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In "Tolstoy: What is Art? & Wherein is Truth in Art," Leo Tolstoy delves into the profound relationship between art and morality, scrutinizing the purpose of creativity through a philosophical lens. Tolstoy's literary style is characterized by his meticulous clarity and fervent passion, blending narrative narratives with penetrating essays. Contextually, the work emerges during a period of intense introspection for Tolstoy, as he contemplates the societal implications of art and questions the prevailing aesthetic theories of his time, notably those of the Russian intelligentsia, thus establishing a new axis of artistic understanding centered on truth and emotional authenticity. As one of the most significant figures in Russian literature, Tolstoy's life experiences'—ranging from his noble upbringing to his spiritual crises'—influenced his profound reflections on art. He sought to democratize art, making it accessible and relevant to all, often rooted in the themes of peasant life and existential inquiries. His philosophical evolution, particularly evident after his conversion in the late 19th century, compels readers to reconsider their own perceptions of beauty and morality. This collection is recommended for anyone curious about the philosophical underpinnings of art as it challenges conventional notions of aesthetics. Readers will find Tolstoy's arguments both compelling and provocative, urging a reconsideration of the role of art in society and its potential for genuine human connection. In this enriched edition, we have carefully created added value for your reading experience: - An Introduction draws the threads together, discussing why these diverse authors and texts belong in one collection. - Historical Context explores the cultural and intellectual currents that shaped these works, offering insight into the shared (or contrasting) eras that influenced each writer. - A combined Synopsis (Selection) briefly outlines the key plots or arguments of the included pieces, helping readers grasp the anthology's overall scope without giving away essential twists. - A collective Analysis highlights common themes, stylistic variations, and significant crossovers in tone and technique, tying together writers from different backgrounds. - Reflection questions encourage readers to compare the different voices and perspectives within the collection, fostering a richer understanding of the overarching conversation.
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Excellent Women is a curated collection of biographical sketches celebrating the lives, faith, and service of remarkable Christian women. Originally compiled by the Religious Tract Society in London during the late 1800s, this volume offers concise, inspiring portraits of individuals whose lives embodied devotion, social reform, leadership, and spiritual depth. From early chapters about Elizabeth Fry — the Quaker philanthropist and prison reformer — to profiles of Susanna Wesley, Hannah More, Frances Ridley Havergal, Ann Judson, and others, the compilation presents a diversity of characters united by their moral conviction and impact on society. Each biography sketches the subject's upbringing, spiritual journey, challenges faced, and their enduring legacy. The writing is accessible yet dignified, suitable for general readers interested in religious history, women's biographies, Christian witness, or Victorian-era ministry. While not a modern critical biography, Excellent Women serves as an evocative introduction to lives lived with purpose—an encouragement for readers seeking models of faith in action.
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In 'The Man in the Queue,' Josephine Tey introduces readers to a compelling mystery imbued with rich characterization and an exploration of societal norms in early 20th-century England. The narrative unfolds when a man is murdered in a queue outside a theater, thrusting Inspector Alan Grant into a labyrinthine investigation where the public's perceptions and prejudices become critical to solving the crime. Tey's skilled use of dialogue and vivid descriptions paints a lively backdrop, while her innovative plotting invites readers to grapple with themes of justice and morality, establishing this work as a trailblazer in the detective fiction genre. Josephine Tey, a prominent figure in the crime literature sphere, was known for her keen psychological insight and ability to weave historical context into her narratives. Her background as an accomplished playwright undoubtedly contributed to her narrative flair, while her personal experiences with social dynamics would have sharpened her understanding of human behavior. 'The Man in the Queue' showcases her ability to comment on the intricate web of social interactions, revealing the interplay between individual motives and collective assumptions. This novel is recommended for readers who appreciate intricate plots laced with social commentary and character depth. Tey's debut not only engages with suspenseful storytelling but also provides a fascinating lens through which to examine societal constructs of her era. A must-read for mystery aficionados and scholars of literature alike.
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The "BEATRIX POTTER Ultimate Collection" is a comprehensive anthology that presents twenty-two enchanting children's stories, each illustrated with Potter's intricate, original artwork. This collection showcases her whimsical narratives, filled with a blend of anthropomorphic animal characters and pastoral settings, reflecting the early 20th-century British countryside. Potter's literary style combines a simple yet engaging prose, making her tales accessible while also rich in moral lessons and life reflections. The stories, deeply rooted in natural history and ecological awareness, provide both entertainment and education, making them timeless classics in children's literature. Beatrix Potter, an esteemed author and illustrator, was born in 1866 into a well-to-do family in Victorian England. Her upbringing in the Lake District inspired her love for nature, which profoundly influenced her storytelling. A naturalist and an early advocate for conservation, Potter's experiences with animals and her keen observations of their behaviors are beautifully woven into her narratives. Her unique background and artistic inclinations allowed her to craft stories that resonate with both the innocent curiosity of childhood and broader environmental themes. This collection is highly recommended for readers of all ages who wish to immerse themselves in a world of imagination and nature. The exquisite illustrations and delightful tales serve as both a nostalgic reminder of childhood and an invaluable resource for parents seeking to cultivate a love of reading in their children. Potter's stories are not merely entertainments; they are an invitation to experience the beauty of the natural world, making this ultimate collection a must-have addition to any library. In this enriched edition, we have carefully created added value for your reading experience: - A comprehensive Introduction outlines these selected works' unifying features, themes, or stylistic evolutions. - The Author Biography highlights personal milestones and literary influences that shape the entire body of writing. - A Historical Context section situates the works in their broader era—social currents, cultural trends, and key events that underpin their creation. - A concise Synopsis (Selection) offers an accessible overview of the included texts, helping readers navigate plotlines and main ideas without revealing critical twists. - A unified Analysis examines recurring motifs and stylistic hallmarks across the collection, tying the stories together while spotlighting the different work's strengths. - Reflection questions inspire deeper contemplation of the author's overarching message, inviting readers to draw connections among different texts and relate them to modern contexts. - Lastly, our hand‐picked Memorable Quotes distill pivotal lines and turning points, serving as touchstones for the collection's central themes.
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In "A Writer's Diary," Virginia Woolf presents a rich tapestry of her reflections on the writing process, weaving together personal insights and literary musings that illuminate the struggles and joys of the creative endeavor. Written with her characteristic stream-of-consciousness style, this collection showcases Woolf's profound understanding of the artistic psyche and the intricacies of literary craftsmanship. Set against the backdrop of early 20th-century modernism, the diary entries reveal Woolf's engagement with contemporary thought, as she grapples with themes of identity, gender, and the complexities of narrative form. Virginia Woolf, a central figure in modernist literature, was not only an accomplished novelist but also a keen observer of her own creative journey. The diary entries span a period of significant literary evolution, offering readers a glimpse into the mind of a writer who sought to challenge societal norms and elevate the voice of women in literature. Her own struggles with mental health and the constraints of her time shaped her perspectives, providing depth to her reflections on both the art of writing and its implications for personal and societal truth. "A Writer's Diary" is an essential read for anyone interested in the mechanics of writing and the inner workings of a literary genius. Woolf's poignant observations resonate with both aspiring writers and seasoned professionals, making this work a timeless exploration of creativity that encourages readers to ponder their own artistic journeys. In this enriched edition, we have carefully created added value for your reading experience: - A succinct Introduction situates the work's timeless appeal and themes. - The Synopsis outlines the central plot, highlighting key developments without spoiling critical twists. - A detailed Historical Context immerses you in the era's events and influences that shaped the writing. - An Author Biography reveals milestones in the author's life, illuminating the personal insights behind the text. - A thorough Analysis dissects symbols, motifs, and character arcs to unearth underlying meanings. - Reflection questions prompt you to engage personally with the work's messages, connecting them to modern life. - Hand‐picked Memorable Quotes shine a spotlight on moments of literary brilliance. - Interactive footnotes clarify unusual references, historical allusions, and archaic phrases for an effortless, more informed read.
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    At its core, Lectures on Art contemplates how the imagination shapes, disciplines, and ultimately dignifies the work of the artist. Washington Allston, a renowned American painter of the nineteenth century, approaches the subject as both practitioner and thinker, bringing a studio-grounded sensibility to philosophical questions. The result is a reflective inquiry that seeks not quick rules but guiding principles for seeing, feeling, and making. Readers encounter a voice intent on clarifying terms, weighing distinctions, and aligning artistic practice with a coherent inner life. Without resorting to dogma, Allston opens a space where technique, taste, and inspiration can be considered together.

Situated within nineteenth-century debates about aesthetics and criticism, this book belongs to the genre of art theory articulated through the vivid immediacy of lectures. While grounded in the concerns of painters, its reflections reach across the arts, engaging questions that animated Romantic-era conversations on beauty, nature, and the ideal. The cultural setting is transatlantic in spirit, drawing on currents shared by American and European discourse of the time. Readers today encounter it as a historical document with a living pulse: a window onto how an influential artist framed the aims of art and the responsibilities of the artistic mind.

As a reading experience, Lectures on Art offers a measured, contemplative progression rather than a polemical blast. Each lecture circles its theme with patience, balancing practical insight with philosophical poise. The style is lucid and formal, attentive to the meanings of words and the habits of perception that underlie them. Instead of prescribing formulas, Allston cultivates the reader’s capacity to judge by tracing how ideas move from sensation to thought to form. The mood is earnest and questioning, hospitable to students and experienced practitioners alike, and it rewards slow reading, re-reading, and reflection beyond the final page.

Several themes interlace to shape the book’s enduring appeal. Imagination emerges as a formative power that orders experience into significant images, distinct from mere fantasy or copying. Beauty is treated not as ornament but as a principle that unifies parts into a whole. The relation between art and nature is explored through selection, interpretation, and idealization, resisting both mechanical imitation and arbitrary novelty. Allston examines taste as cultivated judgment, and he considers the interplay of feeling and intellect in the making of form. Throughout, attention to character and sincerity underscores the moral stakes of artistic enterprise.

These themes matter today because they address perennial pressures on artists and audiences: speed versus depth, novelty versus truth, display versus integrity. Allston’s insistence on disciplined imagination speaks to contemporary creative practice in an age of abundance and distraction. His reflections invite readers to refine attention, to distinguish influence from imitation, and to connect technical choices with larger aims. For students, the book frames questions that can organize a lifetime of learning; for critics and appreciators, it offers terms for conversation that avoid fashion’s short horizon. The intellectual appeal lies in synthesis; the emotional appeal in its steadiness.

One of the book’s strengths is its way of integrating craft with aspiration. By attending to sources of form—memory, observation, study—Allston shows how habits of looking prepare the ground for invention. He acknowledges the authority of tradition without treating it as a cage, and he encourages method without mistaking it for inspiration. The lectures return to practice as the proving ground of theory: what one chooses to see, how one selects and composes, and why certain arrangements hold together. In this, the work models a pedagogy of example and principle that continues to resonate in studios and classrooms.

Lectures on Art will appeal to readers who value reflective guidance over manifestos: artists shaping a personal vision, students seeking foundations, and general readers curious about how art means what it means. It offers the companionship of a serious mind, the calm of considered prose, and the stimulus of ideas that invite application rather than demand assent. Encountered as historical testimony or as a living guide, it rewards openness and patience. The book’s lasting gift is orientation—a way of aligning imagination, judgment, and craft—so that artistic work might be both inwardly coherent and outwardly communicative.
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    Lectures on Art gathers Washington Allston’s public addresses setting forth general principles for the practice and understanding of painting. He opens by stating the aim and limits of the talks: not a manual of techniques, but a connected view of the ideas that guide them. He defines key terms, distinguishes rules from principles, and explains his method of drawing examples from the antique and the great schools. Art, he proposes, unites observation with imagination and must keep truth to nature as its ground. He emphasizes purpose over display, insisting that technical means exist to serve expression and intelligible form.

Allston begins with the relation of art to nature, arguing that imitation alone cannot constitute art. Nature is the inexhaustible source, yet selection and arrangement are required to reveal its character. The artist seeks essential qualities rather than literal completeness, subordinating parts to the unity of the whole. He treats likeness as a means, not an end, and locates truth in congruity of effect. By discriminating between accidental detail and significant form, the painter transforms observation into a coherent idea. This establishes the governing law of unity with variety, where diversity of elements is reconciled under a single, clear intention.

He next considers imagination, distinguishing it from fancy. Fancy amasses and juxtaposes images; imagination shapes them into an organic whole. Invention, in his account, is not creating ex nihilo but re-combining nature’s truths under an ideal. Beauty is approached as an idea perceived through forms, not a mere sum of pleasing parts. The ideal emerges from deep familiarity with nature, purified of the casual and the transient. Thus the artist’s highest task is to embody universal character in particular appearances. Allston maintains that imagination governs choice, scale, and emphasis, determining what is presented and what is withheld for effect.

Genius and taste are then defined and related. Genius originates and apprehends wholes; taste judges fitness and proportion. Without discipline, genius becomes lawless; without sensibility, taste becomes pedantic. He urges systematic study: drawing from the antique for form, from nature for life, and from the masters for principles embodied in practice. Copying is recommended only when it seeks causes of excellence, not surface effects. He warns against formula and manner, advocating patience and integrity. Education fuses theory with exercise, forming habits of seeing. Thus, judgment refines invention, and practice consolidates insight, enabling consistent control over materials and effects.

On composition, Allston outlines the ordering of masses, lines, and accents to secure unity, clarity, and movement. Every part must be subordinated to the principal motive. He discusses balance without symmetry, repose amidst activity, and the economy of means. Grouping, interval, and direction of lines are treated as instruments of attention. He stresses the value of keeping—maintaining one dominant intention in design, color, and light. The background’s office is defined by what it contributes to the subject’s intelligibility. Composition, he concludes, is the visible logic of a picture, where relations of parts are made to concur in a single effect.

Light and shade are presented as the chief agents of unity, giving body to form and connecting the picture through tone. Chiaroscuro establishes depth, focus, and atmosphere, guiding the eye by graduated contrasts. Color, while powerful, is subordinate to form and expression unless it is the principal motive. He distinguishes local color from general tone, preferring harmony that springs from a prevailing key. Different schools exemplify distinct excellences—design, color, or effect—but he cautions against partial imitation. The painter must determine the ruling intention and adjust light, shadow, and hue to it, securing breadth rather than piecemeal brilliance.

Turning to expression, he treats character in the human figure as the primary vehicle of meaning. Proportion, action, and physiognomy are arranged to convey the subject’s inner state without exaggeration. Drapery and accessory are subordinate signs, selected for fitness. He addresses portraiture’s demand for likeness enriched by character, and the ideal subject’s demand for type over incident. In landscape, he notes distinctions of sublime, beautiful, and picturesque, connecting mood to structure, light, and color. Selection governs all: only those features advancing the intended sentiment are retained. Expression thus arises from congruent choices across form, gesture, environment, and illumination.

On style, Allston describes a personal unity of manner resulting from consistent choices under a governing idea. True style grows from mastery of principles and faithful observation, not from affectation or novelty. He differentiates originality from singularity, advising artists to learn from great models without servile borrowing. Criticism, he argues, should seek reasons for effects and judge wholes rather than fragments. Public taste improves when guided to principles, not sensations alone. He warns against fashionable extremes and technical display detached from purpose. Style remains the cumulative expression of method, knowledge, and sensibility organized around a clear, intelligible aim.

Allston concludes by restating art’s end as the embodiment of thought and feeling in visible form, addressed to the mind through the senses. The artist’s duty is steadfast study of nature and the masters, disciplined technique, and an honest intention. He reaffirms that principles—unity, subordination, harmony, and truth—govern every department: invention, composition, light, color, and expression. While refusing rigid systems, he offers rules as aids to judgment. The book closes with an appeal for cultivated taste and thoughtful patronage, aligning practice and appreciation. In sum, the lectures present a coherent path from perception to idea to form, securing intelligible and enduring art.
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    Washington Allston’s Lectures on Art arose from the Anglo-American world of the early nineteenth century. Born in South Carolina in 1779, educated at Harvard (Class of 1800), and trained in London and Rome, Allston eventually settled in Boston–Cambridge, a cultural center whose Athenæum (founded 1807) and expanding exhibition culture framed his public talks. The lectures were delivered in Boston in the early 1840s (notably in 1841) and published posthumously in Boston in 1850. Their time and place reflect an early United States seeking a visual culture equal to Europe’s, amid Boston’s mercantile wealth, Protestant reform energies, and institutions designed to elevate public taste and national identity.

The Napoleonic Wars (1803–1815) and the brief Peace of Amiens (March 1802–May 1803) critically structured Allston’s European formation. He sailed to London in 1801, entered the Royal Academy schools, and used the 1802–1803 lull to study in Paris and Rome, absorbing Venetian colorism (Titian) and the chiaroscuro of Correggio. The wars then restricted travel and concentrated artists in British centers like London. In the lectures, Allston’s historical analysis of color, composition, and the “ideal” mirrors this itinerary: he cites Old Master exemplars and craft practices he could only have encountered during that rare window and under the constraints of wartime Europe.

Allston’s sustained London experience during wartime and the immediate postwar years shaped the lectures more than any other event-set, because it fused pedagogy, patronage, and public exhibition into a single model he later translated for American audiences. At the Royal Academy (founded 1768) he studied under the presidency of Benjamin West, the Pennsylvania-born painter who had become Britain’s premier historical artist; West’s atelier offered Americans a transatlantic gateway to history painting’s techniques and ideals. In 1811 Allston returned to London and traveled with Samuel F. B. Morse, whom he introduced to West—an episode that seeded later American institutions and linked Allston to a lineage of art instruction. He circulated in intellectual circles that prized philosophy and the moral purpose of art, while also participating in Britain’s evolving exhibition economy: at the British Institution in Pall Mall (founded 1805) he exhibited The Dead Man Restored to Life by touching the Bones of the Prophet Elisha and in 1814 received a premium, concrete recognition of historical painting’s civic value. The concurrent War of 1812 (1812–1815) complicated Allston’s status as an American in Britain, delaying his return until 1818; the conflict underscored competing national claims on culture and taste. This entire matrix—Academy pedagogy, Old Master study in Rome (c. 1803), the British Institution’s public exhibitions, and Anglo-American tensions—reappears in Lectures on Art as arguments for disciplined drawing, principled color, the ethical ends of art, and the necessity of robust institutions to sustain public judgment and patronage.

After 1815, the United States sought cultural parity with Europe through institutions and civic initiatives. The Pennsylvania Academy of the Fine Arts (Philadelphia, 1805), the Boston Athenæum (1807; public exhibitions by 1827), and New York’s National Academy of Design (1825, coalescing around artists including Samuel F. B. Morse) structured training and display. In Boston, where Allston resettled in 1818 and later lived in Cambridgeport, he lectured to audiences navigating this new infrastructure. The book’s emphasis on public taste and connoisseurship directly addresses these developments, offering technical and historical frameworks intended to guide American academies, galleries, and patrons toward historically grounded standards.

The Second Great Awakening (c. 1790s–1840s) reshaped social life, philanthropy, and moral discourse in New England, even as Boston wrestled with Unitarian–evangelical divisions. Revival networks promoted benevolent societies and a language of moral improvement that permeated elite culture. Allston’s artistic practice—frequent biblical subjects like Jeremiah or Belshazzar—and the lectures’ insistence on the moral ends of art intersect with this religious climate. While not a sermon, Lectures on Art advances an ethical account of beauty and imagination consonant with the era’s reformist vocabulary. It implicitly links the painter’s vocation to the refinement of the soul, echoing the period’s fusion of aesthetics and moral philosophy.

The Market Revolution (c. 1815–1840s) and the Panic of 1837 (bank suspensions beginning May 1837; a prolonged contraction into the early 1840s) altered art patronage. Urban middle classes grew; new distribution systems such as the American Art-Union (New York, 1844–1852) disseminated engravings to subscribers, democratizing ownership but steering taste toward popular themes. Economic shocks curtailed large commissions and encouraged safer subjects. Allston’s lectures, composed in this environment, critique utilitarian and purely commercial criteria in the arts, urging standards derived from historical exemplars and principled technique. By elevating disinterested judgment over market fashion, the book reacts to the volatility and commodification of taste in Jacksonian America.

Boston’s civic transformation—industrial links like the Boston and Lowell Railroad (opened 1835), expanding print culture, and philanthropic leadership by “Boston Brahmins”—created audiences eager for public instruction. The Boston Artists’ Association (1841) and the Athenæum’s galleries made lectures a key medium of cultural education. Allston’s 1841 Boston lectures functioned within this urban pedagogy, addressing artisans, amateurs, and patrons with shared historical data and evaluative criteria. The book reflects that setting: it treats art as a civic language requiring institutions, disciplined training, and historically literate viewers. By embedding Old Master case studies in local lecture culture, it modeled how a modern American city might cultivate durable standards.

As social and political critique, Lectures on Art challenges the era’s instrumentalism, warning that a purely commercial republic risks mistaking novelty for value and popularity for excellence. In a nation stratified by wealth yet professing equality, Allston frames artistic judgment as a public good rather than a luxury for elites, thereby exposing class-bound patronage and shallow display. He rebukes partisan and market pressures that reduce art to propaganda or merchandise, advocating institutions that stabilize standards across classes. The book thus interrogates the culture of Jacksonian competition and moralizes taste, proposing historically informed, ethically serious art as a corrective to civic fragmentation.
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As the word idea will frequently occur, and will be found also to hold an important relation to our present subject, we shall endeavour, in limine, to possess our readers of the particular sense in which we understand and apply it.

An Idea, then, according to our apprehension, is the highest or most perfect form in which any thing, whether of the physical, the intellectual, or the spiritual, may exist to the mind. By form, we do not mean figure or image (though these may be included in relation to the physical); but that condition, or state, in which such objects become cognizable to the mind, or, in other words, become objects of consciousness.

Ideas are of two kinds; which we shall distinguish by the terms primary and secondary: the first being the manifestation of objective realities; the second, that of the reflex product, so to speak, of the mental constitution. In both cases, they may be said to be self-affirmed,--that is, they carry in themselves their own evidence; being therefore not only independent of the reflective faculties, but constituting the only unchangeable ground of Truth, to which those faculties may ultimately refer. Yet have these Ideas no living energy in themselves; they are but the forms, as we have said, through or in which a higher Power manifests to the consciousness the supreme truth of all things real, in respect to the first class; and, in respect to the second, the imaginative truths of the mental products, or mental combinations. Of the nature and mode of operation of the Power to which we refer, we know, and can know, nothing; it is one of those secrets of our being which He who made us has kept to himself. And we should be content with the assurance, that we have in it a sure and intuitive guide to a reverent knowledge of the beauty and grandeur of his works,--nay, of his own adorable reality. And who shall gainsay it, should we add, that this mysterious Power is essentially immanent in that "breath of life," by which man becomes "a living soul"?

In the following remarks we shall confine ourself to the first class of Ideas, namely, the Real; leaving the second to be noticed hereafter.

As to number, ideas are limited only by the number of kinds, without direct relation to degrees; every object, therefore, having in itself a distinctive essential, has also its distinct idea; while two or more objects of the same kind, however differing in degree, must consequently refer only to one and the same. For instance, though a hundred animals should differ in size, strength, or color, yet, if none of these peculiarities are essential to the species, they would all refer to the same supreme idea.

The same law applies equally, and with the same limitation, to the essential differences in the intellectual, the moral, and the spiritual. All ideas, however, have but a potential existence until they are called into the consciousness by some real object; the required condition of the object being a predetermined correspondence, or correlation. Every such object we term an assimilant.

With respect to those ideas which relate to the physical world, we remark, that, though the assimilants required are supplied by the senses, the senses have in themselves no productive, coöperating energy, being but the passive instruments, or medium, through which they are conveyed. That the senses, in this relation, are merely passive, admits of no question, from the obvious difference between the idea and the objects. The senses can do no more than transmit the external in its actual forms, leaving the images in the mind exactly as they found them; whereas the intuitive power rejects, or assimilates, indefinitely, until they are resolved into the proper perfect form. Now the power which prescribes that form must, of necessity, be antecedent to the presentation of the objects which it thus assimilates, as it could not else give consistence and unity to what was before separate or fragmentary. And every one who has ever realized an idea of the class in which alone we compare the assimilants with the ideal form, be he poet, painter, or philosopher, well knows the wide difference between the materials and their result. When an idea is thus realized and made objective, it affirms its own truth, nor can any process of the understanding shake its foundation; nay, it is to the mind an essential, imperative truth, then emerging, as it were, from the dark potential into the light of reality.

If this be so, the inference is plain, that the relation between the actual and the ideal is one of necessity[1q], and therefore, also, is the predetermined correspondence between the prescribed form of an idea and its assimilant; for how otherwise could the former become recipient of that which was repugnant or indifferent, when the presence of the latter constitutes the very condition by which it is manifested, or can be known to exist? By actual, here, we do not mean the exclusively physical, but whatever, in the strictest sense, can be called an object, as forming the opposite to a mere subject of the mind.

It would appear, then, that what we call ourself must have a dual reality, that is, in the mind and in the senses, since neither alone could possibly explain the phenomena of the other; consequently, in the existence of either we have clearly implied the reality of both. And hence must follow the still more important truth, that, in the conscious presence of any spiritual idea, we have the surest proof of a spiritual object; nor is this the less certain, though we perceive not the assimilant. Nay, a spiritual assimilant cannot be perceived, but, to use the words of St. Paul, is "spiritually discerned," that is, by a sense, so to speak, of our own spirit. But to illustrate by example: we could not, for instance, have the ideas of good and evil without their objective realities, nor of right and wrong, in any intelligible form, without the moral law to which they refer,--which law we call the Conscience; nor could we have the idea of a moral law without a moral lawgiver, and, if moral, then intelligent, and, if intelligent, then personal; in a word, we could not now have, as we know we have, the idea of conscience, without an objective, personal God. Such ideas may well be called revelations, since, without any perceived assimilant, we find them equally affirmed with those ideas which relate to the purely physical.

But here it may be asked, How are we to distinguish an Idea from a mere notion? We answer, By its self-affirmation. For an ideal truth, having its own evidence in itself, can neither be proved nor disproved by any thing out of itself; whatever, then, impresses the mind as truth, is truth until it can be shown to be false; and consequently, in the converse, whatever can be brought into the sphere of the understanding, as a dialectic subject, is not an Idea. It will be observed, however, that we do not say an idea may not be denied; but to deny is not to disprove. Many things are denied in direct contradiction to fact; for the mind can command, and in no measured degree, the power of self-blinding, so that it cannot see what is actually before it. This is a psychological fact, which may be attested by thousands, who can well remember the time when they had once clearly discerned what has now vanished from their minds. Nor does the actual cessation of these primeval forms, or the after presence of their fragmentary, nay, disfigured relics, disprove their reality, or their original integrity, as we could not else call them up in their proper forms at any future time, to the reacknowledging their truth: a resuscitation and result, so to speak, which many have experienced.

In conclusion: though it be but one and the same Power that prescribes the form and determines the truth of all Ideas, there is yet an essential difference between the two classes of ideas to which we have referred; for it may well be doubted whether any Primary Idea can ever be fully realized by a finite mind,--at least in the present state. Take, for instance, the idea of beauty. In its highest form, as presented to the consciousness, we still find it referring to something beyond and above itself, as if it were but an approximation to a still higher form. The truth of this, we think, will be particularly felt by the artist, whether poet or painter, whose mind may be supposed, from his natural bias, to be more peculiarly capable of its highest developement; and what true artist was ever satisfied with any idea of beauty of which he is conscious? From this approximated form, however, he doubtless derives a high degree of pleasure, nay, one of the purest of which his nature is capable; yet still is the pleasure modified, if we may so express it, by an undefined yearning for what he feels can never be realized. And wherefore this craving, but for the archetype of that which called it forth?--When we say not satisfied, we do not mean discontented, but simply not in full fruition. And it is better that it should be so, since one of the happiest elements of our nature is that which continually impels it towards the indefinite and unattainable. So far as we know, the like limits may be set to every other primary idea,--as if the Creator had reserved to himself alone the possible contemplation of the archetypes of his universe.

With regard to the other class, that of Secondary Ideas, which we have called the reflex product of the mind, their distinguishing characteristic is, that they not only admit of a perfect realization, but also of outward manifestation, so as to be communicated to others. All works of imagination, so called, present examples of this. Hence they may also be termed imitative or imaginative. For, though they draw their assimilants from the actual world, and are likewise regulated by the unknown Power before mentioned, yet are they but the forms of what, as a whole, have no actual existence;--they are nevertheless true to the mind, and are made so by the same Power which affirms their possibility. This species of Truth we shall hereafter have occasion to distinguish as Poetic Truth.
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