzas. There ls a great use nade of pairs of alliterating
words and of unalliterated triplets. Especlally striking in
showing Smart's adbility to make use of the stanzaic oclimax 1s the
use of alliterative couplets or of triplets in the sixth line of
each atanza, oculminating in the rhymed triplet of the final stanss
The use of triplets is not, of course, unique with Smart; they
are, for example, smong the more evident characteristics of Johne
son's prose style., Smart sdopts both the triplet and the alliter-
etive pair of words or elements in all his later postry to some
extent, but he employs them more frequently in the romance-six
stanza.

The sntiphonal quality mentioned earlier has its most strik-
ing use-~apart from Jubilate Agno--in this measure, Three types
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of parallel struoture, adepting itself sasily to the possibility
of choral recitation, are possible; individuel lines may he plind
stanzas way be raired; halfestensas rwy be paired. The last
possibility is more occmmonly employed by Smart in this measure and
geoms most distinotive of it. The short third line is well-suited
for a minor climax whiph the sixth line may, in parallelissm, in-
tensify, while the rhyming of these two linss emphasiszes their
structuret

st F e gy
Whiech maksx at once his gemei

Strong the tall ostrich on the ground,

Stroung through the turbulent ggoround
Shoots xiphias to his aim.

Ferhaps Bmart's mastery of the form can be seen even mors
strongly in his translation of Horace's ode "To Chloe” sinece this
ode contrasts more atrongly with Smart's early humorous use of the
stanza. The ode is certainly a humorous poem, but unlike the
earlier work it exhibits 2 mastery of the form. “Lovely Harri-
ote," for exampls, relies on its ingenious rhymes for the effect
while Smart makes a virtus of necssaity and turns the lack of
elimax into anti-olimax. In “To Chloe,” however, Smart has com-

Plete control over his medium and attains his humor through the

66 Song to David, 11. LL5-450.

i
1
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virtues of the medium. In s previous discussion in this chapter
it was demonstrated that the final word male lant point to the
poem. The intellectusl, emotional, and rhythmical climaxes
conlesce jJust as they do, for a different purpose and effect, in
"DONE" of A Song to Devid.

The romsnce~six is certainly not the only stansa form whioh
Suart employs successfully. In his better poems he uses a varlety
of regulayr forms, espacially quatrains, totramog;r couplsts, and
several varieties of five and six line stansas. Considering his
poetry as a whole, Smart employs all the mstrical forms of his oend
tury, including blank versse, the heroile couplet, the Pindaric 0de,
and & form of Spenserian stanza, as wsll as some patterns of his
own.

It has becoume clear in ths discussion of the romance-six
stansa that 3mart realized and utilized itz potentiasl to the
fullest exteant. Jumart wes a very clever matristéghoaa use of nis
varied forws has not bsen sufficlently exazmined, A8 he axtured

ho chose his verss patterns carsfully and with a clasar inteuntion

67%@3% intereating of thase stansalio patterns is a form which
Smart employs very frequently in the ¢ and which he seems %o
have invented. It 1z & four line 1ambic stanza, rhymed in coup-
lets, of which the first two lines ars tetrameter, the third ia
pentaneter, and the fourth 1s an alexandrine,

683amn of' these forms wlll be analyzed in Chapter VII.
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of utilising thelr possibilities. He was alsoc an experimenter as
his effort to sdept English metrics to the Latin quantitative
s3gpphics in translating "Persicos gdi” atteats. Smart was not
always suocessful in his utilization of the various meters and
patterns which he erployed, but he ceased to write those forms,
such 88 borole gouplets and blank verss, which he could not master

Smart's poetics, then, may be sesn as s combination of
various gqualities: Febraic brevity, sublimlity of sublect and
lasngusge and emotion, uss of catalogue, parslileliem, and anti-
phonal pattern; Horatlan impression end "curiosity of cholce dic-
ticn®; and exploitation of the poasibvilities of metrical patternsy
the use of imegery based upon naturs in & startling direet menner
and ultimately for a religious purpose; and finally, the flwm

basing of peoetry upon reeson, truth snd general nature,




CHAPTER V
THE THEORY OF TRANSLATION IN THE MID-EICGHTERNTH CENTURY

Although this chapter is partioularly concerned with the
theory of translation in the age of Smert, it is necessary to look
back t0 the age of John Dryden to obtain a comprehensive view of
sighteenth century translation. The prineiples vhich Dryden leald
down as gulde-lines for translation in the prefacs to his trsns-
lation of Ovid's Episties were adcpted by the ensuing century.
Draper notes oxpiiazt ennmtndutiog.ar Dryden by Fope, Dunster,
Garth, and Tytler (Woodhousselse). Even more striking is the
comsendation given by Johnson: "Dryden saw very early that sclose-
ness best preserved ;n suthor's sense, and that fresdom best ex-

hibited his spirit.”

1.rahn W. Draper, "The Theory of Translation in the Rightesnth

Century,™ Heophil VI (1921), 244. This articls contains
valuable bibliographic refersnces to eighteenth century statements

on translation.

X zgaétmuel Johnaon, Tha Idler, 62 (saegrdgza ﬁuggat il, 1?%9),
n E%% %%vnn. §§§’ ed, W, J, e and others (New
Haven ;§l§5h§§§; 17. 3ince some oitations in this
chapter are taken from modern editions and some from the origin-
als, for the sake of consistency all eapitalization has been

altersd to conform with modern usage.
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In a femous passage thet proposed three divisions of trans-
lation which wers adopted by his successors, Dryden aailds

All tyranslstion, I suppose, may be reduced to these
three heads:

Pirst, that of metaphrese, of turning an author word
by word, snd line by line, Irom one language into another.
Thus, or near this manner was Horace his Art of Peetry trans-
lated by Ben Jonson, The second way 1s that of parep ®,
or translation with latitude, where the author is kept in
view by the trenslator, 0 as never to be lost, but his words
are nit 8o nbriotl{ followed as his sensze, and that too is
admitted to be amplified, dbut not altered. Such is ¥Nr.
Wallerts translation of Virgil's fourth Aensid. The thimd
way is that of imitation, when the translator (if now he has
not lost thet name) assumes the liberty not only to vary
from the words and senae, but %o forsske them both, as he
seas ocoasions and tslking only some general hints from the
original to run division on ths groundwork, as he pleases.
Such is M¥r. Cowley's praotice in_turning two odes of Pindar,
and ocne of Horsce, into Engliah.J

Dryden went on to say that he considered metaphrase, litersal trans+
lation from Latin into English, as almost impossidble to sccomplish
well,

The eighteenth century view of translation took its origin
from Dryden. Accordingly, when an eighteenth century translator
spoke of being literal he kes often, with Dryden, ruled out the
pessibility of translating well by metaphrase and 1s referring to

paraphrase as & literal translation. It follows, then, that when

350nn Dryden, “Preface to the Translation of Ovid'a Epistles,”
in Prose Works, 34, Sdmund ¥alone (London, 1800), III, 14-15.

b;b’.é.; P 15.
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the elghtesnth century writer speaks of a loose translation he
often refers to a mode of translation that today would bs eclassed
as imitaiion, The broadening of Dryden's theory of paraphrase
was helped in no small measure by the fact that, as Dryden himself
admitted, hils translationa of Ovid were much loosaer than his
theory allowad,

The soaoition is summarized by Drapexs

In short, literary translations were widely dlvergent
from the originals. Starting from an idea of the "literal"™
far lseags exaet than ours, the translators commonly modified
it still further by taking & Proerustean poetic style, by
adaptation to Eighteenth antur; mannars and customs, by
exputgagiou and by "obscuration” due to religlous and moral
qualms.

Imitations were still being writtsn as original works, modi-
fications on themes suggested by the Anclents: Fope's "To August-
us,” Johnson's "On the Vanity of Human Wishes," Smart's "The
Horatian Canons of Friendshlip.” Other imits®’ons were mere exer-
cises in ingenmuity and adaptations; belonging to this class wers
especially the manifold variations on Horace's aArt of Poastry,
such as The Art of Fraeaghing by Robert Dodsley (?) in 1746,
Seasonable Reproof by James Hiller (?) in 1735, The Art of Life
by James Miller in 1739.

5tbid., p. 22.
6Draper, p. 250,
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¥ith thase imitations, howaver, waors transliations that were,

fror the translators'! own statements, rather imitative than parva-
phrasa. Perocival Stockdals, for example, wrote in the prefess to

nis ¢translation of The Amyntast

I shall despise the impertinent csnsure of sny pedsntie
Itallen, any wordoatcher, who lives on syllablee, who, full
of cavil and envy, but destitute of judgment and taate, 7
having first caught his mother<tongue like e parrot. ., . ."
Similarly ¥are prefaced hiz translation eof Horace by saying, "I
chooss in many plsces not to express myself in the ranner that my
author really has, Yt that I Imapined he would, %ed thaalanguagu
of his ege and sountry besn the sams with that of ours." Sinae
Dryden had ssid that 4in imitation one should write as he might
suppose the originel would have written "had he livad in our age
9
and in our country,™ it i1s clear that the distinction betwean
paraphrase and imitetion is no longer observed. The meaning has

shifted so that imitation as a term is used to refer to prorastuajl

original compositiona; translation and paraphrase are used for
work which pretonds to translate, howevar lomsely.

Often the writera of the pericd themselves sesamed confused.

Tpereivel Stockdale, The Amyntas (London, 1770), p. xviit,

8 homas Hare, A Translation of the Odes snd Zpodes cf Horsce
into Znglish Verse {london, i%B?)?"b. xi1, "

99rydun, I1I, 17.

g R i e
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In & revievw of #ps, Tharlotté Leunox's The Jreex Thoatre of
Pather Jrummoy, Tho Critiesl Heview stated that Mra. Lennox and

her assosliates had "rather improved then translated their orige
Lnal,"lo vhich was a Frepch translation of CGresk drsma, The re-
view proseeds to note a 1littla later that sinece they have so
"excellently transiated a boosk--they ocould have written a batter&g
The problam of fidelity to the sourcs is a hlatorieal one
going back to the age of the Zligabethans and Jasoboans when
there wera two achools of translators, a literal achool typigiod
by Ben Jonson aznd a free school typifled by Jeorge Ghapmam.lﬁ
The elgntesnth century idea of translators sarlier than these i»
given by Johnson, who aays that Chaucer "attsmpted nothing higher
than a version strietly literal, and hes degraded the poetical
parss to prose, that the constraint of versification might not
obstmuct his zeal for fidality.“lj Johnaon ;oes oun to say that
"little improvement™ could be found until the Elizabethans who

discovered "that greater liberty was necsssary to elegance and

10mms gritiosl Review, IX (1760), p. 117.
14, p. 123. Italics mins.

12 @
J. E. Spingarn, eod., Critiecal Zesays of the Seventeenth
Lentury (Ooxford, §30$5, :zi, v-lv.

133amuel Johnson, The . 69, p. 214. It should be noted
that "zeel"” d1d not have favorable connotations for Johnsonu,
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that elegance was nedessary to general rsception.” It is with
this view of trenslation that Johnson later wrotes

It has been objested g; some, who wish to be numbered
smong the sons of learnings” that Pope's verasion ol Homer
is not Homerical. . . . Virs&l wrote in a language of the
same gensral fabriek with that of Homer, in verses of the
same measure, and in an age nearer to Homer's time dy
eighteen hundred ysars; yet he found even then . . . the
demand for elegance so much increased, that mere nature
would be endured no longer. . . .

One refinement always makes way for another, and what
was oxpedient to Virgll was neceasary to Fope. . . . Els-
gance is surely to be desired if not gained at the expense
of dignity. A hero would wish to be loved as well as to be
reverenced.

« s+ + [T] he gumu of a writer 4is to be read, end
the ariuaim urme would destroy the power of pleasing
mist be blozg aside. Fope wrote for his own age and hia
own nation.

The theories underlying Johnson's statements developed over
the course of a century. As sarly as 1656 Denhem had said, "It

is a mdtmﬁmr. in translating poets, to effect being fidus
;Qt‘ﬂ”! u*

Wrpg., p. 215,

1§Jo)mmn is probably thinking of Richard Bentley who u&d
of Pope's Ilisd, "Very pretty, but you must not oall it Hower."

16 " " .
Samuel Johnson, "Life of Pope” in g;ai
Foata, ed., George Bu{cbmk Hill (Oxford, 19 %I%}%
1731p John Denham, "The Destruotion of Troy," quoted by
Spingarn, III, 323. There 1is conatant appeal for authority throu
the eightesnth century to the same passage in the Ars Poetics to
which Denham alludes:

Nea verdum verdo curablis reddere fidus
Interpres. (11, 133«13L)
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The motivation Lahind translation was not te earry the ideas
of the classics intc English, but to refine the English langucsn¢1
For this resson the Yonthly Review dismissed Smart's prose
as valuable only as an aid to schoolboyst it was too literal.
Although treuslation flecurished, it was not cultivated for the
sake of the originals, Draper 1s overly barsh when he says that
the nig%%ccnhh eentury ascught to remaike all things in ita own
image. To say that the translators of the middle of the
slighteenth century aimed at reprodusing the spirit of the original
but at doing so through thelr own form is closer to the mark.al
It 1s very easy to confuse ths isauve. There were actually
twoe styles of transiation being practiced during the eightesnth
sentury, one of which does deserve the stristures of Draper. This
type of translator claimed, as 4id Dunecombe, that his translation
was the worik of his leisure time.az The defects of suoh trans-
lstors can be aseribed to laxity and {gnorance and to a desire %o
please the "orass taste and faulty scholarship”" of the intended

WBgoingarn, 111, xlviii-1, Of. Draper, p. 2.
uonthly Review, XVI (July, 1756), 32.
zanrupor. p. 21,

21 7azes Hammay, "Horacs and His Translators,” in The Odes
and Epodes of HSorsce (Boston, 1301), I, 1l2.

zaabhu Duncombe, The Works of Horage (london, 1757), I, vi.
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patron.

Thers were other trannletors, however, far more serious in
intention. Pope and 3mart, for example, spent years on their
sranslation. Their purpose waes not to make Horace or Virgil or
Homsr avallable for those who could not read the originals dut %o
ax 983 an insight to be interpreted in the matrix compounded of
the classical world snd of thelr own. Sueh a purpoze slearly
underlies Johnson's discussion of Pope's trenslation of Fomery,

Prom Johnson, too, 1t iz clear that translation hed come to
be ragardsd as a genrs, Jjust as the epis snd the pastoral were
gnnvns.zs Insswuch as translation was & genre of English verse,
the emphasis Iin judging 1% would tend to fall upon its merits a»
verae, not as translation. Oritice would allow liberties becsuse
the tranalation would be from good verse into pood varsa.26
Dennis, indeed, claimed that s translstor mist use figures even

27
when Homer had not used then. Johnson sald that the way to

23ppapsr, pp. 250-251.

zhﬁougxaa Knight, "Translation: the Augustan Mode,” in On
Iranslation, ed. Reudben O, Browsr (Cambridge, Hass., 1959), p. 198.

zsdbhnaan, “Life of Pope,” p. 238.

Zaﬁdtard ¥iles Hooker, ed. t op

QTthn Dennis, "Remarks upon Mr. Pope'a Translation of
HBomer," ibid., II, 123.
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judge gatranslation'n vorth was to "try its effest as an Inglish
poem. "

It is thia céﬁcapt of tronslation as & genve of Inglish verse
that accounts for what appesrs today to have been mere ignorance
~on the part of the reviewsrs 1o the ceatury. Contributing to the
reviewers' subordination of flidelity to plessant verzification
was the conecept of the natural inferiority of BEnglish %o the
classiecal languagaa.BO

FPor any of four different reasons, tharefore, the translator
might exelude f1d4lity from the essence of his translation.

Firat, his consern might be primarily to elevate the lanpusge by
introdueing new {igures and elagance., Becond, his msjor consern
might be to appesl to the taste of a powerful pstron or of the
publlie generally, Third, his concerm might be with adapting
classical thought to English manners and so putting his own world
in & new perspective. Fourth, his concern might be primarily
with translation as a genre of English postry sco that he consid-

ZaJamss Soswell, Life of Johnaon, ed. George Birkbeck Hill
(oxford, 1887), I1IX, 256.

2992‘3}}01' y P 25;1 .

3¢, somwell, I, 257 Alexend - ' Homer
L. s I 3 Alexander Pope, Tha lllad of Home
(London, 1743), I, [xviiJ; Thomas Creech, The Ddes, Sat

: of Goracs 7137, B 17T Donnis,

321!§%@§ Horagce, 3rd edition (London, 1711),
II’ 3¢ gg ' ]
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ered primarily the postic value of his versification.

Added to these general assumptions of the translators, there
were cortain specific prodblems of translation which were generally
decided in such & way as t0 mitigate agalinst ascurscy of trans-
lation, The firat of theae was the problem of how to handle an
original which became "low,"

Roscommon, whom Dryden praised highly, sald that it was safer
to omit than to add when transliating, to rise and fall with one's
original; improving one's original was tiletuh&o. but it called
for judgment rather than for invention. Dryden commented upon
Roscommon's theory by stating that a translator had "no right to
improve his author's sense and character, "32 Yot Johnson was to
say in refsrence to ralsing, rather tentatively for Johnson, that
“to have added cen be no great orime if nothing de taken auy.“n
By the last deocade of the eighteenth century Woodhouselee had come
to a position diametrically cprosed to that of Roscommon by saying
that e trenslator must never permit his original to fall.

3lgentworth Dillon, Barl of Roscommon Esss: §m 8~
lated Verse, in John Dr;ﬁen. Sylvae Londo;x.%?ﬁgs pp. E«-i P

3R2pryden, "Preface to Ovid's Epistles,” p. 20.

33jonnson, Life of Pope, III, 239,

m&l«xmdw Fragser Tytler, Lord %Woodhouselee, Esgay
Prinsiples of Translesion (Bainburh, 18131, pe ho. oo on e




pa——

123
During the ecentury Hare exprassed the common feeling of tranllutor+
when he clalmed proudly to have softened what wa;agaeah. 1iilus~
trated what was obsoure, and raised what was low, 36 Francis stood
almcst alone in his refusal to altsr his original, An example
of "raising®™ 1s given in the next chapter in the discussion of
Smart's translation of the first ods of the first book of Horase.
As the most influential translietion of the century (at least
until Ossian) wes Pope's Iliad, it seems fitting to end this
discussion of "reising” the original with sn example from Fope,
togethar with his explanatory note:
« « « oF thick as insects play,
The wandping nation of a summer's day,
That drawn by milky steams, &t ev'ning hours,
In gather'd swarms surround the mral bow'rs;
From post to post with busy murmur run 37
The gilded legions glitt'ring in the sun,
Quite apart from other changes, the second, fifth, and sixth of
the above lines are additions by Pope. He justifies his changes
in s footnote:

The lowness of this image, in ocomparison with those

35Hm » Do xii.
p Francis Piotioué 2%53%%555%§ he ¥o
Horace (lLondon, 1?&9)'1?'7 « The implicat ang§?§§§h§I§§§'££

sccuracy is contradictsd by Prancis! later claim to have made
Har:oo look like an English original whensver possible, ibid.,
p. ix.

37?@90, The Iiied, Book I, 1l. 552-557.
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which pracada, will naturally shock a modern oritick, and
would scarce be forgiven in a poet of these times,

mgg%ggb‘ §%g%1a§of can do is to heighten the expresalon, so

be done sacoaaatul1;?‘§§ayr§:§:ra?:.§za?i;.t;vé éeiég this

26 rown groat in tne post's henae,d5 | o riee to find

Begides ralising what was low, the translators of the middle
of the eighteenth century hed also developed the hablit of refining
what they falt was indeliocate and of presenting English custous
in place of the cisssical ones. In the words of Hare, the trans-
latoyr was %o soften the harsh, illustrate the obseure, and refine
the vulgar.Bg The theory again goes bask to Rossommon who had
sald the translsation must be cengsored from immodesty and "™unper-
plexid® in sanae.uo

Carried to extrames, this theory could lead to the position
of Dennis wvho iapliedifrat:a translator should adapt hias original
to the religion of the translator #nd of hiaacontmupov&rie&.hl
It could lead to censorahiy 30 absurd as Duncombe's translation of
"nudae nymphae” in Horace's QOde iv.7 &s "nymph with face un-

veiled.” The neceaxslty of expurgation was assumed by the re-

381vid., pp. 108-109. Italics mine.
39Hare, p. xii.
4Orogcomaon, pp. 5-9.

L1 , " , .
Hooker, "33%, P§0nigy "The Orounds of Criticism in Foetry,” in

%cam » I, 457.
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7iewers as well as the tranalators. Thus Draper notes that of
two translations of Juvenal, both considered accurate, the Nonthly
Roview in 178l odallad Xnox's f£it for general oconsumption, but in
1789 claimed that Hadan's must be treated with caution because he
had not expurgated, Slmilarly Mrs. Lennox's tranglation of a
Prench translation of Oresk drama, a translstion Mrs. Lsnnox
censored because of her shook at Greek coarseness, received the
nigh pralse noted earlier.

With these theories understood, 1t is easier to trace the
general idea of fidellity through the cesntury and to underastand
that what seem contradictions today were not considered such in
the eighteenth century's mode of translation. When the elight-
senth aentury men of letters aspcke of preserving the sense 2f an
original, they meant only the most general similarity of an
idoa," Tranalators such as Thomas Sheridan, who asked the
reader to submit correations whers they found his work literally
1ncorr¢ct,h5 were rare.

The two great translators of the early period spoke out
atrongly for literal translation. Pope said, as noted sbove, that

“%rapvr, p. 247.
bltpia,

[ h?ﬁh@maa 3heridan, The Satyrs of Persius (Dublin, 1728),
p.| §x].
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e translator must give the original "entire and wumaimed.” He
added that only those liberties should be taken whioh are nnooz;
sary to bring the spirit of the original into the translation,
brydnn insisted that a translator had no right to improve his
originnl.u7 Kevertheleas, both Pope snd Brydsgaviclatod their
rules; Dryden, st lesast, admitted that he had.

The excuse given for loosensss in translation was that 1t s
necessary to capture the fire of the ariginal.ug The later trans-
lators follow this pattern., Garth wrote, "The original should
always bes kept in mind, without too spparvent & deviation from the
sourac.”sa Orainger spoke for a "middle way,” neither treeding
on the heels of his author nor losing sight of him.SI Fawices
wanted a compromise batween "rash paraphrase” and "verbal trans-
lation.” Garth was the only ons of these men who attempted to

48pops, I, [xvitexvits ],
47pryden, "Preface to Ovid's Epistles,” III, 20-22.
4Brma.

hg!%pc inslsts that the translator must regard postic "fire
prineipally,” I, [ xvili].

Saamuupl Garth, "P "
reface to Ovid's Metamorphoses,” in
Ghalmrl. XX, l&&??. ) !

513 " y "
smes Grainger, "Advertisement to the Elegies of Tibullus,
in Chalmers, XX, 116.’
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delineate his methods: e perfect poem must be translated exactly,
put one imperfect, whether from “exhubersnce” or "hasty brevity,”
should bs corrected, for the author himself would have corrected
16 1 he had had & chance to do so. - The oriterion ssems mod

to be over-helpful., Duncomde, although he phreses his prefsce in
suoch a way as to imply more literal translation, and Franaklyus
bvelong to this same ¢lass of translators.

A very few translators and eritics called for a more ssourste
rather than a more free translation. An early writer of this sort
was William Wotton who felt that translation in any real sense was
impossible "because all languages have & pecullar way of expreasw:
ing the same things, which is lost in transliation. . . .”56
Hevertheless, if tranzlation was to bs attempted, such "psculiaspr
ways" should be brought out by the translation; secordingly,
Wotton attacked such s translator as M, D'Ablancourt who had "left
his suthor to write good FPrench” simply becsuse more oritiocs
"oould fault style than trnnalatian."sv

53garth, p. L29.

5iie olaimed to have traced "the original aa olosely as was
conglistent with the genius and elegance of the Fnglish tongue,”
Duncombe, I, vi.

n sfzmma Franoklyn, Tranalation: A Poem (London, 1753),

5631111&& votton, "Reflsctions upon Ancient and ¥odern
Isarning," in Spingamm, III, 222.

5T1n14.
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Phiilip Prancls, whose tranglation of Horace was the most
widely received in the uentury.ss slaimed that he had not en-
larged the poet's desiagn nor added to his thoughtn.59 and di4
sotually give alternates for dublous passages to lat the reader
judge for himaalf.ee Some few crities alsc stood for an acourssy
which would bes based not only on an understanding of the classlc
languages but also of the slassioc auazams.bl Generally, hovever,
Draper 1s correct in speaking of the ignorancs, whether from laolk
of abllity or from faulty theory, of the reviewer and the crieic?z

The majority of translators stretched Dryden's theory of
paraphrsse to the limit. They used the practice of Dryden and of
Pope as justifisation for extreme Lroedom in the letter of trans-
lation in order that they might achisve the true spirit of the
oprizinal, Often, however, the spirit of ths original seems incoms

586!. Yawitesworth's letter, mentioned above and guoted by
Enngzr, I, xxvj Johnson gquoted in Bosgwell, III, 355; and Hanney,
P 3.

s 59rancis, A Postieal Trenslation of the Works of Hopsse, I,

60
Philip PFrancis g%gg, Eggggg, Carmen Seculare
Horace (London, 17!&3): @x xiv aad ot

Ph Spence, A g%%as§cg; Llea gg%gg EQ%§§ sis
gg;;ggmg, setond adition ndon, Pp. 09=00, %ﬁ;

same nhaory of translation csn bhe seen in Spence'a Bgsay on Popa's
l9dysgey” (london, 1726-27).

623:’9@5?’ pp . 251"‘3520
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prehsnsible to the eighteenth century ¢ranslator. Mrs. lLennox,
for example, was shocked by the indelicacy of the aggm draxatists
and the attributes whieh they gsve heroes and gods, Hepr preface
is an intereating example of the blind spot of the eighteenth
century translator. Rsther than po to the coripginal Greei, she
translated a Frensh translation of the plays because, she wrote,
they have "almost the whole fire and spirit of the original.” |
Her statement implies that she could read Gresk, yet she seems
never to have considered translating from the Ureek directly for
the sake of accursacy.

Hare has elready been mentioned several tiues for hils ex-
plicit announcement of his Intentlon to change the orlginal. ¥His
Justification was that he wished not tremslation of words but of
the apirit:.65 Stockdale was quite intemperate in the lasnguage
he smployed to Justlify his very free trmslmmn.% Although
Trapgp spoke ouly of changing the'language =nd tugf; of versifi-

ostion," his translation was actually very free, Something of

53%*». Lennox, I, v.

&;m" p. iv.

55are, pp. xi-x1l.

605¢0okdale, p. xviil. |

67Joseph Trapp, Tae dorks of ¥Yirgll (London, 1735), I, vid.
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the eritieal attitude can be seen in the Nonthly Review's consid-
eration of a trsaslation of "The Splendid Shilling” into Latin.

The reviewer was gpparently very uncomfortebls in hsndling Latin,
80 that his remarks were extremely general., ™irther, nlthough the
translation was extremely loose, he accorded it high pralae foy
aﬁtehiﬂgatha "flow®™ which he called characteriztic of Latin
poetry.

It 1s surprising that with the emphasis that there was on
catehing the aplirit of the originel, sc fow of the eighteenth
century translators attempted to imitate the form of the original,
Although it 13 an exagserntion to say that the theory of catching
the style of the originsl meant, in practlce, the Inevitable coup-
let, the couplet certalinly did predominate. This ussge can bte
traced to & double source: in theory, *: ths bellef that Ingiish
was deflclent In motrical qualities; In praetlce, to the tranae
lations of Drydien and Pope.

3lank verse had been tried as early as Trapp, vho Iavelghed
sgainst the "fetters of rhyma.”69 3y the middle of the century
some acknowledged blank verse to be more accurate than the herois

couplest, but practically it was avolded in major works until

68uonthnly Review, V {Jume, 1951), L52.
69?rapp, I, viil.

7°ao$well III, 257. Actually the principle went dacik to
Rosooumon, p. i&. hut had been forgotten.
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Cowper. The couplet, despite the influence of Cowper and
Haopherson, was still in use for major translations as late as
John Hoole's Oplendo Puriose in 1785, a book popular enocugh to
undergo reprintings as late as 1807.

In regard to Horace, a distinetion was made between the odes
and the other works. Cresch employed varied forma for the odes,
but the heroic elsewhsre. Francis atated that since lLatin meas~
ures could not bs preserved in English, he would at least keep the
form of the strophes} he vigorously attacked the use of the herole
couplet, saying that it was ludiorous to use only one styls of
verss for the varied Latin poets, so that "the free-born spirit
of poetry 1is confined in twenty constant syllables, and the sense
regularly ends with the second line, as if the writer had not
strength snough to support himself oy courage esnough to venture
into & tshs.rd.”’n This is a oritiolism that Smart was also %o
voice, but whersas Smart totally avoided the pentameter couplet
in translating Horace, Franecis did frequently employ it.

Hare has seversl times been mentioned as almost a model of
the way in which the aightesnth century writers had twisted the
meaning of translation. In regard to form he again 1illustrates
how 1ittle the original was regarded; he chose shatever form

Tlprancis, A Posticsl Translation of the Works of Horsse, I,
viis.
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*hit my fancy best at the time of triting."72

By ths middle of the eighteenth century, then, although
Dryden's terms of metaphrase, parsphrése, and imitation were beling
ugsed as guldslines to translation, the originsl meaning of para-
phrase had been blurred by adverting to Dryden's practice rather
than to his theory. The translatoprs professed to be attempting to
catoh the spirit of the originals rathsr than the words. &atually'
it would seem very doudbtful, judging from the changes made in
tranglation, just how well the translators understoocd the spirit
of the elassic writeras. Translation was practiced as a profitable
genre of English poetry. A real care for the criginala, such as
was felt by Pranois and by Smart, was rare.

After the middle of the gentury a trend toward greater
accuracy began, This trend stermed from the gradual growth of
intersst in the remote and ancient; it intensified through the
growth of the Romantic spirit. The popularity of Qssglan helped
destroy the relisnce on melodle verase forms. Pinally, a rise in
classical scholarship made itself felt in literature. This oare-
ful ascholarship went back to Bcntlay, despite all his faults, but
1its influence was gslow in literature because of Bentley's quarrels

with the msjor writers of the early part of the century, The de-

7aﬁaro. p. xi18.




sentury is, however, outside ths scope of this paper.
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velopment of this riae in scouracy during the letter part of the




CBAPTER VI
SHART'S HORAGK AS TRANSLATION

When Smart translsted Horsos's poetry, he may have been
acting out of a sense of loyalty to Horace from whom he had de-
rived the justifisation for his use of unusual words and his
theory of impresaion. Bmart was ocertainly, however, composing
this translation from & motive of justice to himself, to pnvontl
injury to his memory, as he thought, from his prose translstion.

%1th thie as his motive, Smart would certainly have lavished
all of his creative pover on the translation to set off his own
genius a3 best he could. Something of this intention comes
through in his introduction to his Horsgs when he aspeaks of the
need for affinity of npi_rtt between the translator and the poet
who 1s being tmland.g It aan therefore be expescted that
Smart's version of Horace would tend more toward paraphrase than

toward metsphrase. Smart stresses the faot that Horace'ls "une

1&%@0?, I, xxiv.
2m I, viil.
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rivalied peculiarity of expression” seems tc him to be the essen-
tlsl Qquality of Horace's verss, rather than the "matter and senti-
menta™ which Smart believes ars very aoaman.B |

Soaart, as 8 good translator, must therelore make & special
effort to convey this peculiar sxpreasion into English, a task
more speclfically poetic and original than is the translation of
the subject matter or of the emotional quality only. It is the
diffionlty of carrying expression from ons langusge to another
that led Johnson to say that poetry oould not be trmnalatod.h

It i3 clear from 3mart's introdustion that he was aware of
his problem and that he wanted recognition for hia poetis schieve~
nant in solving it. He lintﬁ those odes in whioch he feels that
he has been moat successful in catehing Horace's gurioss felici~
ggg? and thoag in which he has best brought the form of impression
into Bnglish. Finally, Smart notes that though he always re-

31b1g.

L . ,

James Boswell, g%ﬁug%%'g,, by dohngon, ed. George Birk-
beck Hill (Oxford, 1837), > %é. %ﬁh reasoning behind this
theory may be this, expreased elaevhere by Hoswell in language
which sounds very much as {f 1t was quoted from Johnson: "The
truth las, it 1s impossible perfectly to translate poetry. In a
different language it way be the same tune, dut it has not the
sswe tone." Ibid,, p. 257.

sﬁ@z‘g Q; I’ 13““% ]
blb;g., poe xvilexxi,
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garded Horace "with extreme approbation,” yet he never considered
Horace "wholly iaimitable.” -

In dlscuseing his translation 3mart notes that he has chosen
tetremeteor coupleta as o medium for the Jatires and Epistles, for
the use of ths formal and dlgnifisd herole ccuplet iIn the trzna-s
lations of these famillar poems has always sesmed to him abaurd,
4lthough not noted by Smart, the smployment of rhyme pressnts a
problem egual to that of the meter. Swmart may well have recoge
nized the 4ifficulty though, since hs omits rhyme only ones, but
that in 0de 1.38 in which he triad %o be closest to his original.9

Thres aspecial problems are, thersfore, to bs considered in
referance to Smart's translatlon: the diction, the meter, and
the rhyme., A more general problen for consideration is 3Zmart's
fidellty to the theme and spirit of Horace's verss,

This latter problem of over-all fidellty cannot be solved by
a goneral asaumption that Smart's high apprsclation of Horace
would lead him to translate faithfully. In fect, Smart's Psalms,

?MQ’ P ix.

81216., p. .

?Thrnughaut this and the folilowing chapter, since almost
svery oltation will refer to the poems in the H an adapt-
ation of the classic mode of referring to Horace's verse will be
used, whether the reference is to Horsce's original or to Smart's
translation., The poems discussed In detall in this and in the
next chapter ars included in an sppendix,
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pubilshed tro yesrs ecarllier, weuld lesd to & presumption that
this tracslation would be an imitaticn. Smart considered David,
ss has %esn 10ted, the sole guthor ¢f the Fsalms snd the greatest

of poats; yet his trenslation fn the Fsalms is not even paraphrase

in meny placss} »Sﬁart*s version differs from the eriginal in two
reapects: first, Smart amplifiss the originel by his practice of
rriting one stanes for each verse in 2 pselm; second, Smart glters
the original to conform with the theology of the Hew Tastement,
aubshituting, for exsmple, sentiments of merey for those of
3uatiea.10

Very rarely, however, dces Smart attempt such a Christian-
fzaticn of Yorace, When he does, the added element is generally
& matter of phresing, rather than of theme, For exsmple, in
‘de 11,18,5%-57 Snart writes of the world of the dead:

S——

There the poor hevs consolation
For their hard, laborious lot;

"Consolation” is purely Smart's, for Horace has said only that the
poor would cesse from thelir labors., The change introduces a new,
moralizing note into the stangs but does not change the meaning
of the poem as a whole, It has the effect of a gloss upon the
conclusion rather then of a new theme,

Other fusteances of Suart's religious visws are even more

30 ¢. Brittain, Poems, pp. 279-280.
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minor. Oocsasionslly Bmart makea sxpliclt what is fmplielt in
Aorace! "Tityus ravisher abaaans.“ll "Obscens” is not in Horace,
put it s Justifled from the feeling of Horace. Another and more
explicit interjection of a religious feeling cocurs in QOde 1.23.
11-1hs

But sooner shall ths goats be Jointd
To wolves of fierce Ampulian kind,
Than Pholoe with & filthy rake
Commit adultery, hieinouas sin. . . .
The Letin says simply, “quam turpi Pholoe peccet sdulitero."”
‘Heinous sin" is to some extent justiflied by “"peascet,” bLut Smart
alters the emphasis of the phrasing to render his moral repugnance
more atrongly.
smart sometimes adds a moral element which is not justified
by the Latin in any degree, but which is not an intrusion upon the
wood of the posm, 3o for "virginum primse’ he writes in Ode iv.
5.39, "virgins of unspotted fame'; the lLetin lacks the moral
alement, "virginum" simply meaning "'young girls” in contrast %o
the "pueri” of the next line.
Very rarsliy doos an slement from Smart's religious consoious~
ness enter the translation so intrusively as to break the mood of
the poem. %hen there is suoh an intrusion upon the original, it

occurs in a poem wniolh is one of the weaker versions in all re-

1146 1v.0.3.
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spects, as 1if Smart had written the entire poem as a reflex rather
than as a considered effort. 1In Qde 11.30.9-10, for example,
Smart translates "non omnis moriar" in this way:

Por death shall never have the whols
0f Horace, whose irmortal soul. . . .

ot only is the force of the original conalderably weakened here
by the shift from the first to %the third person, but alsoc the
"{mmortal aoul™ perverts Horacae's meaning. When Horace says
"Multajue pars mei vitablt Lidbitinen," he 13 not thinking of his
goul., The whole polint of this ode to Melpomens 13 that even
though Horace himself will dle, he has vet achisved ilmmortalisy
throurh hils postry, hls "monumaentum aere persennius.” The intro-
duction of the Christlsan elsment subverts the whole argument of
the poen,

In tho strongezt of his poems 8mart catoches the Horatlan
tone precisely, complately suspending the Christlan attitude. The
diffieulty of this total suspension, as well as Smart's success in
achieving 1t, ean be seen by comparing perhaps the best of Smart's
versions, that of Qde iv.7, with a translation by A. B. Houaman:

The stern agaize and squal judgment oizr,
. « «» nothing shall friend thee more.

12np1rrugere Nives," 11. 21-2l.
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There is a suggestion in these lines that the stern judgment had
vesn falled; this suggestion ralses the question of what the resul$
sould have besn had the judgment been passed. 3mart avoids even
so slight a Christian reference; even though “nzggu must sequit a
part so nobly play'd,” the judgment 1a ths same. Death ends
all; ths qulet and resigned paganiasm fits more smoothly into the
framework of Horace's theme, that of Epiocurus.

Related to the religious element in the tranzlation is the
matter of decency, which, however, is totally a matter of word
cholce rather than of theme. Accordingly, this element can be
more conveniently deferred to the disocussion of slterations in
phrasing.

Apart from the change in theme whioh umight be introduced be-
cause of Smart's views on religion, 1t eould de anticipated that
Smart might attempt to alter the patriotic odes, such es those at
the beginning of the third book, so that they would be more direct.
1y applisable to the English. Ko such alteration is made.

Thematically, then, Smart follows Horsce quite rigorously.
The guestion of similarity of spirit is more subtle; it i»
partially & matter of tone and partially of style. Smart cer-
tainly eould recognize the tones of Horssce; he listed meny of them

1loge tv.7.21-2).

'
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in the preface to his translations. Purthermore, his recog-
nition of the spirit of the Horatisn odes was a delicate one.

Thus he ldentifies the tone of QOde 11.%% aas one of "affectionate
tenderness with a cast of melancholy." The perception of this
double mood is one thing; attaining it 1s quite ancthorié Brittain
feels that the mingling of these moods is beyond Smart. To demw
onstrate otherwiase is a lengthy process; since this poem is one
of those discussed as Bngllish poetry in the next chapter, a denme~
onstration of the emotional quality achieved by Smart will be de-
ferred until then. Highly successful translations of the comie
spirit of Horace are achieved in Epode 3 and in 0de 1.23; in the
latter poem Smart blends humor with an underlying seriocus mesning
a8 Horace had done in Latin.

An occasional effort is unfortunate, Smart's attempt to
catch the vivacity of Qde 111.25 in often trite phrasing and in
rapld tetrameter couplets is more shrill than suggestive of the
divine afflatus. As with Ode 111.30, in which vioclaticn of theme
was noted, so QOde 111.25 1s a generally weak poem. Again it
would seem that where Smart succeeded, he suscesded admirably;

1hﬂbraao, I, xvil-xxi.
151p1a., avit.
165rittain, Poems, p. 67.
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where he falled, he falled in the whole. A recognition of this

totallty of success or of feilure will stress the too-little-
acknowledged faet that Smaprt is not a poat of one poem and aome
vrilliant 1ines, 3Jmart must bhe Judged on the totality of each
poam, and he bears up well under sueh & judgment,

Genarally 3mart oatohes the Horatian aspleit well. It ia
suglestive that perhaps the beat of ths tranalations is Qde iv.7,
posalbly the fineat of Horace's Qdes. The aspirit of the poen is
one of garpe dien, wholly allen to Smart's phllosophy, if not to
nis 1ife; yat 3mart catohes well the muted regret, the joy in life
which stems from life's brevisy, and the acceptance both of the
brevity of life and of the finality of death.

The other part of the spirit of the (des comes from theipr
style, which is notably brief, striking in phrasing, and at onoce
faniliar and subllime., 3mart strives vigorcusly to achieve Hor-
atlan brevity, At times, eapeclally when the brevity iz a matter
of phrasing, he is very asuccessful, as in Ode iv.7.16: ™Ashes
and dust we are." Another example 1as his translation of “"earps
dien™ as "Be greedy of toduy.”lT The alresady noted instance of
"non omnis mopriar" indicates that Smart d4°d not always succeed in

achieving happy brevity of phrase, but such weak translations are

1794e 1.11.22.
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raYe, Qeeasiahally Smart does seem completely 1nd1rtornnt to the
quality of brevity, as when he expands a simple we to "So constant
patriots pray" in 0de 1iv.5.57.

When 8ir Herbert Grierson said that the characteristio
brevity of the Odes was alien to Engliah.lg he was probably
thinking of the Latin lack of articles and of the permissibility
of such figures as ssyndeton in Latin. If 3mart can suwecessfully
scho the Latin drevity of tight phrasing, he scannot without awke
wardness employ this latter brevity. Ths usual result is rather
obsaurity.lg as in Ode 1v.13.12-14.

You yield a pleasing shade,
dhlch for the steers, when work'd toc much,
And wand'ring flocks display'd.
The absence of &n suxiliary verb makes the dependsnt clause ob-
scure,

The mingling of femiliar and sublime phrasing, together with

an easiness of manner, is another characteristic of the Horatien

style. Seversl examples of sublims phrasing have already been

lllaﬁnvbort J. C, Grierson, Yerse Translation (n.p., 1948),
Poa .

19& danger of whalch Horace wag himse.l awares:
Brevis asse laboro,

QObscurus flo. 526
Poetica, 11. 25-26.
Smart translates thist A !
I would be brief with all my might,
and so become as dark as night., (11.47-48)
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noted. Yet the easiness of manner i3 retained. "Ashes and dust
we are™ has beon noted already &s one example of powerful phrasing]
the trimeter lina, which was an aid in achieving brevity, gives
& diminished effect by following a pentameter line and thereby
helps maintain the easy tone.

As with sublime phrasing, so famillar turns of expression
are common!?

Once gently, with thy long extended whip, 20
Toush =y coquattisnh Chloe, till you make bex silp.”

Bon't you see tho day daulinn?gl
Cne of the flinegt instances of famlliilar dletion occurs at the end
of Dde i1i.4. .hers Horascs says that he has passed the eighth
Lastrum, Smart uses an original metaphor which maintaina the mood
and 30 is in keeping with the thoeory of parsphrase:

Shug t0 suapedct a man ahsagzagp
Is going dowm the hill.

One of the major problems connected with paraphrase as a
means of translation was that a translator, provided that he main-
tained the apirit of the original, was permittad, even obliged,
to raise his original when the original was low. Smart notes that

2o4e 111.26.11-12,
2loge 111.28.7.
“ode 11.4.23-2.
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he has made just auch an attempt to ratse Ode 1.1, espscially in
its coneluslion, sinces "however amiasble for its gratitude and
speelal for 1ts phrase, 1% {3 . . . written ggx;g,mgg;ggg§¢”2

The sonclusion of Ode 1.1 comprises lines 29-36 in Latin,
lines L1~56 in English. Smart makes the following changes from
the original: 1in line }i1 "me™ is expanded to "But as for FHorace,
I .« " "ederae praosmia frontium™ is expanded to two lines,
L2-li33 in line L5 "by sephyrs fann'd" has no authority in the
original excspt "gelidum,” which has already entered the line as
"e00l™ lines [6-li7 are an expanaion of one Latin line, and ale
though “"hand in hand" is implied in the Latin, "the rursl song"
is not} "heavenly gay" in line 49 is not in the Latin, nor ias the
pleasant™ of line 50, although each asould be inferred from the
sontaxt; "Mascenas” in line 53 ia a specifieation of a pronoun,
as was "Horsce" earlier; line 55 i1s entirely Smart's invention;
line 56 is overstated,

In "ralsing™ this ending Smart employs three devices. Pirat,

23gorace, I, x.

2iye dootare ederae praemia frontium
Diis mlscent superls; me galldum rnamus,
Nympharumque leves cum 3Satyris chori
Secernunt populo; si negque tidblas
Buterpe cohibet, nec Polyhymnia
Iashoum refuglt tendere barbiton.
Quod sl ms lyricis vatibus inseres
Subliml ferlam aldera vertice,
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he elaborates the original, as in his expansion of "ederss praemia
frontium.” Second, he uses the poetic diction of pastorale-
"gephyrs,” "rural song,” end "pleasant pipes." Third, he drema-
tizes essentially straightforwsrd language by changing "I" to
"Horaoce," "you" to "Masoenas," "gods" to "Jove," and "I shall
reach the stars®™ to "my muse . . . shall . . . top the zenith
of her sphere." The result is that Smert uses twice as many lines
as Borace had used. Horeover, Smart entirely misses the forae
of sueh unusual words as "ederae” and "nemus"; he misses, too,
the anaphore of line 29-30 of the Latin and the force of the posi-
tioning of words in line 30: "Sublimi feriam aidera vertice."

The final four lines also reverse the position Horsce had
given to himself andito Maeoenass. Horace had saild, "Quod ai me
« » o inseres , . . forism sidera™; Smart makes the lines read
that he shall raise himself so that Maecenas may place him with
the lyric poets. Horace streases the compliment to Mascenas}
Smart atresses the poet'is own accomplishments.

#hereas Horace is brief, diprect, and "peculiar,” Smart is
inflated in length and language, snd hackneyed in image and vocab-
ulary. Smart's response to nature in this poem 1is astoek and
empty. The poem 1s neither good Horace nor good Smart, dbut 1t is
"good” eighteenth century translation. It is possible that Snart
attempted to write Just that in this first poem of his translation)]
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in order to sncourage prospective buyers. (de 1.1 is the only ppem
that he mentionas in the preface as having raised, and 1t is the
only one so conventionally treated. It is alsc the only poem in

a form forelgn to his genius.
Another characteristic of the Horatian ode stemmed from thel
inflectional nature of the Latin language which permitted Horae
to throw special emphasis on words and phrases by inversion of lc
normal word order and by such rhetorical figures as hyperbaton,
tmesis, and synchysis. Smart mskes san effort to display many of]
these Latin effects in English:
Lov'd his fair u::{;?;.n'zgn heat
m'gr‘c?n?ggst, that he won,
Smart here 1s writing & form of synchysis; the normal order woull
bs, "Atreus' son lov'd his fair captive that he won in the heat pf
conguest when. . . ."
Ageln, Smart may separate the two parts of a compound subchm
by a verd:
e o » ONymphs, well known

asarc 11. 53“561
26040 11.14.6-9.
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Por mock simpliclity, derids, 27
And love stil) whetting on s stone . . .

The Latin freedom in the use and placing of appositives is
also employed by Smart:

But add to this new dupes abound, 28
New glaves, nor will the 0ld relent . . .

Smart uses many Latiniems apart from rhetorical figures.
Modifiers are employed as asubstantives: "black" (0de 1.5.13),
"great and new" (COde 111.25.9), "supreme" (0de 111.25.22). An
equivalent of the Latin ablative absolute 1a sometimes used, as
in Qde 11.18,21-22,

Death unheeding, though infimer,
On the ses your bulldings rise. . . .

It 13 not the buildings but the builders that are heedless of
death. Prepositional prefixes are attadch ed to verbs, as in "Can
up-~tesr the ash-tress tgll.”29 ?runcht participles are used as
clausal squivalents: "washing rains” (Qde 111.30.5) and "inter-
rupting net” (Epode 2.98).

Examples adound of Smart's efforts to echo the Horatian un-

usual word: "shaven green (0Ode 1.4.11), "seeming” in the sense
of "deosptively lovely" (Ode 1.5.7), “prenks™ (0de £.11.23),

27549 11.8.12-15.
281v14., 11. 17-18.
290de 111.25.24.
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vimpious pound” (0de 11.8.19), "dunn'd" (0de 11.18.14), "obli-
quity” (Ode 111.22.9), "trepann'd" (Epode 2.47), "wighta" (Epode
2.9). In general Smart's vocabulary is fresh and original, less
often "poetic" than familiar. As had been notsd above in regard
to dietion, smart's vocabulary becomes most routinely poetis in
those poems which are least successful generally, as 0Ode 1.1 and
Ode 111.30.

It is obviocus that certain changes in wording are regquired
by the simpls change from Latin to English, HNany of these are
simply a change in the part of speech employed and affect neither
mood nor meaning. Such a change ¢of wording only, ceccurs in Ode
1.1.46-47 in which Horeoe's "nympharumque leves cum Satyris
chori® becomes:

#heres nymphs and gatyrs, hand in hand,
Dance nimbly o the rural song. (Italics mine.)

3imilarly in Cde 111.30.17, "regnavit” has become "rural king."
Allied to this type of change is that in which Emart echoes &
Horatian repstition, but repeats a different word, An example
occurs in the first line of Ode 11.14:

Zheu, Fosthume, fugases, fugaces
Lebuntur anni . . .

Ah Posthumus, the years the years
311de swiftly on. . . .

Finelly Smart may make explicit what is only implicit in

the original. Epode 5 is replete with such expansiona; one
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example is seen in Smart's lines 1560-162 which tranzlate lines
101~102 of Horsee:

Neque hoc parentes, heu mihi superstites,
Bffugerit spectaculum.

"Your horrors and your criles,
"My parents ears snd eyes,
"Shall glut, surviving me their heir,"
Again in Ode 1.16.2l Smart writes, "And in the swift Iambie
satirize my fair.” "Satirize” is justified from the Latin use
of the lambic as a satiric meter, not from any word in the orig-
inal.

There 1s another type of change in dietion which does in-
volve a change in meaning. This change occurs when Smart sub?
stitutes & reference to‘aﬁ(ﬁnglish custom for one to a Latin
custom, or when he refines phrases that he thinks indelicate,
The first of these charges is an attempt to make Horace mors
immediate for the English reader, though Smart does not necessar-
ily shun Latin references, even becoming more Latin than Horsce
at times. ° 3uch a reference to an inglish custom can be seen
in 0de iv.5.4-5.

That promise of & gquick return
You made the House . . .

Similarly in 0de 1.8.8-9, Smart translates "Cur neque militaris

3036 1n Ode 1v.13.1 Smart transiates "patres"” as "consoript
fathers."
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inter asquales squitet" in this way:

Hor with his friend, in gallant pride,
Dressed in his regimentals ride,

Again in Ods 1.27.8 "cubito remanete presso” becomes "nor guit

your easy chairs,” and in Ode 11.16 "vulgus" becomes "groundlings.'|

Of his dellicacy in certain passages Smart said, "lLastly as
I suppose the book will fall into the hands of young peraons, I
have been especially careful, concerning all p;ssagos of offence,
both in the translation and in the original."”
One of the moat obvious examples of this carefulness ococurs
in lines 21-25 of ths Secuylar Qde:
Make frultful ev'ry marriage bed,
And bless the coisoript fathera' scheme,
Znjoining bloomy maids to wed,
And let the marriags-bill bg sped,
§ith & new race o teem.-2
The translation has notiing of Horace's recognition of the physi-
cal; 1t slmost suggests that the "marriage-bill” will produce the
children.

In 0de 1.6 Smart retains the Horatian irony in his termino-

3lﬁcrggc. 1, xi. By "original” here Smart seems to have
meant his prose translation, but he is not especially careful to
observe this caution.

32mme original reads:
Diva, producas sobolem: patrumque
Froaperes decreta super jugandis
Faeminis, prolisque novae
Leage marita feraci. (11, 17-20)
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jogy but leses much of the point by sublimatling the physlcal:

« +» o nymphs of sportive velns

Thet &re so apt to scrstch and tear

#1th nalls which to the quick the3ipere

Against thelr fav'rite swains,

Smart's verses suggest a formel painting of a pastoral scene. A
simllar change occvrs in QOde 14.4.21 when "tere*tesque suras" be-
comes “her limbs so form'd t'engage.”

The next special problem to be considered is that of the
effect of the use of an English rhythm in the verse. Smart sm~
ploys twenty-five meters and rhyme schemes in his translationa.
These fall into three general categories: 1) the use of the same
meter in English as in the Latin original; 2) the use of a meter
which Smart considered an fnglish equivalent of the Latin origin-
al; 3) the use of sn Fnglish meter which, though not equivalent
to the Latin, is suitadble to the spirit of the original poem.
There 13 only one attempt to duplicsate the Latir meter In “nglish;
this cecurs in Qde 1,38. Many examples of the second category
oceur; Ode 11,4 and Qde 11.8, Sepphic in Latin, are converted to

three lines of lambic tetrameter and one of i1ambie trimeter in

fngllish, The conversion of the Latin Sspphic to this pattern is

330de 1.6.27-30. The original reeds:
e + « NOS praelis virginum
Sectis in juveres ungulbus acrium (11. 17-18)

3“& 1ist of Smart's meters is given in Appendix II.
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frequent in Smart's translation, but not universal. Ode iv.2 is
not 3epphic, but it 1s translated in this meter. Odes .3, 1.5,
and 1.6 are all written in a combination of the Glyconiec and
Asclepiad lines, but (de 1.3 is handled in iambiec tetremeter and
pentameter couplets, Ode 1.5 in 8 six~line ifambic tetrameter pat-
tern, and Ode 1.6 in the romance~-six stanza. (des 1.5 and 1.6
seem to be an attempt to convert the Latin rhythm to an equivalent
Lnglish meter, while Ode 1.3 seems to have been chosen simply as
a suitable pattern. (de iv.7 in lts alternating pentameter and
trimeter lines seems an attempt to echo the effect of the latin
first arehilochium meter. The stansa used in Ode 1i.ll is con-
sistently used by Smart to reproduce the Latin Alcaic meter.

¥any poems, some of which have already been suggested, are
simply attempts to use & meter suituble to their themes and moods,
Thus the catalectic trochalc tetrameter couplets of Cde 111.25
seenm to be intended only as & suitable form to reflect the mood
of the poem, not as an English metrical equivalent for the Latin
third Asclepiad. The tetrameter couplets which Smart frequently
employs are intended to echo the familiaer rhythms of the Latin
poems which he is translating, rather thun as & metriocsl eguiva-
lent for any cue meter.

Smart's general pivcedure seems to be to write an Buglish
equivalent for the Latin meter, This procedure seems a help
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rather than otherwise in achisving the proper mood in his trans-
lation. Por example, the alternation of trimeter with pentameter
lines in Jde iv.7 forces Smart toc compreas his lines into an
approximation of Horpce's brevity, while the shortensd lines help
to establish & mood of gentle melancholy. Agsin, the increase in
length from tetramater to pentametsr to hexameter lines in such
poems as Ode 1i1.1l aids in eatablishing a sonorous mnod.BS

Perhaps the major diffieculty in employing any regular stanza
form in translating Latin is that the English stanza 13 ususlly
2 unit in itself while the Latin rhythm roves over from one stanzal
to the next, Although 3Smart employs stanza forms, he regularly
gllows this running on of the ssnse and rhythm through the stanza
break. Of all the translations, in only nine ars ths atangas
typopraphically separatsd, and even in these the run~-on may ocour
as, for sxample, batwesn the second and third stanzas of 0de 1.5,

Only in 0de 1.38 did Smart sttempt, as he mentioned in a
headnote, to duplicate the Latin rhythm exsctly. Because the
roem is very short and bacause in {t ¢can be ssen Smart's most
careful effort to translate meaning and spirit exactly, 0de 1.38

dgserves axtanded commant.

35?he precise effests Smart gains through this metricel
form will be discussed at length in the treatment of Ode 11.1l4
in the next shapter.




The scansion of the ode in both Latin and HZnglish is
parallel:
Persicos Sdi,“pégf, ;ﬁp;rgfaa,
Displicent ngxibﬂph{l§r;.eér5h£;
¥itte aést&ri,ﬂrg;; quo locorum
Scra moretur.
Simpliel myrts|nihil allabores

’-minzhtfam

Sedulus curo:

Dedecst myrtis|néqué me sub arta
Vite bibentem.

[V

Persian pompa, boy,ﬂevar I renounce them:
Scoff o' the plaited”oaronet's refulgence;
3eek not in fr;itlgasj[v;gzla;ce the rose tree's
Terdler offspring.
Mere honest m;vtl;”tﬁit\ﬁlshe 1s order'a,
e the mere myrtlo“dgigrgkoo, as also
Thee the prompt wuitcrﬂto a jolly toper
Hous'd in an arbour.
In this converaion of the Latin Sepphic meter into English,
Smart seems to have smployed lLatin rules of prosody. Thus, be-

sides vowals long by naturs and dipthongs, “mart has considered
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a8 long those vowels which are followed by two consonants; so
hers he writes as long "Persilen,” “Scoff,” “in fruitless,” ete.
This attempt, foreaign to the genlius of the inglizh language, re~
quires certain licensges: "Perslan® is mede & trisyllable and the
n 1s dropped In "Scoff o! the plalted" to avoid construing "on"
as long. Th in "*re" ia treated as a aingle consonant. The
lengthening of the e in “myrtle” in lines 5 and é should be ex-
plained by the promumciation (as opposed to the apelling) of the
1 after the g, taken together with the initial consonants of the
following words, An attentive reading of the poem ascording to
the quantitative rhythm producss by an interplay with the normal
English secents (marked by inverted carats) a postic tension ale-
most unique 1in Tnglish verse.

Prequent Latinisms occur in the cde, 04! Persicos. In the

sscond line there are tvo instances of this "impression™: the
unugual fuxtaposition of "plalited coronet™ and the inltial abrupt-
ness »f "3coff." Fars also is an instance of the "pecullarity of
chofce diction,” reinforced by the fluld, polysyllabic "reful-
gence” at the close of the line., In "fruitless” in line 3, there
is & pun, while in line L "tardler offspring® is a Justified
paraphrase., Periphrasis was common in Latin poetry and in eight-
senth century dletion, Although Fope includes periphrasis emong
the bathetie figures, Tillotason finds that 1t was & clessical con=-
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vention used by Pope and others to express meanings which would
be loat in simple ntutnmant.Bb Hers the figure conveys the time
of year, adds a contemplative note, reinforces the notion of
seeking in fruitless vigilance, avoids an obtrusive specification
{the point being the dscoration of the soronet, not the precise
mode of decoration), and plays upon "off/ spring.” In the sesond
stanza the repetition of "mere myrtle" and the use of alliteratio
is useful in carrying the stansza forward and is a reflection of
the Latin poem. Rspeclially Latinate here are the appoaitive,
"Thee the prompt waliter,”™ and the participisl modifier,"Hous'd in
an arbour."” The initial rhyme and parallel phrasing of "Me the
mere myrtle” and "Thee the prompt waiter” are devices which help
carry the lyric note, despite the sbasence of rhyme. The use of
assonance and alliteration (again reflecting the Latin) also con-
tributes to this effect: e.g., "Jolly (long by ruls) toper,®
"As also," "Hous'd in an arbour." Pinally "Hous'd in an arboup.”
is an inatance of impression.

One quality that is unique in Qde 1.38 among Smart's trans-
lations is the absence of rhyme. Since Horace only rarsly uses
rhyme, as "Dulce Ridentem . . . Dulge loquentem™ in 0Ode 1.22.23-
2li, there is the danger that Smart's use of rhyme may change the

883"ocotrmy Tillotson, The Poetry of Pope (Oxford, 1938),
p- .
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gone of the origeinal., In practice the danger is not great in

(1T
shyme does occass fonally drop into an intrusive jingle, as in Ode

pt's translatson except in the poems in couplets, Here the

411.30. In the other poems Smart incorporates the rhyme almost
annoticeably by =hyming alternate lines, by varying line length,
py varying the pslacing of the caesura, by continuing the sense
anit independent=lly of the line unit, and by thmw}éng stress else-
ghere in the linmes by the use of substitute feet, In this last
instance the rhywmme is frequently icessary to maintain the balane
of the line agaimst a heavy atress in the early part of the um?
Smart stresses r—Iyme only in those poems in which he wishes to
ereate a light, memi-humorous effect, as In Ode 1.23, or in those
vhich are comples®®ely humorous, as in some of the Zpodes.

In conclusi_on, then, Smart’s translation is generally para-
phrase but is moeme exact than free. That Smart's purpose was to
write 3 good trasmslation seems obvious from the fact that the bet-
ter Smart's posmmy, the closer it is to the originsl, As a corel-

lary to this facs®&, the better the translation, the dbetter the

36Spocitic examples of all these devicez will be considered
in the next chapeter.

37an exampl_e of this will be enalysed in the discussion of
Ode 11.4 in the riext chgpter.




CHAPTER VII
SHART'S HORACE A3 ENGLISE POETRY

Smart's version of Horsce was intended to be & true trans-
lation rather than variations upon themes supplied by Horacs.
Yot there is a great deel of Smart in his verse translation, so
much, indeed, that some of the translations must rank with the
best of Smart's original postry.

have considered his translation as posseasing original poetic
merit; he seems to have written 1t as much to enhance his own
poetic reputation as to render tribute to Horace. In the letter
from Hawkesworth guoted by Hunter, Smart 1s presented as fearing
that his prose translation would 1njur; his memory and as there-

1ﬂuntor, I, xxiv, Hawkesworth goes on to say that Smart
read him some of the translation and that "his own poetical fire
sparkles in 1t very frequently.” Hawkesworth's attempt to dis~
suade Smart from continuing with the translation is motivated by
a belief that Smart's version will not replace Philip Prancis'
as & text and that accordingly there will be little utility in
the translation.

159

Despite cccasional disclaimers in his preface, Smart seems to

fore preparing this verse translation. There is a certain pride
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mingled with plique in Smart's comment that he "evsr looked upon
Horace with extreme approbation, but never suppozed him so wholly
inimitable, that a man might not do him some degree of juatice."2
Subgeguently, Smart says of his trenslations of the odes in
Book IV: " If I have translated some 1in such wise that they may
be read after the versions and imitations of Cowley, Fope and
ATTERBURY, I trust £t will be thought no mean literary achleve-
ment, . . ." It should be noted that imitetion, at least, was
congidered a form of original compmaition.”:

There are several reasons, apart from the historiecal, for
considering Smert's translations as important English poetry.
They reflect the influsnces which hslped develop the style of
Smart; they 1llustrate techniques and themes ussd in Smert's orig-
inal poetry; they sre, in themselves, poetry of the first order,
in which Smert is able at times to render Horace effectivaly only
by using English verse in s manner dlstinctively his own. The
distinctive manney would be almost a necessity in the eighteenth

aﬁorace, I, ix. Smart adds that to translate Horace well
requires & like genius.

31vid., p. x.

hThero is evidence that more strict translation was also cone
sidered a literary genre just as pastoral, eple, satirs, and *
others were. For example, Dr. Johnson considers translation
equally with orliginal verse in The Lives of the Poets. Chalmers
ineludes Smart's translations into Latin in his seleoction of
Smart's poetry.
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century view of translation. Dougles Enight suggests that the
interest of the age In translation stems from & double awareness:
s knowledge of the heroic world and of the limits of its own, so
that translation would express s kind of insight which the readers
could interpret through an interplay of thelr knowledge of these
worlds and which they could bring to beer upon thelr own world.s
Such an awareness would be especially apt in Smart who was oriti-
cally eware of the faults of his age, That thls awareness existe-
ed and that Smart attempted to po’nt 1t up in his transliation
might be concluded from his remark that "the business of poetry
is to express gratitude, reward merit, and promote moral edifi-
caticn.“6

The two elements which Smart notes that he has particularly

tried to bring into his translation are the g¢uriosa felicitas and
impression.7 Prom its nature, the Horatlian "curiosity of cholce

diction" requires the full use of ereative powers in tranglation,
for it is patent that & mere literal rendering will often be

elither not peculiar or not intelligible, Evidences of Smart's

5nouglas Knight, "Translation; the Augustan Mode," in On
Translation, ed, Reuben O. Brower (Cambridge, Maszs., 1959),

pPp. 158-200.
6aeraae. I, xxii.

7Ibid., Pp. 1x-x,
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efforts to achlieve what he called "the lucky risk of Horatian
boldncaz“s abound in these poems: "Throw black upon the alter'a
scene--" (0Odes 1.5.13), "Shun to suspect a man, whose age/ s
going down the hill" (Ddes i1.4.23-24), "Gods, exempt from death”
(Odes 11.8,12), "hoarse breakers of the main" (0des 11.18.1k),
“What stomachs have gclowns to their broth?" (Epode $i1.h).

The quality of impression has been discuased at some length
already. Certainly Smart used it himself, but 1t seems to be a
power especially easy of use in an inflected language. Smart's
use of impression in one place in Qde 1.4 has already been ane~
lysed. In the Latin, however, Horasce cculd more easily throw the
caat of ilmpression on the Line: ™"Vitae sumna brevis spem nos
vetat inoohare longam." This ease of impression follows from the
nature of Latin in which words may be foreibly assparated or
forced into proximity as they cannot readily be in a positional
language. This ability to yoke or to sever words, to forsce them
together into rhetoriocal patterns, to move swiftly through the
omission of articles and of many prepositions and conjunotions,
and to use apposition freely, allows unusual force to be thrown
on important words while giving the whole poem "the impression of

9
being buillt of clean-cut blocks of stone."

8Ivid., pp. vii-viit.

L. P, Wilkinson, Horsce and His Lyric Zcetry (Cambridge,
l‘?hﬁ ) » pp - 1h6” 156 1] — ‘
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Kuch of the unusuelness of Smart's diction can be explained
by his attempt to bring the Latin medium of expression into Eng~
lish.lo Among the Latin devices Smart tries to carry into ing-
lish are antithesis, anaphofa, inversion, omissicn of words ("and
lizards feed [on| the mou"*l), sbsolutes (Qde 11.18.21), end
substantive usags of adjectives (0de vi.5.13).

It would be easy to cite individusl lines in which Smart
has used the English language &8s boldly as Horace had used the
Latian in order to carry a Horatian impression into English, The
total effect, however, is more than a series of good linss,
Clearly lmpression was never meant to call attsntion to itself
for 1ts own sake but rsther to resinforce the meaning of an entire
poem. The fact that Smart has sccomplished this total effect in
many poems is the major reason for reading these poems as English
postry.

Smart has not always succeeded in his attempts to carry over
into English Horace's effects. When hes has falled, however, he
has most commonly falled through substituting for his own pecu-

lilar diction the common diction of his sge, An exemple occurs in

107¢ 1g noteworthy that in reading Swart's verse translation
the prose version is often useful. The prose is felicltous and
exact but avoids trying to echo the Latin's complexity.

11& Song to David, 1. 327. The lizards here are probably
derived from Ode 1.23.10.
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Qde 1.5.11:
And love's inconstant pow'rs deplore. . . .
This 1iine lacks the immediacy «nd startling paradox of the crigin-
el, which reads in Smart's prosec, “deplore the altered gods." The
flatneas of the line i3 due to the substitution of standard poetioe
rhetoric for an unususl figure,
Oecasionally Smert ﬁritea a flat line in an attempt to cateh

a peculiar lHoratisn image, as in lines 7-8 of the same ode:

50 seening in your cleanly vest,
fhose plalnness 1g trc pink of tasts., .

Rarely only, Smsrt loses power by verbogeness:

For desth shzll ggver hava thse whole
Of Horace. . . .

There 18 here nothing of the immediacy of "Hon omnis moriar." At
times Smart smploys an empty paraphrase:

The glory of the scholar's brows 13
The wreath of festive ivy wove., . . .*

Smart sometimes usss periphrasis for deliberate effset, dbut hers
the attempt te ralse "prasemia frontium® only dilutes the effect.
Finzlly, the introduction of & Latin allusion or conatruction
occasionally becomes intrusive. In Cde iv.13.1 Smart becomes more

Latin then Horace, who had merely written "patrea," by saying

12040 111.30.9-10.
1ode 1.1.L2-k3.
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"What can the conscript fathers do. . . ." In QOde 1.5,1-li Smart
attempts a Latin disjunction of a compound verb:
Say what slim youth, with molst perfumes
Bedaub'd, now courts thy fond embrace,
There, where the frequent rose-tree blooms,
And makes the grot so sweet a plsace?
The comma at the end of the third line is the only indication 1n
Znglish that"youth" 1s the subject of "makes."™ The slight
punctuation seems unequal to this task. Yet it should be notsed
that Smart has fziled in this instance by too much daring in his
syntax, The rose~tree is Introduced in preclsely the right place
to emphasize the sweetness of the "youth with moist perfume be-
daub'd."™ By creating the expectation of the rose-tres perfuming
the grotto and then subdulng even the rose's odor to that of the
boy, Smart geins intensity through the force of impression. Un-
fortunately Znglish grammayr will not bear the disloeation here
forced upon it, and the impression can be discovered only through
a2 comparlson with the Latin.

If 3mart occasionzlly falls through faltering in his idiom
and more rarely overreaches himself, he often succeeds in employ-
ing effectively all the devices jJust mentioned. For example,
Smart employs the trite diction "desp'rate revenge" anticlimactie
cally for a humorous effect in Epode 1ii.1l4., Ia Ode 1.5.15 the

phrases "all sunshine, all serene” are common diction but are

glven new effect Ly being placed after the description of the
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black storm: the oommon phrase of the lover is seen totally to
miss the elemental quality of love; this insight justifies "him-
self deceives” in line 1l end "For want of bebter skill believes”
in line 16,

Smart can slso employ lines which seem flat apart from the
context:

Shun to suspect & man, whogp age
Is going down the hill,

This image in the conclusion of the poem sums up the wry and
amised tone of the whole,

Periphrasis ¢an be deliberately employed by Smart to achieve
sn effect that the brief and direct statement would miss. When
he uses "Getulian brute” for "lion" in Ode 1.23.14, it is bscsuse
"brute” exsotly expresses, as "lion" would not express, the
feslings of Chloe in hsr ripening virginity toward a husband.

In Ode 1.38.4~5 Smart writes:

Seek not in fruitless vigilance the rose-trse's
Taprdier offspring.

in the place of Horace's more direct statement:

Hitte sectari, rosa quo locorum
Sera morstur.

The periphrasis "tardler offspring"” conveys the time of year (as

does Horace's originsl), reinforces the notion of seeking in

n‘_ﬂ__ﬁ_& 11 ﬁh .‘23*21.&.
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"fruitless vigilance,”" avoids an obtrusive specification since
the point is the decoration of the coronet rather than the precise
mode of doooratién, and puns upon "off/ apring.“l
References to Roman customs are often integrated into the
meaning of the poemi

And when into the shsllow grave you run 16
You cennot win the monarchy of wine. . . .

"The monarchy of wine,” the Roman rex bibendi, carries with it
the connotations of nobllity and power, of conviviality and fes-
tivity, and finally, from the reference to Roman custom, of such
common pleasures as eating. Through these implications the lines
emphasige the universality of death which had been the theme of
the preceding stanza.

Latin phrasing, slready noted in previoua chapters as a de-
vice common in all Smart's poetry, aften occurs for special ef.
fects. In Qde 1.5.9~18 Smart employs a sequence of interwoven
constructions to spin out a long argument whose effect bacomes
by this means as much emotional as loglesl. The heart of the
"protest” in line 9 is Pyrrha's feithlessneas which is emphasi:ed
by withholding the key word "disengag'd™ until the end of the

15&mare't fondness for puns, even yscondite ones, is
apparent throughout Jubilste Agno, Cf. Bond, p. 103, n. 3, for
an especially complex one,

16046 1.4.21-22.
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passage. Through the long, interlocked conatruction, a climax
is reach with "disongag'd” 80 that the flatness of antielimax
points the rirst word in line 19, "Wretched."

Smart's use of meter hag besen discussed in the preceding
chapter. OCccasionally his rhythms betray Smart, as in Epode 2.
In this posm the metsr is well-suited to the mood of chserful
freedom from care which dominates the poem:

A happy man 1z he,
From buasiness fer and free,
Like mortals in the golden days,
#lth steers at his command
To ti1ll his father's land,
Whom int'rest neither plagues nor sways.
The meter 1s eapecially fitted to the end of the poem which dis-
solves into laughing reillery at the usurer~turned-rustic, Al-
phius. The poem 1s one hundred and ten lines long, however.
Though adapted to each section of the poem, over such a length
the rhythm establishes a beat which Smart cannot efficiently vary.
The cadences dlistract the reader's attention from the meaning.
3imilarly, the rhyme occasionally oreates an unfortunate
echo, especially in the coupleta. Although Smart's choice of
tetrameter couplets coreates a collogquial tone in the verse, the
tone is vitiated when the rhymes become obtrusive. One of
Horace's most famous lines is the firast line of Ode 111.30:

Hxegl monumentum aere perennius.

Smart'a version becomes & Jjingle:
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I've made a monument to pass
The permanence of solid brasa, . . .

Although Smart's treatment of this ode is generally unfortunate,
he keeps his thought-units separate from his rhythmic-units and
achieves an integration of the couplet with the meaning through
most of the poem, At the end, however, he again fails into a
jingle:

Assume, Melpomene, that pride,

Which 1a to real worth ally'd;

And in good-will descending down, 17

With Delphic bays my temples crown,
These lines compare most unfavorably with the more supple phrasing
of lines 5-6:

Which washing rains, or winda that blow
With vehemence, cannot ovarthrow,

They suffeyr even more by comparison with the Latin original:
Sume superblam
Quaesitam meritis, ot mihi Delphica
Lauro einge volens Melpomene comam.

As a T™ile, however, Smart's metrics are well-adapted to the
poem, often, indeed, alding in the development of emotion or
meaning, In the ode to Posthumus, for example, the lengthening
lines help to develop the sensation of the passing of years and

the emotional quality of controlled regret, This emotion seems

to be due to the unmistakable extra syllable protracting the third

1711, 21-24.
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and fourth lines of each stanza beyond the anticipated measure.
The excess of measure in the verse faintly disappoints the ear:

The wounds of war we scape in vain, |
And the hoarse breakers of the main;
In vain with so much caution we provide
Against the southern winds upon th' sutumnal tide.la
In & similar manner, rhyme is occasionally used to throw
stress upon an important word so that the meaning of the passage
is made more forceful. An example cf this use of rhyme can be
seen in "male" in Qde 1.23.18, and in "disengag'd" in 0de 1.5.18.
The qualities under discussion are merits or faults of Smart
as a poet, aot as a transletor. They can be seen most clearly in
an extended dlscussion of some individuel poems. In this discus-
slon the poems will be considered primarily as they exist in Eng-
lish, on the sssumption that & good poem 1s not necessarily a good
translation, The originals of Horace will be considered only to
indicate at what effect Smart was presumably alming or to demon-
strate to what degree Smart might have falled in his intention in
a8 particular poem.
The larger number of poems to be considered will be odes
since Smart considered these more truly poetic than the other work4

19
of Horaee, Examples will be given firat of an unsuccessful and

1804e 11.14.13-16,

195mart felt that the besuty of the Horatian curiosa feli-
cites could be seen more clearly in the 0Odes than in the other
poems in which "aiming at familiarity of style excluded the
curioaity of cholce diction.”" Horace, I, ix.
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of a partially successful poem to illustrate the defects already
mentioned and to act as contrasts to his successful poems,

An example of an unsuccessful version is Ode 111.30, "Exegl
monumentun.” The most obvious difficulty with the poem is the
meter. The lanbiec tetrameter couplet 1z employed by Smart in the
Satires snd Epistles, where he fesls that a more familliar measure
than ths herolc couplet ia requirod‘ag This poem, however, 1s
neither familiar in style nor quick in movement. As was noted
above, a Jingling effect is creeted in the beginning of the poem.
This beginning cannot be overcome slthough Smart later varies the
measure through run-on lines and shorter phrases, as in lines 5-8:

#hich washing rains, or winde that blow
With vehemence cannot overthrow:

Nor willl th' innunerable tale

Of years, or flight of time avall.

The theme of the poem is snunciated early: despite the
transience of material things in a world of destructive foroces,
Horece's poetry has achieved immortality for him and has merited
his ecoronation as a true poet. The semotional development in the
poem should reflect this theme. Prom an zmbiguous mood of per~
sonal triumph mixed with the perseption of perennial decay, the

mood becomss somber as Horace dsvelops his senae of worldly

impermanence. Finally the poem returns to the initial mood, but

ZQIbié. ] p. x'
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tempered into serenity rather than self-glorification.

The emotions in Smart are much oruder. His beginning lacks
the impact of Horace's "Exegl monumentum." The "solid brass” of
the seoond 11n§ makes oo obvious the implications of "aere."

By sbhunning the epithet, Horace achieves an underatatement leading
directly into the perception of dscay in the world; by using
"8011d" Smart vulgarizes the triumph into boasting.

In treating the destructive forces, Smart's "washing rains”
is effective but lacks the bite of "imber edax." "Winds that
blow with vehemence" is ineffective because of its length. Smart
lacks completely the paradoxical force of "impotens” in which im
acts both as an intensive on the litersl level and as s negativat-
ing prefix on the thematic level.

When the concentration of the poem reverts to the immortality
of Horace as a poet, the emphasis 1is misplaced by Smart both by
his extension of Horace's brisf statement and by his shift from
the first to the third person. The immediacy of "Non omnis
moriar” 1s lost, as is the stress of implied contradiction oreated
by the juxtaposition of omnis and morier. "The pow'rs of human
bane” seems sn empty periphrasis in line 11, and the phrasing of
lines 10~11 1s especially unfortunate:

¢« + + Horace, whose immortal soul
Shall ‘scape the pow'rs of human bane . . .

The parallelism of the endings throws the :djectives into opposi-
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tion 80 that Smart seems to be saying that the immortal soul will
suffer from divine bane.

There 18 no justification for "in rapture” in line 15. By
what is the Aufidus enraptured, and why 18 the personficlation
dropped without 1necluding the Daunus in ths next line?

Despite the wesknesses of 0Ode 111.30, 1t 1s at least dbrought
into the tradition of Znglish verse. One evidence is the inef-
fective technique of ereating an "immortal socul.” Mors subtin
gnd gungasarul is the description of the Daunus which alludes ¢o
Pope's Tanats.

A more suocessful effort is Ode 1.5, one of the few poems
in Smart's Horace in which the stanzas are soparntod.zl The
rhythm 1s famwblic tetrameter with freguent trochale substitutions
in the first foot and oscasional trochees and aspondees elsewhere.
The rhythm is a fairly rapid one and the rhymes, espacially the
consecutive ones in the fifth and sixth lines of each stanza, are
useful in dslaying the speed of the poen.,

The poem is a reflective and urbane appraisal of impaszionsd

21A1thaugh most of the odes and epodes are divisidle into
stangas, in only nine of these are the stanzas actually set off
from each other. The typographlical arrangement may be an attempt
to unify the poems in emulation of the Latin in whiech the sen-
tences often run asross the stanzalo dbresks. The reason for
choosing to write this poem in distinct stanzas would still be un-
clear, however, since a sentence does run over from stanza two to
stanza three in the English,
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love, a recollection of the speaker's former love, and a wry com-
ment on the fidelity of women.

In this poem the imagery is especlally effective. In the
first stanza the rose«tree fails in sweetness before the "slim
youth." In the second and third stanzas love and women are seen
in terms of the contrasted images of a black storm and serene sun-
shine, In the final stanza the imagery of love-storm 1s continued
with the narrator seen as a sailor who has escapel the stormy seas
and has left hils ssafaring clothes in the temple, both as an act
of thankfulness for his escape and as a vow to dare the storms no
more. The progress of love is seen as the maturing of a youth,
slim and perfumed, unused to anything arduous. Going to sea, he
is deceived by the sunny and placid appearancs of naturs, but on
encountering the fiercenesz of the storm which was concealed by
the sea's benign surface, he escapes gratefully and vows naver
again to venture from the land. The temple in whiech he has hung
his "dropping weeds™ 1s that of the god who “rules both wave and
wind," in view of the imagery Cupid or Venus rather than Neptune.

The firet hint of storm imagery occurs in lines 5«6

Pyrrha, for whom with such an alr
Do you bind baeck your golden hair?

These lineg are, of course, standard imagery, but the "air" fore-

shadows the "wondrous winds" of the "alter'd scene.” The treache

erousness of love 1s again foreshadowed in "seeming” in line 7.
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Fyrrha 1s comely, seemly, but more sssentially she 1s "seeming"

as 18 the enticing sea before the storm.

The irony of the youth's perception of love 1s heightened by
first showlng the storm and by only then revealing hls nistaken
belief. The storm is not any emotionel storm in Pyrrha; 1t 1s the
turbulence introduced into the world of the lover by the fickle-
ness of one whom he had "presag'd"--because he 1s an inexpsrienced
navigator, "for want of better skill"--"ever dear and disengan’'d."
The watsr metaphor 1s especlally sulted to this overthrow of the
lover's world: the sea 13 an elemsnt forelgn to man, and 1t does
actually become overthrown in a storm.

The narrater has escaped his storm and managed a safe retum
to land. The extremity of his plight is suggested by the fact
that his clothes are not merely dripping but "dropping® water.

By calling them "weads" Smart suggests that the narrator was al-
most assimilated by the sea. The votive chart is left in the
temple as now uselesss, and indeed, since there i3 no suggeation
that the chart will sver ba of use to another, it may be ques~
tioned wheather the ohart was ever accurate or of any value. Cer-
tainly 1t did not save the narrator from shipwreck.

Pinally, the word "snares" c¢an ba noted in line 19. This
word recalls the binding of the hair in line 6 and reinforces the
idea that from the very beginning of her meeting with the youth
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Pyrrha has been preparing her snares for him,

Several of the devices used in this poem indicate hov'mneh
of his own technigue Smart haa brought into the poem: the force
of "dropping," the play in "seeming,"” the relation of Patip" &nd
"wind"™ and of "bind®™ and "“snars,” the impression of “prgsas'a."
The effect that "Wretched" gains from its position end from the
meter was noted above, |

3t111, the poem 1is naﬁ an unqualified succa:s.’ Rxcebt for
thb force of “soemihgf" iinel 7 and 8 are weak and awkward.
"Love's inconstant pow'rs" in iine 11 is an attempt to use the
poetie diction tokgivc new sigpirioanco te "inconstant"™ through
the storm met-phor, but the triteness of the phrase prohibits 1;:
effectivensss. The refersnce of line L 1# almost imperceptible
in the English.

Prom the qualified success of Qde 1.5 we may psss to a study
of totally aucciaarul poems., In Ode 1.23 Smart again employs a
six~line ut#n:a, this time the romance-six, which is his favorite
measure and which was discussed in the chapter on his poetics.

In this poem the use of the kinesthetic sense to oommunicato‘thn
fawnts feeling of fear is especially effective, The first two
stangzas abound in images reflecting this sensation: "fly" (line
1), "tim'rous™ (line 3), "alarm'd"™ (line L), "plays" (line 8),
"quivtring" (line 8), "spring begins to start™ (1line 9), "turn"
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(1ine 11), "budding® (line 11), and "tremble”™ (line 12).
The tone is basically one of amusement, but amusement based
on an undsrstanding of the psychology of the girl budding into a
woman. The lightness of taone and the delicate movement of the
girl-fawn are waintained by internal rhyme, alliteration, asso-
nance, and repetitions

The woods, the winds excite her fears,
Tho! all theze fears ares vain, (lines B.6)

For 1€ a tree the breege recelves,
That plays upon the guiv'ring leaves . . . (lines 7-8)

Turn but the budding bush saside . . . (line 1l1)
The time is early spring: "When spring begins to start. . ..
This line not onl» notes the time of the year but also, through
"start,” recalls the nature of spring, expressed in budding, and
the fearfulness of the fawn. The time of the yeer itself is
sulted to the subject of the poem: the budding of a gi»l into a
woman. The freshneas of the new asason is stressed: even the
lizards are green and the mountains are "trackless"--again a
milti-vaienced word which indicates the retiring nature of the
fawn and its remoteness from men, implies the newness of the year,
and looks forward to "pursuit” in line 13.

The device of parasllel construction has been noted, Ancther

cormont technique of Smart is toc make & general statement and then

to particularize 4t. "The woods, the winds® is guite general
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and is instanced in the next stanga. Alsc noteworthy is the word
"excite” whieh 1: used in a double sense. The fears of the fawn
are excited (aroused) and these sxisting fears are then excited
(intensified). In this second sense, "exoite"” looks bask to
"alam'd" and modifies the meaning of "alarm'd" to the fullest
sense of the word.

The ministurist quality of Smart has already bsen discussed,
but this quality is especially evident in the second stansa of
0de 1.23. The sense of sound in the stanza is extremely muted:
tiny leaves quiver, small lisards wriggle for cover. BRven “"spring
begins to start” suggests a very tiny sound. The objects pro-
posed to the sense of aight are sgually small: buds, lizards,
trembling knees.

"knees™ 13 both an acute observation of a fawn and a figura-
tive representation of the fawn's timorousness. The heart is a
symbol of submission to or opposition to fear and serves to recall
to the reader's attention the maiden, Chloe, whose hesart 1s deing
sought.

This double aymbolism of the heart serves to recall the
lover at the bdeginning of the third stansa. The introduction of
the lion and the tiger i3 simply to deny that Chloe is in any more
danger from these beasts than the fawn was from the lizarda. The
aptnesa of "brute” and "male" in this stanza has already been
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noted. These terma are doudble-edged, as are "azssaill,” which is
more oommonly applied to human than to animal attacks, and
"bereave,” which suggests the incompleteness of the lifs both of
the lover and of Chloe. The true meaning of "bereave” in the
poem 18 exactly opposite: far from bereaving Chloe of life end
limb by marrying her, the lover knows that spinsterhood would be
the true bereavement from natural affection snd purpose. "Life
and limbs” reinforces the parity of the fam's and the girl's
situstion by recalling "knees and heart.”

The ending of the ode returna to the beginning. The fawn
was separated from its mother; Chlos will be separated from hers.
There is a subtle argument in the poem: the fawn was too young
for the separation from its mother and was in real danger. For
Chloe, however, there is no real danger and "'tis time to leavs."
The image of the fawn is, ®inally, only an image; Chloe 1s not the
fawn as the person of the pronouns attests--second person for
Chloe, third for the fawn. Although the tone of the ode is that
of delicately sustained humor, there is & serious meaning at the
core.

0de 11.4 1s one of Smart's most satisfying metrical perform-
ances. Although not broken into stanzas, the poem is sonstructed
in units of three lambic tetrameter lines, followed by an lambio

trimeter, and is rhymed a,b,a,b. The phrasing is not stanzaiec but
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runs from one group to another. There is an sbundance of substi-
tute feet. The total effect is that the poem becomes metrically
one unit while possessing a varied lyric note. The technique can
be observed in the scanning of lines 5-12:

The alé&o)Tﬁ@méﬂsinit)hér fest O
Saw hér]l;rd (jjn‘fx:“ l()treiu' son O
Lov'd hiﬁsrair cép%ivéiinfthg heat O
or oénhu;at,"thétlhi won, ||
When, beat|by thkt|Thessallian boy, |
The Phrygian host|wis a{shrray'd, |
ind Heskor's death|ths £dl1fof Troy O
iﬁ e‘&? péqchi;e“mi&o.n
The run~on lines, the mid-line arondees, the placing of the
caesura after varied feet and especisally within feet, the pyrrhics
in the final two feet of the line, and the initial trochess--all
combine to modulate the stressea throughout the verse so that the
rhymes are so lightly stressed as to be almost imperceptible. The
balanoa of the lines 1s, however, sustained by these rhymes whioh
foroce some emphasis on the latter part of the line to counterpoise
the rhythmic stress at the beginning of the line.
The poem iz developed through a series of reversed pairs of
magtery and slavery in which the states of life are altered:

Brisels and Achllles, Tecmessa and Ajax, Agamemnon and his "falr
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captive,” The exauples of indlvidual lovers are reinforced by &
conslderation of tha state of Troy before and after i¢ts conguest
and is then developed through application to Phyllis: her present
condition is belied by her grace and beauty which suggest s royal
origin.

The praise of Fhyllis on the iiteral level of the poen
covers a deeper veln of irony. 7The suggeation that Fhyllis hes
becone & slave through love for thoceus iz a graceful compliment
in keeping with the contrests developed throughout the poenm, bus
it 1s also patently false. Hather than "ingenuous secorn” for the
wealth of her putative "prich parents,” Phyllis will benefit from
her love for her master. This level of meaning 1s continued in
the oconslusion of the poem: Phooeus Las no peason to be jJealous
of the poet's praise of Fhyllils because of the poet's ags. 3uch
an asaurance would be unnecessary i1f Phylliis were as true as she
is suggested to be. The collogulal guality of lines 23-24:

Shun to suspect a man, whose age
Is going down the hill.

emphasizes this wry note. The poem ends with a bvit of consclation
delivered in minimum terms. The consolation is only minimum and
is applicsble only in reference to the poet. In view of the fate
of Aochilles, Agsmemnon, and Ajax, there ias indesd reason for
Phooceus to fear., The attitude toward women is much the same in

this poem as in Qde 1.5, but is much more subtly advanced.
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A few points of diction are worthy of note sinoe they indi-
cate how gracefully Smapt has adaptesd Latin phrasing to English.
"Briseis was so fair" is s dependent clauae whish has been
coordinated by the omission of a conjunotion. The meaning is not
obsoured and Smart gains not only speed but also directness and |
foree through the omission. "That he won" in line 8 is separated
from "captive” whioh 1%t modifies. The separation does not make
the meaning less ¢lear, but adds to the poetic tension as Bmart
writes an English form of synchysis. In lines 11.12 Smarf writes
2 poeriocdie construction in whioh both a direct objsct and an
objective complement are plaged before the verbs. This passage
is a good inastance of how effectively Smart employs rhyme in this
poem. Through the weakness of the verb and through the run-on
from line 11, a great stress is thrown on "easy purchase,” but the
slight stress introdused by the rhyme maintains the balance of the
sentence. |

Again, In Ode 11,1l Smart's metrical virtuosity is notable.
#Wilkinson haa remarked that some of Horesce's odes are not, of
their natures, alien to rhyms, but that ths rhyme mugt be alternate
1f it i3 not to be too ebtrnn&ve.zz In this poenm Smart obacures
the oouplets by varying the line lengths: {ambic tetrameter,

azlilkinson. pr. 152-153.
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tetramster, pentameter, and hexameter. Only one palr of the
tetrameter couplestz is not enjambed.

Smart is especially asdept in the wvaried use he makes of the
alexandrines in this pliem. In line I the firet half-line is open
and slow-moving, bullding the slow movement of lines 2-3 to &
climax; in the second half«line the movement is very mush quicken~
ed through elisien, closed ayllables, and short sounds, sc that
the effect 1s a sudden spilling over of the slow progress of man's
1ife and sorrows Into & guiok dissolution,

In the sighth line the length of the haxametaer is suitable
to portrayingiiitzy hume bulk of Dwryon and Tityus. The twelfth line
containg & minor olimax within itaelf. The line 1is developed in
thres sense-gyoups of two, fsur, and six ayllables successively.
The third group, "unwealthy and uninmown,® unrolls almost with s
sense of inavitability from the first two groups. The effeat is
heightened by the unusual word "unwealthy” and by the repetition
of un.

The sixteenth line ends the only stanza in which both lines
of the tetrameter couplet are snd-atopped. In contrast, it is
the only stansa 1in which there is no pause within the two finasl
lines. The long unrolling of the twenty-two successive syllables
is in sharp contrast to ths brief eight-sylliable groups preceding

and reflectas the brief span for which, by any effort, a man can
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withhold death.

The alsxandrine at the end of the fifth stansa is uninter~
ripted in 1ts narration of the unending task of Sysiphus. The
twenty~fourth line, on the other hand, ls split by & strong
cassure. The division throws into contrast the long syllablss of
"baleful oypress" and the ahort ones of the spondaie "bilef lord,"
Coming after the spondee, the sixth foot "attend” has emphasised
its quality of seening &n sddition to the line and receives a
special stress which forces the reader to examine its implications
with partioular attention. The ironical quality of the attendance
is oontrested with the attendance that the lord was givemn in 1life
by his asrvants.

In the final .iine of the ode, the length of the alexandrine
enables Smart to introduce the internal rhyme of "And feasts of
priests" without allowing the line to fall into a jingle and to
reinforce the notion of exceas in the final terms "equal and
outvie,"

In general, Smart's tone is more melancholic than that of
Horace, but Smart does introduce, though to a lesssr degree, the
quality of wry humor with which Horace reflecta on death., Pri-
merily, the collogquial Lone of some passages seems to add this
extra dimension, notably "y friend” and the use of hyperbole in
line 6, the familiar quelity of “Landa, house, and pleasing wife"”
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in line Z1, and the irony of the profligate "worthier heir" in
the final stanza. % -

Smant for two purposes very frequently delays the movement
of the lines through long vowsls and open ayllables: to indicate
the inexorable progress of mnan toward death or to peint up the
duration of dsath, The length of the syllables adds to the
semotion of mournful regret which dominates Smart's poem. Other
sound patterns are also employed, as in line 1l which is onomatow
poetie.

The theme of the poem is rolnted by the repetition of “rruitsf
{l1ine 10) in the form "frultleas” in line 20. This 1s the dasic
contrast of the ode, the fruitfulness of man's life and efforts
in this world snd ‘he fruillessness of these in the next., The
poods that man hes amassed in this life ars brought forwerd one
by one; ench, in turn, i3 of no avall and must be left bshind.
This parcention lies bahind ths irony of "worthier hsir,®” worthier
simply Lecause he 1a atill alive and eble to enjoy ths fruits of
this world,

Ode 11,18 rovolves arcund the ssme topic as did Cde 11.1L,
but with a differsnt purpese. Wheress Ode 11.14 was primarily
concerned with the apprcach of death, 0Ode 11.18 uses death's in-
svitebility as a rulde %o a man's conduet in this l1life. 3Since all

men will come to the grave allke, there ls nc reason for any wman
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to labor grently te achleve more than he ean well usge,

The rhythm of the ode is very gulek, trochaie tetrameter,
with the even lines eatalectic. It is rhymed a,b,a,b.

The poem falls inte four parts. The first part is a state~
ment of the poet's content with s comfortahles but by no means
luxarious life. The sscond part irconicelly notesz the frolish
pride whioch delights in diaplay, heedless of inevitable death,

In the third sention the injury thet s greedy scculsitivensss
brings on other men 1is noted. PFinally the inevitability of death
for men in every station of life is emphasized.

The poem im leae exaet than mest of the others ag o transg-
letion. Swmart cecesionally erxpands a stanza and intreduces & note
of Christian reward into the final stenze vhere Horace had spoken
merely of a cessation of labor. Smart generally uses the gtanzas
as two half-stenzes, ©of which the second ig & comment on the first
or an amplifieation of it or a eontrast to 1t, This technique had
beent employed by Smart in the romance-six stanze in A Song %o
Dayid and the Psalms.

The poen 1z remarkable for the freshnegs of much of 1¢s
diction and imegery:

Portune shall Ye dunn'd no more, (line 1)

And with dirty, ruddy faces
Boys and wife are driven away. (lines 31-32)

There, tho' brib'd, the guard infernal ,
Would not shrewd Prometheus free. . . . (lines hl~h21
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The phrasing of the fifth stanza 1s espscially notable:

One day by the next's abelish'd,

You plece marsles o be poiishid

Ev'n upon your dying day.

In this stanza the force of "abolish'd" is particularly strong
with its connotstion of somplete removel. The Latinism "dying®
is also particularly forseful. The entire stanza gains power from|
its brevity; Smart places the twe facts next to each other and
lets them comment on each other without introducing any comment
of his own,

The irony remains implicit in the next stanza. The "build-
ings" that rise on the sea are not homes bHut are meant to rescall
the Roman tombs on the ssaco:vrt. The feeling that the land does
not offer snough room is put inte the mouth of the sea, dut again
no explicit comment ies made Ly Swart.

The "ouriosity of choice diction” extends in this poem So
the phrasing g8 well as to the voosbulary. In lines 29-30 the
sentsnce order is lnverted and the pronoun them is omitted:

The griev'd hind his gods displaces
In his bosow to convey, . . .

Dangling constructions in anelogy to the Ilatin adbletive absclute
are used in line 13 end in line 21,

The poen hes o fiswed ending, however, The overt moralizing
of lines LS-4& is an intrusion on the very cireful detackment
which the poet has observed until these lines. The image of the
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final two lines is infelicitous, Death is compared $o a ubiguitoul
servant although death has previously been imaged in terms of
majesty and powsr, The phrasing of the last line is mtielmuie*
i1t is 2 dependent clause culminating in a mere negative dlsjunc-
tion.

Ode 1.4 and Ode iv.7 share the sams thems, that of spring
returning 1ife to the world, the poetic celebration of which is
inserrupted by the thought that as spring promises changs and the
seasons yield, s¢ man too must change his state, die, and slesp
forever.

Ode 1.4 ia a leas profound statement of the theme, the medie
tation on death being the smaller conoluding section. For this
ode 3mart uses the quatrains of Oray's Elegy. Becsuss of such
phrases as "plowman,” "eattle,” and "Pale death alike knooks at
the poor man's door . . . and the royal dome,"” it is tempting to
search for an influence of the earlier poem upon Smart, the more
80 sinoe he and Oray ware well-asequainted. The possidbility of any
deliberste derivation seems, however, remote, other than a possidble
hint in the selection of form. GEHven here, howsver, the form is a
natural one in itself. Iambioc pentameter would have besen suggesteq
to Smart by the dignity of the subject while ths hercisc couplet

would have seemed unpleasing from the prominence which the ccmpld
form gives to the rhymes and more especially from Smart's lack of

¥
|
|
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auccess in employing the form in hia early poetry. Still, the
fourth Archllochium in whieh the Latin work was composed is &
eouplet form, and if Smart had wished to aveld the overt rhyme of
couplets, a variation in line lengthe~-as 4in iv.7~~could ":ave been
closer to the original., The probable explanation 1s that Smart
wanted to use s meter which, though 1t would not be an English
eguivalent of the very complex Latin meter, would be suited to
the dignity of the subjeet., Under these ocirocumstances, Smart
could hardly have ezcapid the influensce of the poem of a decade
earllier, the less so since it is evident from his other work that
he wes very conscious of genre. The similarity of some terms and
1deas are justified by the similarity of subject and from the
original with which Oray alao was certainly asguainted.

There is abundant use of unusual dietion in the poem, Exame
ples would include "grateful® ("pleasing”), “eots” ("cottages"),
"decent" ("fair, comely”), "whole" (as & noun), "dome" (“house”),
and “design® ("plex out, have desipgns on®). The poem abounds in
classloal refarences; probably the only unfamillar one is Favoni-
us, the west wind,

The poem has s doubls theme, the coming of spring and the
coming of death. The two secticns are bound together by the oon-
trast that while the change of spring releases man from winter
confinement, the change of death cuts him off from the pleasures
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of life, Thers 1s the implied comparison of death to winter, with
the difference that no apring will aucoceed this winter of death.

The preparation for ths shift from spring to death is the
most Aifficult sspect of the poew technically. The opening line
offars & first suggestion. If there ia a "grateful schange" from
winter to spring, it is implied that there must also be 2 less
pleasing change. The "loosen'd scd"” of line li foreshadows the
grave, as doeg the "ahady groves” of the next lins, which looks
forward to "Death and ti: shades™ in line 20, The attendance of
the moon (line 9) also suggesta the lmpemanence of spring joys
and the mortality of all things since the moon is a common symbol
of mutabllity.

The spring~life and winter~death equation is constant through:
out the poem. The essence of spring im the first four stanzas is
1ife and aetion. S3allors, plowmen, and cattle leave their winier
quarters and resume their activities. Venus leads a ball rather
than sitting in idle beauty. The nyamphs and graces fill nsture
with celebration 80 agtive and intense that thelr delicate feet
shaike the green. The Cyelops sweat at thelr forges, A minor
catalogus of human activity is created; commeree, agriculture,
herding, the arts, pleasurs, industry. Religion, too, is cele~
brated through aotivity, the offering of sacrifice.

The note of death is caught up through the sacrificing of

v




191
youth~-a lamb or kid=--to dslight the god; the next stanza pioks
up the notion of death as its central elament. The force of ime
pression gsined through "press” has been treated already in
Chapter IV. A further force is gained by "home" in the iight of
the whole poem; spring has given lifs to all men by releasing them|
from their homes in whish they have been pent by winter., Prom the
home of death there will be no relsasing spring. Ths sound of
"home" racalls the similar iniltisl sound of "whole™ which may be
intonded by Smart as & pun on "hole,"--the grave. Smart's fond-
ness for puns has already been mentioned, 3Such a pun would in-
crease the contradiotlon with "soar" and would lead naturally
into line 21 through the development of the sejuence holew=-homeow-
grave.

"wn® in line 21 i matifisd by the bustling activity that
haa besn indicated to be the center of life., Ironically, this
running is the ultimate astivity: the sumn of our brief iife
whose brevity is stressed by "run.” ("The br4sf sum of our life”
is In the originel, not in Smart's translaetion. Smart seems to
have agsimilated the original to sucsh a degree that he ean use
Horage's phrasing almost a2 the source of an allusion.) The fact
that the grave ls shallow gives s doudble effsct: [flrst, it
strosses the conflnement of death as contrgsated to the "royal

dome"; second, it emphasigzes the finslity of death since a "shal-
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low grave" is déep'anough to halt man's running.

The stross on deabh occuples only slx lines in the poem. It
is true that the emotion of loss In these lines seizes upon the
suotion of rejoicing that the earllier lines had dsveloped and by
its contradliction of this emotion intensiflea iiself. Yet the
earliler emotion 1s too powerful tc be merely materlal upon whish
iinegs 17«22 can operate. The theme of the pcem 1s not the inevie
tabllity of death or the gad change that death will bring about
in uan, Rather, the thcue 1la garype diem and the finel two linese=
which could not be justified otherwise~~are the final statemsnt
of this there, Ilycldas 18 only = boy, but 1t is not too early
for Lycidas and the "little maida" to begin to anticipate a full
maturity of 1life, Smart makes this statement even more directly
than Horace had, for Horace's stctement was that the young girls
would someday begin to look upon Lyclidas as an ideal mate. lan
runa to death; he cannct afford to allow hiis hopes to soar, but
he must "be greedy of today.”a

Cde iv.7 ia bullt upon the same fundamental figure, but the
statement of the theme is more prefound. The theme of garps diem
remalina but Is subordlinated to a desper concern with the approach

and the permanence of death.

230g4e 1.11.22.
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In this ode Smart attarpts to provide an Inglish equivalent
of the Latin neter, the flirst Arehllochiun, vy converiing the
Latin dactyllic hoxameter to lambic pentaweter and the Labin shors
line to Lamble trimeter. Imart galns two special sffects through
nis alternation of the long and the short line, Pipst, when the
long line 12 enjambed Smart galns the effect of a contimuing
sight-foot line, as In 1lines 9-10:

The alr grows mlld with gephers, as tihe spring
To susmer cedes the sway. . . .

Seoond, when there is a break at the end of the long line, es«
peclally shen the short line is & different clause, Smart achieves
& diminished quality whizh 1s highly suitable to the resigned,
somewhat melencholic quality of the poem, as in lines 15-16%

Where good Eneas, Tullus, Ancus lle,
Ashea and Suat wvo ure,

Since the tone Smart wishes to convey ls that of an urbanc
nsn who ean look forwerd teo & death which i3 for him nothing more
then npox une perpetua dormiends, & tone of regret but not of
sorrow, Smart's use of the dixminution of the alternste lines, the
witty and lironle onding to his verses, is moat advantageous.

The msprit of Smart's verse form can be better observed by
a ecomparison of his version with that of another Engllsh poet

who was also & classics scholar, A. E. Housusan. Lines 13«16

2iyng peem is quoted by Wilkinson, pp. Ll-42, who also
quotes Houswmsn as saying that this code is the moat perfect in the

Latin language.
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will be chosen from each poem, with Housman's wversion put firat:
But, oh, whate'er the sky-led seasons mar,
Gom:o:z u Qﬂwwgglg%“#h,::o&gu?m‘w;
And good Asneas, we are dust and dreams,
The moons thelr heav'nly damages supplye-
Where Eood ees. Taliue. Ancus lie,
Ashes and dust we are.

In Housman's version "sky-led seasons mar” is especially
memorable as is "we sre duast and dreams,” which carries a wealth
of allusion with 4t. In Smart's linescths juxtaposition of
"heavinly damages" is startling and fresh while the entirs first
line becomes double-mesning: ths moon, symbol of chenge, bescomes
both the cause and the cure of the Hamages," preparing for the
contrast with "the mortal star.” Smart's inversion of his fourth
line is more striking than Housman's more usual phrasing. The
greatest difference between the stanszas originates from Smart's
short lines which foroe Smart to bDe more direct in his phrasing,
8dd a metrical echo to the polgnaney of the sense, and achieve an
almost epigrammatic intensity.

As in Ode 1.L, the initial imege is that of the turn of the
your into spring. Instead of developing the pleasing quality of
the change, however, Ode iv.7 stresses the fact of the change.
The grioes and the nymphs agaln celebrate spring in their dances
but vhat had been only implieit before is now ¢learly enunciated:
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That here's no permanence the years axplain,
And days as they advanoce.

The brevity of the grateful change of spring is emphasisod by the
positioning of "days" outside the normasl word order and at the
beginning of & line. One season ylelds to the next, sach with ita
own pleasing qualltys spring with the danse of the graces and the
easy rivers, summer with mild zephyrs, and autumn with ite harvestd
Only winter is given no attendant benefits: "Then winter comes
in play™ (line 12). Thias understatement of "in play" and the
briefness of the line mskes the statement flat and final. The
next line in its mention of "damages”™ makes clear just how the
forces of winter aect on the earth,

With lins 15 the poem pasases into a second part; from a con-
sideration of change in nature the ode moves to a nensidiration of
change in man, "Good"--the single modifler gains forece from
standing alone and looks forward to lines 2l-2h~-~Eneas and Tullus
and Ancus are what all men shall be, "ashes and dust.” Althaugh
the mesning is futurs, the phrasing is direct and present as if
stating an eternal truth, the essence of man,

The theme of garpe diem, subordinated through most of the
poem, comes out most clearly in the next few lines. Man cannot
entertain far-off hopes; he does not know if even his prayer for
the present day will be answered. Man's goods cannot go beyond

the grave with him; whatever he does not enjoy now will be used
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by his heir., There ls no attempt to show present enjoyment as a
solution to the shortneas of 1life; 1t is simply all that can be
done.

Smart achiafoa a suspension of Christian values in his treat-
ment of the judgment of Minos. There is no lack of Ju:tico nor
any condemnation in the judgment. Torquatus must be scquitted,
but he remains a "shade™ in the shady "pit." As nothing could
avall to hold off deathe«in this poem the possibility is not even
discussed~--80 nothing can change the condition of man once in the
realm of the dead, No virtues avall, neither "race™ nor "elo-
quende” nor "goodness” which parallel Eneas and Tullus and Ancus;
indeed, thess virtues seem, too, to become "ashes and dust." The
gods themselvea are helpless before death. Bven the great Theseus
cannot rescue Perithous from Flutots kingdom, though Perithous is
yet alive.

There i1s one subtle echo at the end of the posm which re-
flects the impotence of every power in the face of death, Line
13 parallels line 25, The moon san "supply,” in the sense of
"mend" or "make whole again," the "heav'nly damages,” but Diana,
the goddess of the moon with all her "heavinly power,” 1s helpless
to supply those of "the mortal star."

Byaide the Qdes, Smart's other trenslations of Horace are
less feliclitous. The Satires and Zpistles are all put into
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tetrameter oouplets, and while the Zpodes are in various meters,
these are not always well chosen in view of the length of the
poems. While Smart himself preferred Hpode 2, this preference
stexmed from the elghteenth century liking for pastoral verse.
Brittaln chose to ineclude only the third of Horsee's epodes, a
humorous poem on the horrors of eating garlie, in his selection
of Smart's poetry. The schoice seoms the correct one,

Bpode 3 is written in anspestic tetrameter amd trimeter
quatrains which refleet the farcical nature of the poemi the firaty
foot of each 1line is more frequently an iambic substitution than
the Yaaic anapest,

The poem falls naturally into three seotions. The firet of
these presents the occaslon--indigestion from the eating of gar-
lia. The second section is & plain farce which invents a nmytho-
logy of gariic. The third presents the moral, parodied in the
form of & ourse. The form of the entire poem is almost that of a
mock~epic in an ultimatve peduetiorad absurdum; i1t has an sction,
episodes, mythology, and moral.

‘The "curiosity of cholae diction” is smployed in & novel
meanner in this poem; 1t is curious, if acarcely cholise., Archaic

snd poetiec words and trite phrases are used for their bhumorous

2SHorage, I, X
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effect: "profligate” (line 1), "elowns” (line L), "viands"
(1ine 8), "wights"™ (line 9), "Captsin Jason bespoke™ (line 10),
"desp'rate revengs" (line 14), "muggy" (line 18), and "girft
shirt" (line 19).

Smart had echleved s reputation as & huworous as well ss a
religious writer in the 1750's. This poem i3 one of hi# best in
the oomic vein as he employs most of the tricks he had learned
years before except that of ¢rambo rhyme. Overstatement (hemlock
1s no worse than garlic), understatement (Medea prepared "“sertain
presents” for Creusa), facetiousness (Canidis prepared the meal
as a "reward" for hissin), and ludicrous images (the wife claps
her hand over her mouth to hold off her husband). Direct outcries
of agony (line 5), a plain-spoken narration of most improbable
events (line 16), brevity and éirectness of statement, and
resonant exclemations ("What stomechs have elowns to their brotht")
are some of the devices of which Smart makes use. |

Epistle 1.l can act as an example of the tetrameter couplet
form Smart employed in sll the Epistles and Satires. Although
Smart wrote of the familiar nature of the verse in thess poens,
in practice he stressed a tight poetic line and diotion heightened
by directnese, Actually, therefore, the familiarity is & matter
of vocabulaery and image while the verse is tight and intense.

The technique can be especially noted in lines 13-20 where the
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image ls the homely one of a nurse imagining good fortuns for her
favorite boy. The language is spare end economical, requiring
carsful reading hecause of this sconomy and the interlocked word
order,

The tone of the whole is intimate, joocoue, self-deprecatory,
and laudatory of Tibullus in a none-too-serious win. The pralse
is given to essentisl and to purely accidental gooda of Tibulius:
to his mind and body and fame, and to the plentitude of his table
and his purse.

The intricate atructure of the sentences and the varied
length of the phrases <eeps the couplets fromx becoming obtruslve
or repetitious. The famillarity of vocabulary and imsge maintains
the intimate quality of the whole eplistle, Smart's abllity to
express himself in this veln reflscts long practice in writing
original poems that are imlitationa of the Horatian epistles.

These poems possess the same qualltlies noted here sxcept that the
sentence structure is leas intricate and the rhymes more ilngenious

Taken as a whole and desplte some woalnesses, Smart's trans-
lations of Horace are exasllent Tnglish versa. If the themes are
the work of Horace, the ambodiment of tham 1s the work of Smart.
The phrasing, the rhythms, the use of puns and rhymes and "cholace
dietion," and the mode of impression reguire the full use of

Inglish poetic power. The translations help to destroy the myth

W




200
of Smart belng a poet of one poem or of ons mood., If they werse

better known, 3mart's reputation would be the higher,




CHAPTER VIIIX
CONCLUSION

Taken with his othsr poetry, these translations place Smart
fimly in the esighteenth scentury tradition of poetry. The indi-
viduality of mich of Smart's poetry 18 due to the speeial influ-~
ences of Horace and of the Psslms upon him. Thess influsnces
opsrated with & apecial foree to shape the direction and immediacy
of Smart's verse, and they influenced his poetic theory in the
sane direction.

Yot these were only part of the influences and part of the
base of postics which shaped Smart's best work. ?hn& gave Smart's
work its individual quality, it is true, but the substratum of the
work has the qualities of reason and order which are associated
with sightesnth century verse.

The romance of Smart's blography and the mystery surrounding
important periods in 1t have led many oritios to read Romantiec
slemsnts into Smart's poetry or to ascribe A Song to David to a
stroke of almost divine inspiration. This paper has attempted to
dsmonstrate that the qualities which make A Song to David major
poetry, the theories which underlie it, and the influences which
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shaped it are present in all Smart's better work, not least in
the Horace.

Smart's view of nature is certainly one inspired by deep love
and kinship, but the basis of his feeling is that of the eighteenth
gentury, not that of the Romantics., However individualized by his
intensely religious attitude, Smart's view of nature partakes éf
the theory of the great chain of being.

This theory of the great chain is responsible for the cata-
logues of oresation whish form a continuing element in Smartis
verse. The ranks of nature are assembled to show how sach renk
offers adoration and praise to God through the actions suitable to
that rank. Man, in his mlddle state, can vocaligze this praise
given by the lower and inartisculate ranks of creation. He shares
the angelic attridute of hymning praise; he partakes of the cor-
poreal nature of lower creation and is, therefore, a suitable
spokesman for 1it.

It is true that Smart displays e more sincere feeling and a
more vividly and more soncretely realized appreclation of nature
than many of his contemporaries, but the basis of his feeling for
nature is that it manifests the areative power of God and through
its very existence returns glory to God. Man remains for Smart
the center of the created universe.

gmart differs from his contemporaries in degree, not in kind.
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Although Smart's poetry puts nature in & more prominent place
than does the poetry of, for example, Pope, Fops did display en
sppreciation of nature. The difference is only one of emphasis.
The philosophy both of Pope and of Smart sees man as & sooial
animal. ¥Where the Romantio sees an individual man in his relation
to nature, the eighteenth century writer sees a whole, of man
and sooliety and nature.

To asonsider Smart as a pre-Romentic, then, demands careful
qualification, The direotness and immedlacy of Smart's view of
nature, together with ita prouinence in his poetry, are quslities
assoclated with the Romantios. Smart'a baslic philosophy ia not.

HEven in the matter of translation Smart 1s of his sentury.
His difference from most of the practitioners of his time paralécl
lels hig differences from many of the nature poets of his day.
Smart 1s accurate and direct and avoids empty diction. He uses
the diction for desper levels of meaning. Smart's sonocern is to
translate aoccurately within the limits of paraphrase as Dryden
had used the term; most Branslators of the time pald only lip-
service to the Analents.

The rhetorie and immediacy of A 3ong $o David serve: to con-
c¢eal the elaborate plan by which it is structured. In the Horacsse |
the mind whieh planned A Song to David ocan be seen handling verse
at once controlled, vivid, and fresh in image and dlotion.
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Translation was considered a distinot genre of English postry by
Smart and his contemporaries. BSmart's Horace was meant to be read
not only as a translation but alsec as English poetry. Cuite apart
from blographical and hlstorical considerations, the JHorace can
teke rank as Smart's most mature poetic statement., The poetics
and influences which shaped Smart's verse operate on s level of
sustained power, through a varisty of meters and themes, and in &
susceasion of fresh and multi«leveled images.

Smart 1s a poet of originality and power., The translation of

Horace is at the level of his finest schievement,




APPENDIX I
TEXT OF PORMS DISOUSSED AT LENGTH IN CEAPTERS VI AND VI

BOGK I, ODE I
T0 MARCENAS

Mascenss, of a race renown‘'d,
¥hose roysl sncestors were crown'd;
0 patron of my wealth and praise,
And pride and piansurt of my day!
Some of a venturous cast there are,
That glory in th! Olymspio car,
Whose glowing wheels in duat they roll,
Priv'n to an inch upon the gosal,
And rise from mortal to divine,
Ennobled by the wreath they twine.
One, if the glddy mod proclailm,
And vying 1lift to threefold fame;
One, if within his barn he stores
The weelth of Lybian threshing-floors,

Will never from his couras be press'd,

205

18




For all that Attalus profess‘d,

To plow, with sallor's anxious pain,
In Cyrien sloop th' Egean main.

The merchant, dreading the south-wast,
¥hose blasts tht Jearian wave molast,
Praises his villa's rural ease,

Built amongst bowling-greens and troes;
But soon the thoughts of growing poor
Hake him his shatter'd barks insure.
There's now and then a soolal soul
That will not seorn the Massio bowl,
Nor shuna to break in s degres

On the grave day's solldity;

How underneath the shrubby shade,

Now by the saered fountain laid.

Many are for the martial strife,

And love the trmumpet snd the fife,
That mingle in the din of war,

¥hich all the plous dames abhor;

The sportaman, heedless of his fair,
With patisnce braves the wintry alr,
Whether his blood-hounds, staunch and keen,
The hind have in the covert seen,
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Or wild boar of the HMarsian breed,
From the rounde-twisted cords is freed,
But as for Horace, I espouse

The glory of the secholar's brows,

The wreath of festive lvy wove,

Which makes one company for Jove,

ife the cool groves by zephyrs fann'd,
¥hers nymphs and satyrs, hand in hand,
Dance nimbly to the rural song,
Distinguished from the wvulger throng.
If nor Buterpe, heavenly gay,

Fordid her pleassnt pipes to play

Kor Pelyhymnia distain

A lesson in the Lesdlan strain,

That, thro' Mascenas, 1 may pass
‘Hongst writers of the Lyric class,
¥y muse her laurell'd head shall rear,

And top the zenith of her sphere.
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BOOK I, 0DB IV
TO SEXTIUS, A PERSON OF CONSULAR DIONITY
A grateful change! Pavonius, and the spring
To the sharp winter's Xeener blests suceeed;
Along the beach, with ropes, the ships they bdbring,
And leunch again, their wat'ry way to speed,

Ho more the plowman in their cots delight,
Bor cattle sre contented in the stally

No more the fields with bhosary frosts ere white,
But Cytherean Venus leads the ball,

Bhe, while the moon attends upon the scens,
The Xympha and decent 0Oracss in the aset,

Shakes with slternate feest the shaven green,
Whille Vulcan's Cyeclope at the anvil sweat.

How we with myrtle shou'd sdorn our brows,
Or any flow'r that decks the loosen'd sod;

In shady groves to Feunus pay our vows,
fhether a lamb or kid delipght the God.

Pale death alike knocks at the poor man's door,
0 happy Sextius, and the royal dome;
The whole of life forbids our hope to soar,

Death and the shades anon shall press thee homs.
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And when into ths shallow grave you run,
You scannot win the monarchy of wins,
Nor doat on Lycidas, as on a son,

Whom for their spouse all little malds design.

BOOK I, ODE V
TO PYRRHA
Say what alim youth, with moist perfumes
Bedaub'd, now sourts thy fond embrace,
Thers, whers the frequent rose-trse blooms,
And makes the grot so aweet a place?
Pyrrha, for whom with such an air

Do you bind back your golden halr?

830 seeming in your cleanly vest,

Whose plainness 1s the pink of taate~-~
Alas! how oft shall he protest

Against his confidence mispiec't,
And love's inconstant pow'rs deplore,

And wondrous winda, which, as thevy rcaxr,

Throwblack upon the slter'd scene--
Who now so well himself decelves,
And thee all sunshine, all serene

Por want of better skill believes,




And for his pleasure has presag'd
Thes ever dear and disengug'd.

Wretched are all within thy snares,

The inexperienc'd and the young!
Por me the temple witness bears

¥here I my dropping weeds have hung,
And left my votive ohart behind
To him that rles both wave and wind,

BOOK I, ODB XXIII
TO CHLOE
Me, Chloe, like a fawn you fly,
That seeks in trackless mountains high
Her tim'‘rous dam againj
Alaym'd at every thing she hears,
The woods, the winds exeite her fears,

Tho! all those fears are valn,

Por 4if a tree the breesze recelves,
Thet plays upon the guiviring leaves
When spring begins to start;
Or if grean lizards, where they hide,
Turn but the budding dbush aside,
She trembles knees and heart.
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- But I continue my pursult,

Kot like the filerce Getulian brute,
Or tyger, to assail,

And of thee 1ife and limbs bereave~-

Think now at last 'tis time to leave

T™hy mother for & male.

BOOK I, ODE XXXVIII
TO HIS BERVANT
Persian pomps, boy, ever I rencunce them
Scoff o' the plaited corcnett's refulgence;
Seek not in fruitless vigilance the rose-tree's

Tardier offspring.

dere honeat myrtle that alone is order'd,
¥e the mere wmyrtle decorates, aas alsc
Thee the prompt waiter to a jolly toper

Hous'd in an arbour.
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300K IXI, QDB IV
TO XANTHIUS pPHOCEUS
0 Phoceus, think 1t no diagrsce
To love your maild, since Thetia' heir,
Tho! proud, of old was in your case,
Briseis was so faipr.
The slave Teomessa at her feet
Saw her lord Alax; Atreus' son
Iov'd his falr captive 1in the heat
0f congqueat, that he won,
#hen, beat by that Thessslisn doy,
The Phryglan hoat was disarrav'd,
And Eeotor's death the fall of Troy
An sasy purchage made.
@ho knows what waalth thou hsest to claim,
Rich parenta may thy Fhyllis graoe,
Burely the Godas have besn $o blame
To one of royal race.
You cannot think her meanly born,
Hor worthless cou'd her mother dbe,
#hose heart haa sueh ingenuous scorn
For wealth, and love for thee.
Her face, her limbs so form'd tlengagse,

I preise with a aafe consclence atille-
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Shun to suspect s man, whose age

Is poing down tha hill.

BOOK 1I, OD3 XIV
TO POSTHUMUS
Oh Posthumus, the yasars, the yesrs
Glide aswiftly on, nor oan our tesrs
or platy the wrinkl'd age forefend,
Or for one hour retard th' lnevitable end.
iTwould be in wvain, tho' you should slay, 8
¥y friend, three-hundred besves z day
To cruel Pluto, wvhose dire waters roll,
Geryon's threefold bulk, sand Tityus to controul.
This 13 a voyage we all must make,
¥hoe'ar the frults of earth partake, 10
Whether we sit upon & royal throne,
Or live, llke cottage hinds, unwealthy and unknoen.
The wounda of war we scape in waln,
And the hoarse bYresders of the maing
In valin with so much asution w»e provide 15
Against the southern winds upon th' autumnal tide.
The black Coaytus, that delaeys

His waters in & languid mage,
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#¥e must behold, end all those Dansids fall,
And Sysiphus condem'd to frultless toil in hell. 20
Lends, house, and pleasing wife, by thee
Must be relinguished; nor a tree
Of all your nurseries shall in the end,
Except the baleful sypregs, their brief lord attend.
Thy worthier heir the wine shall seize 25
You hoarded with a hundred keys,
And with 1ibations the proud pavement dye,
And feasts of priestas themselves shall equal and outvie.

BCOK IY, ODE XVIIX
Gold or iv'ry's not intendsd
For this little house of mine,
Nor Hymettian arches, bended
{n rich Afric pillars, ahine,

For a court I've no ambition, 5
As not Attalus his heir,
Noy make damsels of condition

3pin me purple for my wear.

But for truth 2nd wit respected,
I possess 2 coplous voeln, 10

%o that rich men have affected




To be number'd of my traln.

#ith my Sabine field sontented,
Fortune shall be durm'd no more;
Nor my gen'rous friend tormented

To augmsnt ny little store.

One day by the next's abolish'd,
Moons increase but to dsoay;

You place marbles to be polish'd
Ev'n upon your dying day.

Death unheeding, though infirmer,
On the sea your buildings rise,

While the Balan billows murmur,
That the land will not suffice,

#hat tho'! movre snd more Iincroaching,
Cn naw boundaries you press,
And in svariee approacking,

Your poor neighbors dispossess;

The griev'd hind his gods displaces,
In his bosom to convey,

And with dirtsy ruddy faces
Boys and wife are driven away.
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Yot no palace grand and spacious
Does more sure its lord receive,
Than the seat of death rapasious, 35

Wnenes the rich have no reprieve,

Barth alike to all ias equal,
Whither would your views extend?
Kings and pesssnts in the sequel
To the destin'd grave desoend, Lo

There, tho! bribld, the guerd infernal
Would not shrewd Prometheus free}

There are held in chains eternal
Tentalus, and such as he.

There the poor have conaclation LS
For thelir hard laborious lot;

Death attends each rank and station,
Whether he is cslled or not.
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BOOK YII, ODR XXX

TO THE MUSE MELPOMENE
Itve made a monument to pass
.~ The permanence of sclid braas,
And reised to a sublimer helight
Than pyramids of royal state,
¥hich washing rains, or winds that blow 5
With wehemense, gannot overthrow:
NBor will th' innuuberable tale
Of years, or flight of time avall.
For death shall nsver have the whole
Of Horace, whose iwmmortal soul 10
8hall *scaps the pow'rs of human banse,
And for new praise his works remain,
As long sas priest snd silent maid
S8hall to the Capitol parade;
Where Aufidus in repturs goes, 1S
And where poor Daunus soarcely flows,
Once rural king-~I shall be thought
The prince of Roman bards, that dbrought
To Italy th' Asclian alrs
Advanctd from want to great affairs.
Assume, Helpomens, that pride,

¥hich is to real worth ally'd,
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And {n good-will descending down,

#ith Delphic bays my temples crown.

BOOE IV, ODE VII
TO L. MANLIUS TORQUATUS
The melted snow the verdure now restores,
And leaves adorn the trees;
The sesson shifts--sudbsiding to their shores
The rivers flow with asase.
The Grace, with nymphs and with har sisters twain, 5
Tho!' naked dares the dance--
That here's no pemssnence the ysars explain,
- And days, as they advsance.
The air grows mild with zephyrs, as the spring
To sunmer cedes the gway, 10
¥hich flies when autumn hastes his fruits to bring,
Then winter comes in play.
The moonsg thelir heavinly darages supplye-
Hot s0 the mortsl stare-
Where good Eneas, Tullus, Ancus lie, 15
Ashes and dust we are,
o knows if heavin will give to-morrow's doon
To this our daily pray'r?




The goods you take to keep your soul in tune,
8hall scape your greedy heir,

¥hen you shall dle, the' Winos must aecquit
A part so nobly played;

Raoe, elogquence and goodness from the pit
Cannct restore your shade.

Por nor Dlana's heavinly pow'r or love,
Hippolytus revives;

Nor Theseus can Perithous remove

From his Lethean gives.

2pCDR 11T
™0 MAECTNAS
Has any young profligate been so perverse,
Te sley his old grandsire in wrathj
Why let him est garliek (not hemlock is worss)
¥hat stomachs hsve clowns to thelr broth?

O what is this poison that's burning within?
Has venom of vipers infus'd

Deceiv'd me! or, as the reward of my sin,
Canidia the viands abus'dl

Nedes, beyond all the Argonaut wights,
when ahe captain Jason bespoke;
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She made hin take this &s an unetion of nights,

Before the wild bulls cou'd be broke.

#With this she prepar'd certain presents she made,
A desp'irate revenge in her viaw;

And having Creusga to take them betray'd, 15
Away on her dragon she flew.

Sure tie'er on the thirsty Apulla before,
Arose auch a muggy offencs;
Nor did sthes gift-shilrt that poor Heroulas wore,

3tiak olomer or burn more lntense. 20

If ever such stuff you again should effect,
#ith a triok and a jeat in your head;

May your wif'e, hend to mouth, your fond kisses reject,
Or lie on the post of the bed.

300K X, EPISTLE IV

TO ALBIUS TIBULLUS
Tibullus, whom I love and praise,
114 judge of my prosalo lays,
Can I gcoount for your odd turn,
Who in Pedanian groves sojoums

Are you now writing to out-please 1




221
The works of Casaius, or at eass,
And silence, range the healthy wood,
Studious of all things wise and good?
Thou'rt not a form without & hears,
For heav'n was gracious to impart 10
A goodly person, fine estats,
Hade for fruition, fortunate.
#¥hat more for her most fav'irite boy,
Cou'd a nurse inage, to enjoy,
Than to be wise, and ably tsught, 15
To speak aloud his noble thought,
To whom grase, fams, and body sound,
¥ight to pre~eminence sbound,
#ith table of ingeniocus fare,
And purse with money atill to spare? 20
~«1Twixt hope and care, ‘'twixt feer and strife,
Think every day the last of 1life,
Beyond your wish some happy day,
3hall come your grief tc over-pay.
Me sleek and fat, as fat can be, 25
I hope you'll shortly come to asee:
¥hen you've a mind to laugh indeed
At pigs of the Lueretian breed.




APFENDIX IX
SHART'S TRANSLATIONS GROUPED BY VER3E PORMS

I. COUPLETS
1) fambic tetrameter couplets: QOdes I.1l,il4; IIX.30; IV.8;
Bpodes L,15,16; Sstires; Epistles.
2) ifambic tetrameter and ismbic pentameter: 0Odes 1.3,13,19,36;
I11.19.
3) faembloc heptameters Odes I.11,18,
i) trochale tetrameter: Ode I1I1I.25.

IX. STANZAS
A. PFOUR LINB BTANZAS

1) fambic tetrameter (3) and trimeter, s,b,a,b: Odes 1.2,
10,12,20,22,25,32; 11.2,4,6,8,10,16; 1Vv.2,

2) iamdbiec pentameter, a,b,s,b: Qdes X.4,7; I11.28;

Bpodes 7,14.

3) iamble tetrameter (2), pentemeter, alexandrine, &,a,b,b:
Odes 1.9,16,17,26,27,29,31,34,35,37; 11.1,3,7,9,11,13,14,
15,17,19,20; I11.1,2,3,4,5,6,17,21,23,26.

k) iamble tetrameter, a,b,s,b: Odes I.15,21; I1X.9;HEpods 9.
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B.

C.

8) iamblo tetrsmeter (2), pentameter, hexameter, a,b,a,bt

9) ifamble pentameter, trimster, a,b,a,d: 0Ode IV.7.
10) iambic tetrameter, trimeter, a,b,a,b: 0Ode IV.12.

2) Lambio tetrameter, a,b,a,s,b: 0Ode I.30.

h) {ambio tQtMQtQ?g ‘,&;&p@,ﬁ;bl OQO 11.12.
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$) trochaic tetrameter, a,b,a,b: (Odes I1.18; Iv.1.
6) snapestic tetrameter, trimeter, a,b,s,b: QOdes III.12;

m} 3.6‘80 e
7) iambic tetrameter, pentameter (3), a,b,a,b: 0de III.24.

m XII.E‘M Iv, l{»p?a 13, lhﬂ

FIVE LIKE STANZAS
1) fambic tetrameter, trimeter, tetrameter (2), trimeter,
8,b,8,a,5: Odes I.8; III.14,18.

3) iamble tetrameter (i), trimeter, a,b,s,a,b: Qdes 11I.8,
11,20,27; 1v.6,10; Secular Qde.

8IX LINE BTANZAS

1) lambic tetrameter, a,b,as,b,c,e: Odes I.5,33; IV.3,11.

2) lambic tetrameter (2), trimeter, tetramater (2), trimeter,
a,a,b,0,0,b: Odes I1.6,23; II.5; III.16; IV.5; Epodes 10,
1l.

3) lambic tetrameter (L), pentameter (2), a,b,a,b,c,0:
Odes I.24; III.7.

5) trochale tetrameter oataleotic, s,b,a,b,c,e: Odes 111,10,
28.




6) iammble trimeter (L), tetrameter (2), a,%,a,b,0,0%
9de III.15.
7) lambic trimeter (2), tetrameter, trimeter {(2), tetra-
meter, a,s,b,c,c,d: PEpodes 1,2,5,12,13,
D. TEXR LINE STANZAS
1) famdbic tetrameter, trimetar, tetremeter, trimeter,
tetramster (5), trimeter, a8,%,2,%,0,0,4,e,0,d: QOdes III.
13,22,
ITII. LATIK HETER
1) Sapphic: ¢de 1,38,




APPENDIX IIIX
DESCRIPTION AND WISTORY OF SMART!S RORACE

Christopher Smart's translation of Horace was published
ia 1767 {n four volumes. The title page reads: THE / WORKS /
OF / HORACE / TRAMSLATED INTO VERSE / WITH A / PROSE INTER-
PRETATION / FOR THE HELP OF STUDENTS. / AND OCCASIONAL NOTRS /
BY / CHRISTOPHER SMART A.M, / Sometime Pellow of Pembroke Hall,
Cambridge, / And Scholar of the University / Lidera per vacuum
posul veatigila princeps, / Hon allens meo pressi pede, qui sidt
f1d1t / Dux regit exsmen.-~Hor. de Seipso. / IN FOUR VOLUKES /
VOLUME I. / LONDON: / Printed for W. PLEXNEY in Holborn; MNess,
JORNSON and Co. / in Pater~-noster-Row; and T. CASLON, near
Stationer's-Hall / MDOCLXVII

The Latin inseription on the title page of each volume
differs. The phrase, "IN FOUR VOLUMES,” is omitted in volume IX|

The Qdes, Epodes, and Secular Hymn sre included in the
first two volumes; the Satires, Epistles, and Art of Postry are
in the third and fourth volumes. The Latin ani the English
verse are printed on fasing pageas, with the prose translation
put in smaller type under the Latin and scmetimes under the
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Baglish as wall. Aftsr the Secular Hwmn is printed Pope's

"0de on 3t. Gocilia's Day" with Smart's Latin Sranslation. After
this there ars a number of plecas of arparatus: a life of Horsce
in latin, an essay, "De Maecenatis,” a "Chronological Synopsis of
Roman History," "Spescimina Carminum Horatii" (samples of Horace's
verse formzs, listed by poems), and a list of the Odes by their
first lines. At the and of the ssoond volums theve is a proposal
for printing a collestion of Smart's miscellanecus poems by sub-
seription, At the heginning of the third volums is a "Praface %o
the Satirss™ by Andrew Docerius.

The toaxt of the 2nglish posms has been very carefully
printad., X¥istakes are fregquently made, however, in the page
hsadings.

The sdition was never reprinted and has become exceedingly
rare. Only twelve of these posms have sver been reprinted,
Bdmund Blunden in his 1924 edition of 4 Song to David reprinted
Ode 4.5 and Ode 111,25. Hobert Brittsin in Poexs by Christopher
Smart in 1949 reprinted these two poems and additionally Qdes .44
1.23, 1.38, 11.h4, 11.8, 11,18, 1v.7; Bpode 3; and Bpistles i.h
and 1.20.

The only extended commentary on the translstion is that of
- Brittain in Poems. OCther critics of Smart's poetry mention the
translation only driefly.




BIBLIOCGRAPHY
I. CHRISTOPHER $ﬁhﬁﬂl

A. BIBLIOGRAPHY
Gray, ?;hfﬁ "A Big}ia§rap?y of the wrzcinga of Christopher Smart,
- iographiscal References.” Biblio~
graphical Sogisty, VI (2nd number, ?%8%? %%s:%’%kz
B. PRINMARY SOURCES
1, WORKS PUBLISHED IN SMART'S LIFBETIME
Smart, Christopher. e Hors
Tyipd savire of T |
---~-. The Wonders of Nature snd Art. 6 vols. London, 1750.
«m%imwumwm A Postiocsl Essay.

=----,c8 Qecssionsl Prolomis snd Eoilogue te Othello. lLendon,

%mmmummm

lye complete bibliography of 8mart has ever been published,
The author of this paper has attempted to compile such a biblio-
graphy, omitting the unpublished material and incidental publica-
tion and mention in standard anthologlies and histories of the
period. Those works which the suthor has not been able to aconsult
are maried with an ¢ at the end of the olitation,

227




c—— %%.ﬂ&* or, Qid Women's Magazine, 3 vols. londen,
.-----.&15&1%?_131.& the Suprems Being. A Poetical Essay.

— ndex Selsoted 73
S A ”ﬁ. Maxims from the Wits of
- w .ﬁ_& ﬁ"!m; ‘W; iﬂndon, 1?53.

the Supreme Being. A Postical

=---=. Ihe Eilliasd. 4n Eple Foem. lLondon, 1753.
oy 3 i of th 3..223:% ;m; L egig‘l gg!g! .
Cam rig%:‘a%.g" the . X

T 1&%%& of the Supreme Belng. A Poeticsl Essay.

———— bm %R{_ g.; %ﬁ%: %M Literally into English
nm—e, 1_1% io a%ﬂ;_a% on Recovery from s Dangerous

~~-=~, The Honparell: or, The Quintessence of %it and Humour.
on, i??‘i.

emm—- ﬂm %%m.&_&m: and Other Select Fleces.

P L LT N & m & D&VLQ. L@nd@n; 17630”
-----. posms by Mr, $mart. Londenm, [1763].

--===, Pooms on Several Oocesions. London, [17533 .
w--==, Hannsh. An e. london, [ 17647 .

—————

Qﬂ




229

-, ﬁ,’ ): a8 3 ation 16 bl f !M!ﬂ__ﬁ) !;&

mew=w, A Translation of the Isalms of David. Llondon, 176S5.

wewme, The % of Borace. Translated into Yerse. 4 vols.
London, .

- ——— 8 ‘b i _0_£ m % ] 2RV .‘ " . .
AR5ttt S o
-y, W. ‘éa Q?Etorigo london, [1768] .

iR SR B oo Y 0

2. EDITIONS PUBLISHED APTER BMART'S DEATE
Blunden, Rdmund, ed. "A Song to David" and Other Poems, Ilondon,

92h.

Bond, W, H., ed. Christopher Swart's "Jubilate Agno." Cambridge,
m&:. 1?534.;

Britt:.igé Robert, ed. Poems by Christopher Smart. Princeton,
950.

Broadbent, J. D., ed. & Sens to David. London, 1960.
Gallan, Norman, ed, &g}m Poems of Christopher Smart,
SL9.

2 vols. London,

Chalmers, Alexander, ed. Ths Works of the English Posts. Volume
XVI. Leondon, 1810.

Hunter, Christopher, ed. Poems Late Christopher Smart.
aivols. Roaaix;g. 17% of the

Hymzns {gr g% ¢ amusewent of Children. Facsimile sdition. london,
E p -

Serals, Feroival, ed. "A Song to Dayld" and Other Poems. Mel-
bourne, 1923.

A Song to David. Pecsimlle edition. London, [ 1926] .




230

S5tead, William Foree, ad. Rejolce in Lamb Song -
ig‘m. 7 Ipnc’:on, 16.39. ia the P A mm

C. SECORDARY SOURCRS
1. BOOKS

Aimmrgljz, Bdward J. ;n;nd Gharlgt 2. Noyes. chg%ab@hoﬁ ‘ .
A Blogrephical Critical Study. University of Missoupl
Studies, s L. GColumbis, 1%3.

Binyon, Lawrence. The Case o chr;gégggr Sﬁagg. Pamphlet 90
ﬁ& English Agagc;ﬁﬁn’.‘g ovenber, 193. !
Blunden, Edmund. Yotive Tablets. Lomdon, | 1931 .

Brain, Russell. Some Reflections of Genius gnd Other Essays.
§h11ad¢1phu, ?55 .

Brownling, Robert., Poetic ﬁg Dramatis Works. Riversids ed.
York, »

6 vols. Hew
Devlin, Christophsr. Poor Kit Smert. Carbondale, | 19617 .
Drinkwater, Jobn. Book for Bookmen. London, 1926.

Fairchild, Hoxie Nesle. igions Trends in English Foetry.
3 vole. XNew York, 1 .

Falls, Cyril. The Critic's Armoury. London, 192h.
Gosse, Sir Edmund. Cossip in a Library. London, 1913.
- -, {J’"!ﬁ m sz » und@n’ 1927:

Grigson, Geoffray. W Smart. Yriters and Their Work,
136. London, 1361

““"“;gﬁ mstesnth Fonrons SATead Ty B Femane. DHokya; titt

Eu&an;igg K. 4. Christopher Smart: sea vie st ses guvres. Parls,
925. .




231

Moulton, Charles *&.sha. ticlsm of
English and Ame ﬁﬁz S e Y alo, 1902.

Murry, J. ¥. Discoveries. London, 1924.
Olivero, Frederick. Studil Britanniei. Torino, 1931.#

Partridge, Erigll Elghteenth Century Znglish Romantio Poetry.
Faris, 19

8hepherd, 0,, and P. S. Wood, eds. IJnglish Prose and Postyy
168 (')~1860 Boston, 193!‘1.

&“"?;-k%?é’ e N. The Znglish Ode from Milton to Xeats. New
oK, -

8quire, 5ir John C. Books Reviewsd. New York, | 1922 ].
Todd, Ruthven. Tragks in the Snow. London, 1946,

%illiams, Charles, "Rejolice in the Lsmb."” The Image of the
¢ity (London, 19569 L 6~48.

2. ARTICLES

Abbott, Charies D. "Christopher iSmart's dadness." PHLA, XLV
(December 1930}, 101L-1022.

emwws, "The Date of Christopher Smart's Confinement.” %&y_
H

Literary WQ (London), Novembder 3, 1927, p.
snuary 2L, 1929, p. 62.

Alnsworth, 53. Jde "An Unrecorded Work by Christopher Smart
Times Literary Supplement (london), Octobsr 15, 1938. p. 6614

Bond, Donsld P. Review of Robert Brittain, ed., %__g_q_ by Christo-
pher Smart (Princeton, 1950}, and Norman Oallan, ed.,
jollected Fooms 2—-%""‘59"%‘43 'ﬁ% 2 vols. (London, 9)*

4 g3 ay 19 275-279.

Bend, %. H, "Christopher Smart's Jub ata agno." Harvard Library
"Bulletin, IV (#inter 1950), 39-

ewewe, "Christopher Smert's Last Years.” Times Literary Supple-
ment (London), April 10, 1953, p. 237.

e

3 e




—

232

Botting, Roland B. "Grey and Chriatepher Smart." Modern
Langusge Notes, LVII (May 1942), 360-61.

wemew, "Johnson, Smart, and The ‘ isiter.” Modern
Philology, XXXVI (Pebruary WBHT 553 oat >

~ewwe, "Ohristopher Smart and The Lilliputisn Msgagzine.® ZLH,
IX (December 1942), 286-87.
wemwe, "Smart's Associstion with Arthur Murphy.® Jo of

%%%gw Germsnis Philology, XLIIXI {(January IS4L),

wenee, "Christopher Smart in lLondon." adies of
State Gollene of amingten, X1 (Mah 9307 3ot of the
Brittain, Robert E. “ghriatophor aumub H

ment of . x.mzag{. o of
Americs, st quarter, i94l), 61~05.

wesw=, "An Barly Model for the fong to David.” PMLA, XVI
{Mareh 1941), 165-74L.

wenes, "Christopher Smart and Dr. Delany." Literary
Supplement (london), Mereh 7, 1936, p. %%:l

wwmne, . "Christopher Smart in the Magarines.” ° Library,
Lith series, XXI (March 1941), 320-31. i

Clarke, 0. H. “"Christ end the English Poets.” GQuesns Quarterly,
LV (august 1948), 292-307.

Devlin, Christophsr. "Christopher Smart and the Seven Pillars."
Month, new series, XXIV (Jsnuary 1960), 86-98.

Rmery, J. F. "Hurphy's Authorship of the Notes of Smart's
Hilitad." Modeyn Langusge Motes, LXI (March 1946), 162-65.

Gosse, Sir Edmund. "Christopher Smart.” Times Literary Supple~
m {Lﬂmoﬁ)g Moy 27, 1926,

Gray, G. J. T"Reply to Edmund Gosse.” Times Literary Supplement
(London), July 1, 1926, p. 4886,

Greene, D. J. "Smart, Riskely, the Sclentists and the Poets:
A Hote on Eighteenth Century Anti-Newtonism." Journel of

the History of Idess, XIV (June 1953), 327-52.

S




233

Grigaon, Geoffrey. "Three Lines in A Song to David." §§§g&
Literary Supplement (Londom), April 1%, 19631, p. 233,

Havens, R. D. "The Strusture of Christopher Smart's 3¢ 3%
Dayid." Review of English Studles, XIV (April 153%?, 78-82.

Horrox, Reginald. "X Bquals 7" Times Literary Supplement
{London), May 12, 1961, p. 293.

ese~s, and ¥. ¥, Bond. "Correspondence.” Times Literar -
ment éLondon). July 21, 1961, p. Lk9; Hooss, Saten ,5%9%&&,
p. 305.

Jensen, Gerard. "Coneerning Christopher Smart.™ Nodern Language
Notes, XXX (April 1915), 99-101.

Jonss, Claude. "Christopher Smart, Richard Rolt, end the
Univer Visiter." The Library, XVIII (Septembder 1937),

- »

Kubn, A. J. "Christopher Smart: the Poet As Patriot of the Lord."
BLE, XXX (Juns 1963), 121-36.

Lonsdale, Raggr. "Christopher Smart's First ?ubliegtionlén
Znglish, sylew o ah Studies, new series, X
_{November 1§5§77"h5§¥§E.

"Lucky Kit Smart." mes Literary Supplement (london)}, December
29, 1961, 921-2%‘9". !

MoKillop, Alan D. "The Benedicite Paraphrased. A Reply to
Brittain.” PML&, LVIII (June 1943}, S82.

Merchant, ¥. Moelwyn. "Patterns of Reference in Smart's Jubgligg
Agno." Harverd Library Bulletin, XIV (Winter 1960), 20-206.

Parish, Charles. "Christopher Smart's Knnwlodgo of Hebrevw,"
i wv‘laggm«. ﬁVIII {July 1961), 516-32. Errata:

s 96,

wewew, "Chpristopher Bmart's Pillars of the lLord." Modern
Lenguage gQuarterly, XXIV (June 1963), 158-63.

Piggott, 3tuart., "New Light on Christopher Smart.” Times Liter-
ary Supplement (Lomdon), June 15, 1929, p. L74.




23

Frice, Cecil. "Six Letters by Christopher Smart." Raview ef
English Studies, new serles, VIII (May 1957), 1R5-L5.

Rogers, K. ¥, "The “illars of the Lord: Some sources of ? Song
1),

;osﬁgim.” Fhilolopical auartarly, XL (October 196
2 - .

Secott-Yontague, E. "Hejolce in the Lamb," HNineteenth Century
and After, CXXV (June 1939), 707-10.

Secsombs, Thomas. "Christopher Smert." Dict £ Nations)
W (dew York, 1909), XVIII, 3§%~F%. %

Sherbo, Arthur, "The Case for Internal Evidence (1): Can

Mother Midnight's Comical Focket B be Attributed %o
Christopher Smart? in o gm How York Fublic
Librery, LXI {August 1957), 373-8<.

~=w=s, "Christopher Smart and The Universsl Visiter." Library
Sth series, X (September 1955), m3~5%5. ’

cwwws, "Chpristopher Smart, Pree and Acceptsd Mason.® %W
%{i ish snd Qermenio Fhilology, LIV (Cetober 195

wewss, "Christopher Smart, Resader of Oblituaries."™ Modewn '«
Notes, LXXI (Mareh 1956), 177-82.

wwsew, "Christopher Smartts 'Engliash Bull Dog,' 'Dutch Mastiff,?
mgs;auzéléé“ Botes and Queries, new series, II {Pebruary
19 » - [}

mewew, "Chrigtopher Smart's Enowledge of Ocgult Literature.”
Journsl of the History of Idess, XVIII {April 1957), 233-h4l.

wwee=, "fhe Dating and Order of the Fragments of Christopher

Smert's Ju%lgte Agno."™ Harvard Librapry Bulletin, X (Spring
195630 a - .

weses, "Plelding and Chaucer--and Smaert." HNotes snd Jueries,
new series, V (Oectober 1953), Lhl-42.

mmnwe, "Jubilate Agnot The Mind of Christopher Smart."” Zggngg
g X

%@. Ao of Science, Arts, snd Letters,
¥Yay 0} » -23.




ewese, "The Probable Time of the eowpcnit!.on of amax-t'n
e, ,zggg?
Bixlten snd Germento Thilctoys IV (Fanuensiose]:
weww«, "Survival on Grud Strest: Another Essay in Attribution.®

Bnlloggg of the New York Publie Library, LXIV (March 1960),

8ide, Karins. "Christopher Smart's Heresy." Modern Language
"Notes, LXIX (Hay 1954), 316=19..

Stead, William PForee, "A cfhristopher Smart Manuasoript: Anti-
Supplement

aipations of & Times Literery
(London), Merdh BoiyEqaealids oo

Q----. “Swart's Cat." G'r;'mg;gg, XVII (July 1938), 679-85.

ceewa, "Smapt's Metrical Pulm. Literary Supplament
(london), October 22, 1938, p. .

’l‘illotmn, a.orruy. Review of Robert Brittain, ed.,
stophery __g‘gg__ (Prinseton, 1950). and Normen Callan, ed.
Poows of Christopher 2 vols. éionden, "1949),
Xxx (Ju y 1951), 288.89,

Tovey, D. €. "Christopher Smart and the Madhouss. 0
%;' erigs, 10th series, ILI (Mareh 25, 1905), azz-ﬁ&h?&i
» 1908), 354.

Tucker, Susie. "Christopher Smart and the English Langum‘u
Notes and Jueries, new series, V (November 1958), L6869,

¥hiblsy, Leonard. "The Jubilee et Pemdbroke Hall." Blackw '
Maggzine, CCXXI (January 1929), 104-115,

Williamson, Karina. “Am&hor Edition of Smertts ¥

W%’ Children.” Library, Sth nrin‘ X

wswe=, "Christopher Smart's 2p
logice) Cusrterly, mﬂﬁaﬁo ‘
| wilson, Mona. "My Poor Priend Smart.” Zpglish, II (Summer 1939),

G .

Wood, Prederick. "Ohristopher Smert." Englisghe Studien, LXXI
(#2, 1936), 191-213.




236
C. INCIDENTAL BIOGRAPHICAL REFERENCE

Arblay, ime. Frances d'. Diery and t%ogg !&.@%ﬁ d'Arblay
edited by Charlotte Bnmtt 4 vols. %ndon, . ’

——— g‘,;x gggaug a'%g ley. ;163-;11 ; edited
mf Aain E%%% ndon, o i

~now., ed, Nemoirs of Dr. Burney. 3 vols. Lonéon, 18132,

Boawell, James. Letters, edited by Chauncey Brewster Tinker,
2 vols. Dxroﬁ 1%2&

wewwe, Life o %gmggn, edited by Jeorge Birkbeck Hill. 6 vols.
Gxtord. I&

L2 LAk

on Journal, edited by Prederick A. Pottle. lew York,

1950,
Coates é ghaﬂ.u. The History snd Antiguities of Resading. London,
1802,.#

Cooper, J. J. Some Worthies of Reading. Llondon, 1923.%
The Cr iew: oOr 8 f eratures. (London) Vols.
PR} feyhem, s Ammels of Musraturs

Foot, Jeese. The Life of Arthur Murphy, Esq. London, 1811.

Forster, Jonn, The [ife and Times of Oliver Goldamith. 2 vols.
Leipzig, 1873,

The (CGentleman's and) London Magerine. Vols. XX-XLI (1750-71).
88 Gray, edited Paget
ey % vols. Oxford, 13%5 e

Hill, Ueorge 3irkbeck, ed. Johnsonian Miscellanies. 2 vols.
oxford, 1897,

Johnson, Samuel. Letters of Samuel Johnson, edited by R. #.
Chapman., Gxto 1‘55%

wwmew, L edited by George Birkbeck
bt ) it S B




237
Kenriok, William. The So % Talic'd Of and Expscted Q14 Womanly

Duncied . %o w Mmcn’

Lenoir, 3llzebeth. Nlscellaneous roeme. London, 1826.»

Longstaffe, %, H. D. ¢ History and Ant! uitias 9“
Darlington in the Blshoprie {of m Ei‘aﬁe AsR 2#

Mangin, Bdward. ?h:u mu ory Recolleotl of the Late M
Plossi, with Remsrks by s Peresd. lonfon, THys oo Mre.

The Monthly Review. (London) 1lat series, vols. I-XLV (1749-71).

Nichols, John. Litera &;%adogu of the Eighteenth Century.

Plozei, M¥rs. Hester Lynch 'I‘hmla.
sopmesa; 113 Barsesiog tond oy Founs™ PR B

dﬁ‘:

———— Q:tob%%ggmg xb; Latton; rg@_ éﬁw BET'&" of ¥rs.

---e=, The British 3yponymy. 2 vols. London, 179.

..-...... %%;1% Dia e, 1776-1809, edited
deraton. gx?!'rd, 19 ’
Surtees, J. K st«o 8 zgg;gmg gp_%n Durhsm. L
wia m ewcastle-upon~ q.%l et

Weloh, C. A Bookseller of the Last Century. Ilondon, 1885,

IXI. TRANSLATION ARD PORTIC THREORY
A.PRIMARY SOURCES

Chalmers, Alexsnder, ed. dorks English Poots. Volume
XX. Londom, 1510. ihe forks of fhe

Oresah, Thomas. Odes, Satyrs, Epistles of Horace. 3rd
ed. London, S e

Dennis, Jobhn, ggit;egl Works of John Dennis, edited by Edward
Hiles Hooker. ls. B Mmu, 1939, 1943.




238
Dryden, John. . t 1 d W ‘ " .
b; Bdmond Halone, % w%‘.’ n k. n an,%.m sdited
.- m m &g Zﬁ?'c Iﬂmon. 17350

---»-wi?a?i‘ﬁs;&m of Deoimus Junius Juvenalis. 3rd ed. london,

-y m' 3!“! .d. mnﬂm; 17@2 "

*f*"@mﬁ. ..IZ.‘M %&"%%%’ lontaining fls Fastorals, Georgios,
Duncombe, John. %’&’gr&g of Horsce in English Verse. 2 vols.

London, 1757
Francis, Philip. The Odes, Epodes, and Carmen Seculare of Horses.
2 vols, london, v
wwwee, A Po Iranslation of the Works of Horace. 2 vols.
London, .

Pranoklyn, Thomas. Tpanglation: A Poem. London, 1753,

Hars, 'mema. _%MQT Odes and Epodes of Borace into
English Verse. on, 1737.
Hoole, John. Qrlendo Puriocseo. &S vols. London, 1749.

Johnson, Samusl, %%;gg W oﬁiud w. J.
Ba%o. J. M. Bﬁ%%i mﬁ %" Fowe ew Haven and lLondon,

1963,

lennox, Hrs. Charlotte, od. The Greek Theater Father Brumoy.
3 vols. London, iTS‘?. %L

wwthi?gsgbwc. De Saera Poeal Hebrseorum. 2 vols. Goettingas,

Pope, Alexsender. The 1liad of Homer. 6 wvols. London, 17h3.

ewwew. The Qdyssey of Homer. 5 vols. London, 1725.

Rosooxmon, wonzmm Dillon, Barl of. "An Eaux upon ‘rrmahtod
Verss." Sylvee, John Dryden (London, 1702), pp. 1-18.




235
Sheridsn, Thomas. The Satyrs of Persius. Dublin, 1728.

Spence, Joseph, Essay on Fope's Odyssey. 2 vols. in 1. London,
1726, 1727.

T 6 ¥ Hadar. 5 er. ﬁnﬁn, gsroridned,

dpingarn, J. E., ed. égég 1 Zssays of the Seventesnth Century,
3 m;ls. Lc’mdon.

Trapp, Joseph, &f s Yirgll, Translsated into Blank Verse.
3 Lo%%u. S%a !

3 vols.

Woodhouseles, Alexmnder Fraser Tytler, lLord. ‘ -
Bles of Tranaleted Verse. Bdinturgh, 1813r - o She Exinel

B. SECONDARY SOURCES
Amos, Flora Ross. Rerly Theorles of Translation. New York, 1920.

Bate, Walter. ¢! Fr -of Iaste in the
'mmtomgzw .lm?m r%n.. . duste
Bates, %. Stuart. MNodern Trmasliation. Lendon, 1936.
Beers, Xenrym Aﬁs the
astory of Zaalish IS in the
Bosker, A. %205%!‘.1 e in the Age of Johngon. &nd ed.
goll, akarts, .

Oronin

Brower, Reuben 0., ed. On Harvard Studies in Com-
parative Literature, Cambridge, Mass., 1959.

Brown, %. C. The .z;.m.£m= Hapters of the Herolc Couplet.
Durham, 194

Bull, Jobn. The Augustan Age. New York, 1950.

Draper, John W. "The Theory of Translation in the Eightesnth

Century.” With bibliographie notes. Neophilologus, VI
(1921), 2Lki-2%54.

Dyson, Henry V., and John Bull. Aupustens and Romantics, 1689-
1830. Leondon, 1940.




o

Fairchild, Hoxle Neale. The Noble Savage: A Study Romantic
Naturalism. New York, 1928. i

===, The Romantic Quest. HNew York, 1931.
Fltegerald, Margaret. Plrst Follow Nature. Hew York, 1947.

oo TS DR 0. O B gl T svetes

Goad, Caroline M. Horace in the English Literature of the
’ tu ale Studles in

Zightesnth Cer . 2 Stud glish Literature,
vai TVit:. %«w Haven, 1918,

Oreen, F. C. lipurt: 4 Criticael Survey of Prench and 13sh
Literary Idess in the EZEtaam% éeﬁ?gm. London, 133%.

Grierson, S51r Hervert J. C. Ye Translation. %‘m
Association Fresidentisl Addresa, November, .
Griffith, Yelen. "The FHoratian Strain in Literary Criticism.”

t Th ; " His Influence, (Chicage, 1936)
P%- _.R_m X Phages of His Infiuenoce, ’ ’

Hannay, James, "Horace and His Translators.” Tha Odes and Epodes
of Horace, eodited for the Bibliophile Soclety %ﬁn

m. 10} ¢ 19 1?91)' I; 69*1“&-

Jolliffe, Harold Richard. The Critical M 3 and w_lmg%; of
ggnélgx'g Hovace. Privarve edftlon, flocrtbuted by the Oni-
varsity o?f Eis %aago Livraries. Chicago, 1939,

Ker, #%illiem P, The Eighteenth Century. Oxford, 1916.

Knight, Douglas. Pope and the Heroie Tradition. New Haven, 1951,

MVe:;]gy.ékrhhur. The Great Chain of Belng. Cambridge, Mass.,
936.

waayle, Thomas. Poetic Diction. london, 192i.

Selilar, %. Y. The Roman Poabs of the Augustan Age: Horace sand
the Elegise Foets. Oxford, 1892,

Stephen, Lesllie. ngorg of b Thought in the Eighteenth
Century. 2 vols. ndon, 2.




241
Tillotscon, Geoffrey. “Eighteenth Century Voetlc Diction.®

E’i@htgaam contugx Bn ? ish %g_t_gﬁ%%m, %ﬁég% &g%% é?
ticigm, edited by James L, © ford (New York, 19597,

Wo ol K, 32‘

'ﬁhimey Lols. Frimitivism and the Idss of Ire ln
Pgén;&;: Litersturs of the Zighteenth Century. Ba t%‘ re,

-

Wilkinson, L. P. Horace snd His Lyrie Poetry. Cambridge, 1946.
Will@g»lﬁaail- Zighteenth Century English Bagkgrounds. London,
9 !




Approval Sheet

The dissertation submitted by John Beifuss has been read and
approved by five members of the Department of English.

The final copies have been examined by the director of the
dissertation and the signature which appears below verifies the fact that
any necessery changes have been incorporated, and that the dissertation is
now given final approval with reference to content, form, and mechanical
accuracy.

The dissertetion is therefors accepted in partial fulfiliment of
the requirements for the Degree of Doctor of Philosophy.

S SeTise
Date gna o




	A Study of Christopher Smart's Poetic Theory with Special Reference to "A Verse Translation of Horace"
	Recommended Citation

	img002
	img004
	img005
	img006
	img007
	img008
	img009
	img010
	img011
	img012
	img013
	img014
	img015
	img016
	img017
	img018
	img019
	img020
	img021
	img022
	img023
	img024
	img025
	img027
	img028
	img029
	img030
	img031
	img032
	img033
	img034
	img035
	img036
	img037
	img038
	img039
	img040
	img041
	img042
	img044
	img045
	img046
	img047
	img048
	img049
	img050
	img051
	img052
	img053
	img055
	img056
	img057
	img058
	img059
	img060
	img064
	img065
	img066
	img067
	img068
	img069
	img070
	img071
	img072
	img073
	img074
	img075
	img076
	img077
	img078
	img079
	img080
	img081
	img082
	img083
	img084
	img085
	img086
	img087
	img088
	img089
	img090
	img091
	img092
	img094
	img095
	img096
	img097
	img098
	img099
	img100
	img101
	img102
	img103
	img104
	img105
	img106
	img107
	img108
	img109
	img110
	img111
	img112
	img113
	img114
	img115
	img116
	img117
	img118
	img119
	img120
	img121
	img122
	img123
	img124
	img125
	img126
	img127
	img128
	img129
	img130
	img131
	img132
	img133
	img134
	img135
	img136
	img137
	img138
	img139
	img140
	img141
	img142
	img143
	img144
	img145
	img146
	img147
	img148
	img149
	img150
	img151
	img152
	img153
	img154
	img155
	img156
	img157
	img158
	img159
	img160
	img161
	img162
	img163
	img164
	img165
	img166
	img167
	img168
	img169
	img170
	img171
	img172
	img173
	img174
	img175
	img176
	img177
	img178
	img179
	img180
	img181
	img182
	img183
	img184
	img185
	img186
	img187
	img188
	img189
	img190
	img191
	img192
	img193
	img194
	img195
	img196
	img197
	img198
	img199
	img200
	img201
	img202
	img203
	img204
	img205
	img206
	img207
	img208
	img209
	img210
	img211
	img212
	img213
	img214
	img215
	img216
	img217
	img218
	img219
	img220
	img221
	img222
	img223
	img224
	img225
	img226
	img227
	img228
	img229
	img230
	img231
	img232
	img233
	img234
	img235
	img236
	img237
	img238
	img239
	img240
	img241
	img242
	img243
	img244
	img245
	img246
	img247
	img248
	img249
	img250
	img251
	img252
	img253
	img254
	img255
	img256

