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CTPEMJTEHWE BbIPA3NTb B MCKYCCTBE MHTYUTWUBHOE MPOHNKHOBEHWE B NHYIO PEA/IbHOCTD,
BYAb TO COH, MEYTA, BOCMTOMWHAHWNSA, CKA3KW, NETEH/AbI, U1 B MHOWN, BbICLLVA MUP B KOHLLE
XIX—=HAYAJTE XX BEKA TOJTY4YNTO HA3BAHUE «CUMBOJTN3M». 5TO HOBOE MUPOTOCTVXKEHWE, MPU-
WEALEE HA CMEHY MO3UTUBK3MY, CTA/IO B POCCUWM OAHUM M3 OTIMYUTE/IbHbIX CBOMCTB CE-
PEGPAHOIO BEKA. OHO OXBATWJ/TIO BCE COEPLI TBOPHECTBA — IUTEPATYPY, XXMBOMNCb, MY3bIKY.
PYCCKWME MUCATENIV 1 MO3Tbl, TAKME KAK AJIEKCAHAP B/1OK, AHAPEWV BENbIN, BAYEC/IAB MIBAHOB,
PEINTMO3HbLIE MbICTUTENW BAALAVMMP CONOBLEB, MABE ®TOPEHCKWW, CEPTFEN BY/ITAKOB,
CTAIN AMTOJTTOTETAMU N UICTOJTKOBATEJTAMW HOBOTIO TEMEHWSA, OHW BHYLWAIN BEPY B MNCTN-
YECKYIO N AXE BOXXECTBEHHYIO CYWHOCTb MCKYCCTBA, AO/DKEHCTBYIOWEIO MPEOBPA3NTD
MWNP. XYOOXKHUNKY OTBOANITACL POJIb TEYPTA. «CUMBOJINCT Y)KE UBHAYANNA-TEY PT, TO ECTb
OBNALATENb TAMHOI O 3HAHUS, 3A KOTOPbIM CTOUT TAMHOE AENCTBUE». «Mbl HEMHOT VIE 3HAKO-
WWNE, TO ECTb CMMBOJTNUCTbI»2,
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«JiBOeMmupuen» 6b1/10 CYyTbO HOBOIro UCKYCCTBA, TO €CTb COeanHe-

HMeM [ByX Ha4as — SMNUPUYECKOro U MHTYUTUBHOIO, NOCTUIaeMoro
YYBCTBAMU U HEMOCTUXKMMOTO.

B oLleHKe Ka4ecTBa Npou3BeLeHMs UCKYCCTBA efBa /I He rnaB-
HbIM OKa3asiacb OyXOTBOPEHHOCTDL, MPOHUKHOBEHWE B TAUHCTBEHHYO
ayuy Mupa 1 Yenoseka. «CkasaTbCa AyLion 6e3 coBan — 3Ty CTPOKY
A. ®eTa noBTOpUI A. BI0K, y3HaBas B HEM MeUTy KaXKA0ro XyA0XKHMUKAS.

BbIpaXkeHM0 HEBLIPA3MMOr0 U HEMOCTUXXMMOro 6osiee BCero co-
OTBETCTBOBasA My3blKka. My3bIKasIbHOCTb >KMBOMUCK CTAHOBMIACk e4,Ba
NIV He BbiCLUeN OLLeHKOM N306pa3nTenbHOro MCKyccTBa. Menoaus, rap-
MOHWS, pUTM, NaJ Kpacok, NMNHKIA, GopM Hanbonee aleKBaTHO Bblipa-
Xann CyWHOCTb, AyX. [pn 3TOM He mMenacb B BUAY peasibHas
MYy3bIKa/IbHOCTb aBTopa. A. BIOK, YaCTO UCMOb30BaBLUMI MOHATHNE
«MY3bIKa» B CBOMX COYMHEHMSIX (Hanpumep, BCEM U3BECTHOE Bblpadke-
Hue «CnyLwanTe My3bliky peBOOLMMY), MO C/1I0BAM COBPEMEHHMKOB,
[AKe He uMen ciyxa. My3bikanbHOCTb MOHMManach U Kak BbipaXkeHue
COAEep>KaHWA Npom3BedeHuns, N Kak 0bo3HaveHne ero GopManbHbIX
CBOWCTB. bnaroaaps en s3bIK CMMBOIM3MA 06/1a1a/1 CBOMCTBOM MOBbI-
LLIEHHOW BHYLLAEMOCTU, CYrreCTUBHOCTU.

VICKyCCTBO BHOBL CTPEMUIOCH K KpacoTe. Kak B Poccuun, Tak U B
EBpone wan nonckm HenoBTOPUMOIrO HALMOHATbHOMO CTUAS. XyA0XK-
HUKK 06paLLanNCh K CpefHEBEKOBbLIO, K HAPOAHOMY TBOPYECTBY.

M31106/1€HHbIM A3bIKOM CMMBO/IM3MA CTan B POCCUMM MOLEPH, Ha-
LMOHANbHbIV BAPUAHT HOBOIO €KOPATUBHOMO CTUAS 3MOXM, B EBpone
NOYYMBLUMIA HA3BAHME ap HYBO, OreHALWTUb, CeLLeCCUOH. HOBLIN
CTUNb XOTeN BbITb «6ONbLVMY — MOHYMEHTANbHbIM, BbIPAXKAOLLMM

CYLWHOCTb CBOEW 3MOXW, OXBaTbIBAKOLLMM BCE Cd)epbl JKM3HWN —OT noBce-

[HEeBHOro 6biTa O PEIMIMO3HOMO KyAbTa. [NaBeHCTBOBATL AO/KHA
Oblna apxmTeKTypa, CTUIUCTUYECKNIA U CMbIC/IOBOW CUHTE3 C Hel aB-
NSV XKMBOMMCH U eKOPATUBHO-MPUKNAAHOE UCKYCCTBO.

CmMBONM3M Npmberan n K NCNOAb30BAHWUIO UHBIX CTUAEN — UM-
NpeccrMoHM3Ma, Knaccmumsama. IMnpeccnoHmncTnYeckas CBeToBO3AyLLU-
HOCTb OCOBEHHO rogunach AN CO3AAHUS MHOWM, 3bI6KOM W
TAWHCTBEHHOW peanbHOCTW, ByAb TO BbiCLIAS peasbHOCTb, TPAHCLLeH-
LEeHTHbLIN MWD WY NOTPaHUYHbIE COCTOSHNS NCUXUKM — CHbI, Fpe3bl,
BOCMOMMUHAHWNSA, BUOEHUS — WUAM MppeasbHas atmochepa muda,
CKa3KW, ereHAbl.

MudOTBOPYECTBO CTaN0 OAHOM M3 F1AaBHbIX 334a4 CUMBOM3MA.
«bepy KyCOK XW3HW, rpybon 1 6eHON, 1 TBOPIO 13 Hee nereHay, 6o —
21037y, — Bockanuan ®epop Conoryb.

V306paxkeHne Npupoabl B CUMBONM3ME TAFOTENO K Men3ady Ha-
CTpOeHus. NpnumMepoM MOryT CYXXMUTb Takme paboTbl Mcaaka JleBu-
TaHa, Kak «BevepHuii 3B0H» (1892) Uan «Hag Be4HbIM NokoemM» (1894).
YyBCTBa M NepeXxXmBaHMa aBTOpPa, Pas3ayMbs O HEMpexXoAsLeM, a TakoKe
NOCTUXKEHME TAMHCTBEHHOW AyLLIM NPUPOAbLI 3HAYMN B MEr3adKax CUM-
BOJINCTOB CTO/LKO XKe, CKOJIbKO KOHKPETHAast peasibHOCTb.

lMopTpeT, COXpaHWB 3a4adyy nepefayvn CXOACTBA, npuobpen
HOBble CBOMCTBA: b0/ee, YeM XapaKTep 1 coLManbHOe NO0XKeHWe Mo-
[enu, XyAoXKHMKA CTasla MHTepecoBaTb AyX0BHAs CyLWHOCTbL 06pasa,
HeKkast AYXOBHAsl KBUHTICCEHLMS, UTOT XXM3HeAesTeNbHOCTY, Cyabba.
JInuo 1 Macka —3ToT Ayanm3m obpasa vesoseka Uan BbisBNeHVEe OAHON
13 3TUX COCTABASIIOLLMX — CTA/IV MPUBAEKATb MOPTPeTUCTa.

Ha BceM, 0 4eM 6bl HY MOBECTBOBAN TOT UM MHOWM MACTep, neXan
0TNeYaToK ero MHANBUAYANbHOCTU. XYA0XKHUK NOCTUIAN AyLUY BELLEN,
ONMpasiCh Ha IMYHbIA OMNbIT, COBCTBEHHOE MUpoOoLLyLleHWe. OTCloaa
Takoe 60raTcTBO M pasHOObpasme pe3ynbTaToB TBOPYECTBA, H0bLLASA
VN MeHbLUASA ero rayburHa. 419 MHbIX S3bIK CUMBOIM3MA Bbl XyA0XKe-
CTBEHHbLIM NMPUEMOM, PACLLUMPABLIMM BO3MOXHOCTU UCKYCCTBA, AN
[APYTrMX 3TO BbINM NONBLITKM MPOHUKHOBEHMS B MHYLO, BbICLLYIO peasnb-
HOCTb.

EBpOMNenckmnin CMMBONN3M OKasas BAUSHME HA PYCCKUIA. Y HUX
6bIan 06LLMEe NCTOKU. IMEKOTCS B BUAY NPeXAe BCero KBaTpO4EeHTUCTbI
®pa beato AHXenuko, IkoTTo, CaHAPO BOTTUYENNN, @ TAKXKE aHTTNIA-
ckme npepadasnutbl Y.X. XaHT, A.. Poccettn, [XK.3. Munnec v B 0co-
6eHHOCTM «oTeL, CUMBOAN3Ma» — GPaHLY3CKUI XYA0XKHMK 1. MoBK Ae
LLlaBaHH. Cpean eBponenLeB pycCKMX MACcTEPOB MPUBAEKAU XYA0XK-
HUKW, Hanbonee 6aM3KME HaleMy HALMOHAJbHOMY MeEHTanuTeTy
HPaBCTBEHHOM YMCTOTOM, HAMBHOCTbIO, WCKPEHHOCTbKO, NNPUY-
HOCTbIO.

Pycckuii CMMBOIM3M pa3BWBaCs B pycsie MMPOBOro UCKYCCTBA,
HO 'Yy Hero 6bian TaKXKe CBOM NPeAnoCbhbUTKM BOSHUKHOBEHMS 1 MyTW pas-
BMTMS, BO MHOrOM OMpeaennBLLMe ero cBoeobpasme.

MepBbIM OMbLITOM CO34aHNS CUMBOJIMCTCKOrO NPOU3BEAEHNS B
PYCCKOM MCKYCCTBE HEKOTOPble OTeYeCTBeHHbIe MacTepa CHUTANN Kap-
TUHY AnekcaHapa VBaHoBa (1806-1858) «sBneHme XpmucTa Hapoay»
(1837-1857). Hanpumep, M. HecTepoB BMAeN B HeW 3ane4aT/ieHHOe MU~
CTU4ecKoe OTKPOBEHMe.

DTa KapTWHa CTana cBoero poAa naeanoMm Ans peanmcros-nepe-
[OBWKHUKOB. H. e («"4T0 ecTb ncTmHa?” Xpmuctoc u Munat», 1890; «Fon-
rodan, 1893), H. Kpamckon («XpMcToC B MycCTbiHe», 1872; «XOXOT.
Papymcs, uapb Nyaenckmim, 1877-1882), B. MoneHOB («XpUCTOC M rpeLu-
HuLay, 1886; EBaAHreNbCKMI LMK «M3 XXM3HWU XpucTar, 1896-1909) —
KXKAbIM HA CBOW Naf cAenan nonbITKy BONOLWeHMS obpasa XpucTa,
3MM3040B €ro 3eMHOro NyTw, Nersaxen CBATON 3emun. byayyn peanu-
CTaMW, OHW 0YenoBevMBanu XpucTa, NpeacTaBass ero Ayywnum 13

NOAEN, @ 3HAYUT, CO3AAHMEM U3 NSIOTU U KpOBW.



INTIUOVH / (6€) €102 .2 BIJIUVI BYMOGOMKILIdL

MWXAW/ BPYBE/Ib
AEMOH (CUASALLMAIA). 1890
XONCT, MaCno. 114 x 211

rmr

MIKHAIL VRUBEL
DEMON (SEATED). 1890
QOilon canvas. 114 x 211¢m

Tretyakov Gallery

bnaroaaps AnexkcaHapy MIBaHOBY XpUCTUAHCTBO CTaN0 O4HUM U3
MNCTOYHMKOB PyCCKOrO CMMBOAM3MA. VIMeloTCs B BUAY He TONbKO 06-
pasLibl OPTOAOKCANLHOM PENNTUM — NKOHbI U LIePKOBHbIE POCAINCK, HO
TaKkKe KapTUHbI 1 CKYIbATYPbI.

BukTOp BacHeuoB (1848-1926), BOCCO3aaBaBLUMI GaHTACTMYe-
CKU MUP CKA30K W BbIINH CKU3HEHHOW NPaBANBOCTLIO, JTyYLLIMM XpU-
CTOM BCeX BpeMeH W HapoAoB cyuTan MBaHOBCKOro Meccuto. OH
NbITaNCs HaNTN 06pasbl 06LLeHeN0BEYECKOrO KMUPOBOroy, a TakxKe
«pyCcCKOro» XpucTa, Ho eMy, Kak 1 BCeM nepeaBydKHNKaM-peannctam,
MeLlana npuBS3aHHOCTb K>XKM3Henof06uio. BacHeL0B cTan npeaTeyen
PYCCKOrO CMMBO/IN3MA, TOM €ro BeTBUM, KOTOpast onvMpanach Ha C1aBs-
HOMUNLCTBO U TPAAMLIMOHHYIO MPaBOC/IABHYIO Bepy. BacHeL,0B co3aan
HOBbIW CTW/b LIePKOBHOW POCMUCH, OTIMYHBIV OT CTUNS APEBHEN NKO-
HOMWCK N CTEHOMMUCK, COEANHABLLNI peanr3m 1 akagemusm. B obpa-
3aX CBATbIX, MYYeHWKOB, MPOPOKOB, OTLIOB LIEPKBM OH MCKan
BbIpaXKeHMe HaLMOHabHOIrO HPABCTBEHHOO MAEANA, BbICLUMM NpO-
AIBNeHVEeM KOTOpOro bbi1 Xpucroc.

BacHeL0B, 0gHa 13 K1toYeBbIX GUryp B ABpamLEeBCKOM Kpy>KKe
CaeBbl MaMOHTOBA, CTan co3fartesieM HEOPYCCKOro CTUAIS.

Bo MHOrom nog Bo3aencTemem B. BacHeL,0Ba CI0XUA0CL TBOP-
yecTBO Muxanna Hecteposa (1862-1942). Bcniep 3a AnekcaHapom Vsa-
HOBbIM OH Me4Tasl HanucaTb ABNieHne XpucTta Hapoay. Ho Heckonbko
paboT c 06pa3zomM XpMCTa 0Ka3ancb He CTOMb FTy6OKMMM, KaK 3TOr0o
xoTenoch 66l aBTOpY. MOBANSAM HA TBOPYECTBO HecTepoBa Takxe eB-
ponenckme MacTepa, XyA0KHUKM paHHero Bo3poxaeHwus, npepadas-
JINTbI, PpaHLly3CKMe MacTepa BTOPOV MOMOBUHDBI XIX Beka — CMMBOINCT
M. MoK e LLIaBaHH 1 NpeACTaBUTENb HATYPaNbHOW LWKOAbI KMBOMUCH
K. bacTbeH-/lenaXk. O4HAKO rM1aBHbIM B BOSHUKHOBEHWM €ro CUMBO-
nvM3Ma 6bll INYHBI MUCTUYECKUIA OMbIT, CBSI3AHHbLIA C paHHen
CMepTbo MOBUMON MONOAON dKeHbl. CaMas XyLOXeCcTBeHHO CoBep-
LeHHas 1 rnybokas B ero TBOpYecTBe KapTuHa «BuaeHmne oTpoky Bap-
donometon (1889-1890) opraHMYecKkn CoefiMHsNA TMPUYeCcKnin obpas

PYCCKOW 3eM/I1 C 06pa3oM MHOW, BbiCLIEN peanbHOCTU U OTKpbiBaia

MUCTMYECKMe CBOMCTBA OTe4eCTBEHHON npupoabl. «<MIHOMUpme» 0co-

H6EeHHO OLLYTUMO B KapTUHE «AMUTPUN-LApeBNY YOUEHHbIN». B CBOMX
NOJIOTHAX, N306PpaKAOLLMX MYCTbIHHUKOB, CTPAHHMKOB, MOHAXO0B, OT-
LeNbHMKOB Ha GOHe ner3axa, CTaBLlero CMMBOIOM HALMOHA/IbHOW
KpacoTbl, HecTepoB co3fan o6pa3s Poccum, cTpaHbl CBATLIX YyAec, rae
Yyes0BeK M NpUPoAa NPOHUKHYTLI €ANHLIM MOIMTBEHHbLIM CO3epLa-
HUEM. «...Ha 3eM/IM MUP B YenoBeLex 61aroBosieHnen. B KapTuHax 1
LLePKOBHbIX POCAMCSX XYA0KHNK MeYTan CKazaTb PyCCKOMY HApOAy «3a-
BETHOE CJIOBO O HEM camomy». OZiHA 13 ero NporpamMMHbIX paboT Hasbl-
Baetcsa «Ha Pycu (dywa Hapoaa)» (1914-1916).

Ha cBom, HauMoHanbHbLIN, Na4 HecTepoB BOM/IOLLAN OA4HY U3 CO-
KPOBEHHbIX TEM CUMBOIM3MA — MONCKM «3eM/IN 06ETOBAHHOMY. DTO OC-
HOBHOM 06beKkT >wusonuck [MMoBM ae LaBaHHA: cyacTaMBoe
YesI0BeYeCTBO Cpean YMUPOTBOPEHHOM NPUPOAbLI. BO MMS 04yX0TBO-
peHunst Npupoabl 1 Yenoseka HecTepoB npeobpakan AeNCTBUTENb-
HOCTb, genan ee 6ecnnoTHow, npuberas K pasbeneHHbIM, CTOBHO
3aTyYMaHEeHHbIM Kpackam, ynpoLLas 1 yToH4as, putmMmsnpys Gopmol 1
JNIMHUW, UCNOMb3YS FOBOPSILLME CONOCTABAEHUS UAN KOHTPACTbI. JTo-
BUMbIV MpUEM — U306paXKeHNE XPYMKUX MOTOAbLIX AePEBLEB, BHOCALLEe
HOTbI TPOraTeNbHOCTU, YACTOTbI, 334YLLIEBHOCTH.

Mopno6bHo BacHeL0BYy M HecTepoBy B ABpaMLIEBCKOM KPY>KKe Xy-
[LOXKHWKOB cocTosin U Muxamn Bpy6enb (1856-1910). DTOT BeNIMKUI
MacTep-yHMBepcan — xxmeonucey, rpaduk, CKkynbNTop, aBTOp AeKo-
pPaTMBHO-MOHYMEHTa/IbHbIX POCMMCEN, MAMOANK — BOMJIOLLAN Npea-
CTaB/eHWe 3MOXM CUMBOIM3MA O TOM, KaKUM A0/KeH BbITb TBOpeL,.
STO reHun, HafeNeHHbIN 4aPOM MPOHUKHOBEHMS B UHbIE MUPbI, «OT-
KyAa U3MepstoTCs BpeMeHa 1 Cpokun®. Ero TBOpYeCTBO 1 cyAbba Ha-
NOMWHANK flereHay O XyAOXHUKe, OAepXMMOM [1eMOHOM U
noryeaeHHoOM UM. «XyA0XKHMK 06e3ymen, ero 3aTonuaa Hovb NCKyC-
CTBa, MOTOM — HOYb CMepTU», — nucan A. Biok®. Ho Tak 1 O/KHO
BbITb: «XYAOXHNKM KaK BECTHUKM APEBHUX Tpareaum npuxoaaTt oT-
TyAa K HAM, B Pa3MEpPeHHYI0 XM3Hb, C NevaTbio 6e3ymns 1 poka Ha

nnuens.
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BOK BOCCNAB/ISA €r0 XYA0XKECTBEHHbIN A3bIK — «ANBHbIE KPACKK
W NPUYYANMBbLIE YepTeXK, NOXULLEHHble y BeyHoCTU». Camu Heaelw-
HWe MM1pbl BOK OMKMChIBAN B Kpackax Bpybens — «nypnypHO-nIoBbIe»,
«MyprypHO-TMIOBbIV CYMPaK», «CUHE-TUA0BbI MMPOBOW CyMpaky». 1 B
camom aene, Bpybenb co3an Co6CTBEHHbIN HEMOBTOPUMbIN S13bIK, KPW-
CTaNMyecknin, CBETOHOCHbIN, BCe MOMbLITKM MOApPaXxaTb KOTOPOMY

O60pa"|VIBa}1VICb Hey,anePl. Ha ero nosisneHve noBANSAN APEBHME Na-

MATHUKN XPUCTUAHCKOIO MCKYCCTBA, POCNNUCU U MKOHDI KNeBCKOM

Codun, BM3AHTUNCKME MO3AMKK, LMK akBapesnen Ha bubnenckme
TeMbl (1840-1850-e) AnekcaHapa ViBaHoBa.

Bpy6enb B pocnmcsx KUpuanoBckon Liepksm, 0CO6eHHO B 3CKM3ax
pocnvcen Bnagnmmpckoro cobopa, octaBmna 0bpasLibl MCKYCCTBa, YAN-
BUTE/bHbIE MO NOAJIMHHOMY Tparunsmy nepexxmsaHuns EBaHresnins. B Hux
NOSIB/IAETCS HEMOBTOPUMbIN XyA0XKECTBEHHDIN S3bIK Bpybens, ero Ta-
WNHCTBEHHDbIV MUP, CI0BHO «MefSLWMIA» Ha FPaHWN IBOVHOIO BbITUS.

Bce npou3sefeHns XyA0XHMKa — OTPaXKeHME ero IMYHbLIX Apama-
TUYECKUX NepexXnBaHui. B nkoHe «boromaTepb» 3anedyatieH o6amnk
3. MpaxoBou, 0bbekTa ero HepaszaeneHHom NtobBM. XpucToc («Ionosa
XpucTtar, 1888) Bpybens — BONIOLWEHNE MATEXHOIO 1 TParm4yeckoro
nyxa aBTopa — 61130k ero [leMoHy. B CKa3oyHbIX 1 MUPONOrNYeckmx
06paszax y3HaBaeMbl HepTbl ero XeHbl, neBnLbl H. 3abensl-Bpybesns.

LeMoH («ZleMOH (cnasawmin)y, 1890; «4eMoH neTawmnny; «leMoH
NMOBEPXKEeHHbIN», 1902; WAMOCTPaLMM K nosme M. JlepMOHTOBa
«[leMOH», 1890-1891) He aHTUTe3a XpUCTY. 3TO, MO MbIC/IM AaBTOPA, He
4epT 1 He AbsABO, a «[lyX YenoBeYeCknin, CTpafatoLLMIA U CKOPBHbIN, HO
BNACTHbIV U BeIMYaBbI». XyAOXHMK CTan co3fatesnemM poMaHTUye-
CKoro Muda o KpacoTe, MOLLM, OAMHOYeCTBe YenoBeka. B ocHoBe cBoel
3TOT MU NpeaCcTaB/SeT MMPOBOCNPUATME FreHNANbHOIO MacTepa, ro-
HMMOTO YepHbIO, M3ros 1 OTLLEeNeHLa, TMOHYLLEero, HO He yTpaTUBLLEro
CUJbI AyXa U KPacoTbl.

[JlemoHunyeckas Tema 6bina ntobrMa CUMBOIN3MOM, MOCKObKY
OHa N03BO/ISNA PA3MbILLIATL O BEYHbLIX BONPOCax 406pa v 313, XKM3HU
1 CMEpTU, BEHHOCTU 1 6eccMepTus. «[lbsiBO/Ibl BCEX MACTEM», MO Bbipa-
>KeHWto J1. ToncToro, HaBOAHWAM UCKYCCTBO KOHLUA Beka. Ho [1leMoH
Bpybens He ctan BonsoLeHnem 3na. OH CloxeH, rybok, NpoTusope-
4YMB, OMYCKAET MHOXECTBO TOKOBAHMI — B 3TOM €ro LIeHHOCTb.

3HameHaTesbHa 419 Npov3BeAeHMs CUMBOIN3MA, Kak eBponen-
CKOro, TaK U pyCCKOro, ero CBsi3b C IMTEpaTypou, B AAHHOM CJly4ae C
nosmow M. JlepmoHTOBa «/leMOH». ELLLe NepeaBUKHINKI YaCcTO NCMOSb-
30Ba/IM IMTepaTypHble CIOXKETbI B CBOMX KapTUHAX. CUMBONCTLI OTAA-
Ba/IN npefnoyTeHne mMudam, nereHpam, ckaskam. Bpybenesckue
«LlapeBHa Jlebenb» (1904), «MaH» (1899), «MpuHLecca pe3ar (1896),
«Bonbra v Mukyna» (1896), «boraTbipb» HaBesHbl CKa304HO-MUGON0-
TMYECKUMU CIOXKeTaMM. Xy/[0XKHMKa BOJITHOBAIM «BEYHbIE CMYTHUKMY
4yenoseyecTsa, Takme kak PaycT, FamaeT. Y HeKOTOPbIX U3 HUX MTOMUMO
NINTepaTypHOro ecTb U APYror UCTOYHMK — My3bIKa, TOYHEE My3blKasb-
HbI TeaTp.

Bpy6enb oTAan AaHb NomMckam naeana HauMoHaabHOW KpacoTbl
B MaMo/INKaX Ha TeMbl PyCCKMUX CKA30K U BbIIMH, UCNOHEHHbIX B AB-
pamMLLeBCKOM FOHYapHOW MacTepCcKoW. JINNOBbIe, 30/10Tble, NepenvBya-
Tble NoavBbLI coobwany ero pabotam GaHTaCTUHECKYIO 3bI6KOCTL 1
TaVHCTBEHHOCTD, B HUX MPOSIBU/ICS BENNKNI Aap AeKopaTUBMUCTa.

MonHbIM Tparnyeckoro nagoca noptpeT CaBBbl MaMOHTOBA
(1897) kncTH Bpybens okasancs cBoero poaa Npopo4ecTBOM O cyabbe
3TOro YAMBUTENLHOrO YenoBeKa, pa3HOCTOPOHHE OJApeHHOr0, Mpo-
ABMBLUEro cebs BO MHOrMX 061acTsx, bnectailero npeanpuHumarens,
MHOro cAenasLuero a1 Poccum, Ho Nory61eHHOro N0XKHbLIM HABETOM.
MoA/IMHHOMO CMHTE3a apXUTEKTYPbI, XXMBOMMUCU, MPUKNAAHOIO NCKYC-
cTBa Bpybento yaanoch AoCTUYbL B 0POpMIeHMM 0COBHsAKa CaBBbl
Mopo3oBa.

Bpybens — camas KpynHas u tunuyeckas Gpurypa pycckoro cum-
BO/M3MA. Bcnep 3a HAM HeO6X0AMMO Ha3BaTb BukTopa bopucosa-
MycatoBa (1870-1905). B oTauume OT Tparm4yeckoro, MOJHOro
POKOBbLIX MpeAyyBCTBMI TBOpYecTBa Bpybens Bopucos-MycaTos
MNCKan CBOI «3eM/to 06eToBaHHy». O4apoBaHHbIN TBOPYECTBOM
Mioeu fe LaBaHHa, n3bpasLuero Ans cO3faHMs MAeaNbHOro Myupa
A3bIK Knaccnyeckmx Gopm 1 obpasos, bopmcos-MycaTos obpatmacs
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KOHCTAHTUH COMOB

OAMA B rOJIYBOM.

MOPTPET EJIN3ABETbI MUXAWM/IOBHbI
MAPTbIHOBOW. (1868-1905).
1897-1900

XONCT, Macn0.103x103

rm

KONSTANTIN SOMOV

LADY IN A BLUE DRESS.

PORTRAIT OF YELIZAVETA MARTYNOVA
(1868-1905).1897-1900

Oil on canvas. 103 x 103 cm

Tretyakov Gallery

K UMMNPECCUOHNU3MY, NOAYUHUB ero npmemMbl BOMIOLEHUIO MeYThl,
BOCMOMWHAHWMIO O NPOLLIOM. OTKPbITble UMNPECCUOHMU3MOM roJlybble
1 3efieHble Kpacku, LiBETHbIe TeHU, TPENETHOCTb Pa3fe/lbHOro Maska,
CIY4aMHOCTb KOMMO3ULMIN XYA0XKHMK UCMONb30Bas A8 COBCTBEHHbIX
Lenen — Co3AaHUS XXMBOMMUCHbBIX 371€r1I, BOMIOLLEHMS MPU3PAYHOro
MUpa MeyTbl. FepoMHen ero HoCTanbrMyecknx NpomsBeAeHUn ctana
XKEHLWMHA — OAMH U3 Ntobumeniumx 06pasos cMMBoan3mMa. Y bopu-
coBa-MycaToBa 3TO He O4YeHb KpacuBasi COBpeMeHHMLA, XeHa, ce-
cTpa, noapyra («FapmMoHus», 1900; «lobeneH», 1901; «Bopoem»,
1902-1903; «[pm3pakm», 1903). MNnaTbe ¢ KPUHOANHOM U3 APYron
anoxu, n3 XVIII Beka, n1b nogvyepkmMBaeT ee Heo6bACHUMOE NO3TU-
yeckoe obasiHMe 1 0AHOBPEMEHHO CKPOMHOCTb M AadKe 06blAEHHOCTD.
DOHOM ero KapTWH C/Iy>KaT CTapUHHble ycaaebHble 0COBHSKM, NapKu.
Kak MHoOruve ero coppemeHHunKn, boprcos-MycaToB CTpeMU/ICS CO3-
[aBatb NpovseedeHns 6oabworo cTuas. OH NpeoaoneBas HaTypHoe
BUAEHME MMNPEeCcCMoHM3Ma, NpesBpaLlas KapTuUHy B eKopaTUBHOe
NaHHO, yN/IOLEHHOe B Ayxe Gpeckn, pUTMU3MPOBAHHOE, HACbILLEH-
HOE C/IOXKHbIM ABMXXEHNEM XXEeHCKMX GUTyp, TO YCKOPSIIOLLIMMCS, TO 3a-
Me[JIeHHbIM, MPUOCTAHOB/IEHHbIM, NHOT A MOBTOPEHHbLIM PUTMOM
pacteHu. Ocoboe BHUMAHMe OH yaensan GakType XoncTa, Bkaoyas
ee [lekopaTMBHble CBOMCTBA B co3faHue obpasa. MepenneteHuns

HUTEN, B KOTOpPble BTEPTbI CIOBHO nobnekwme KpaCku, HanoMnHatoT

CTapMHHbIIZ robeneH. MaTepuranbHOCTb MaC/SIHOM XMBOMUCK XyL40XK-

HWUK CMEeHWA Ha TeMnepy, ILWeHHYI0 rpyboro 6aecka n spkoctu. Nc-
KyccTBO bopucosa-MycatoBa He MMesio OMopbl Ha INTepaTypy, ero
paboThl, KaK NPaBWI0, He OTANYANNCL Pa3BEPHYTLIM CHOXKETOM. Kak
Heb3a 6os1ee K X XapakTepucTnKe NOAXOAUT My3biKasibHas TepMuU-
HO/IOT 1S, OHW HecyT B cebe CIOXHYI0, Pa3BUBAOLLYIOCS MENOANIO,
rapMOHMIO, MOTUMB. «Menoamns rpyCcTn CTapMHHOW» — TakK Ha3blBas Cam
XYLOXHUK cofepKaHune cBOMX paboT.

MeuTaTensaMm O NpOLLIOM, «peTPOCNEKTUBHLIMY MeyTaTe1siMU»
Ha3Ban XyAoXXHMKOB «Mwupa nckyccTea» KpUTmk Ceprert MakoBCKUNA.
TOHKME 3HATOKM CTWU/IEM NMPOLLAOrO U HACTOSILLEr0, B O4HOMMEHHOM
XKYPHAJIe OHWM XOTeNN MO3HAKOMUTL PYCCKOe 0BLLEeCTBO C HOBENLLVMM
TeYEeHUSAMU MUPOBOW Ky/NbTypbl, B TOM YMC/IEe U C CUMBOIM3MOM. B
cTaTbe «CI0XKHble BOMPOChI»’, MO CyTW nporpammHon, C. [isrunes, op-
raHW3aTop 0bbeanHeHUS, XXypHana, 3atemM «PyccKmx Ce30HOB» B MNa-
puxe, psAoM Co cTapbiMu «6orammy — xkoTTo, Lekcnmpom, baxom —
npusbiBasa CTaBuUTb MMeHa JocTtoesckoro, BarHepa, Miosu ge Lla-
BaHHA. B >xypHane nyb6MKoBannCh CTaTb 06 aHMNMNCKNX, GpaHLLy3-
CKWUX, CKaHAMHABCKMX cumBoancTax (Axx. Yuctnepe, M. MoBu ge
LllaBaHHe, 3. MyHKe, O. bepacnee n Ap.). B>kypHasne cCOTpyAHUYaNu nu-
caTenn-CUMBONNCTLI . MepexkKoBCKui, 3. Funnuyc, B. Po3aHoB, AHA-

pein Benbii, B. BPIOCOB, XOTA MEXAY PEUTMO3HBIMU UCKATENAMMU,



ANEKCAHP BEHYA
NPOrYJIKA KOPO/151.1906

KapToH, ryalub, akBapens, 301070, cepebpo,

rpaduTHLIV KapaHaal. 48 x 62
(D

ALEXANDER BENOIS

A KING WALKING. 1906

Gouache, watercolour, gold, silver, graphite
pencil on cardboard. 48 x 62 cm

Tretyakov Gallery

iMTepaTopamm 1 3CTeTaMm-XyA0XKHUKaMM, OCHOBATeNIIMU SKypHana,
He 6bI10 cornacus. JinTepatopam 6biIv He Mo AyLue OTCYyTCTBUE MUCTU-
Lm3ma, 6e3boxkme Xy[A0XKHNKOB, MOMCKM KPacoTbl KaK KOHEYHOW Lienu
ncKyccTBa. «Kpacmeas IMHMUA» — OAHO M3 MpeAnonaraeMbiX Ha3BaHMM
BO3POXAEHHOro B 1910 roay «Mupa nckyccrean. Begylime macrtepa
3TOro Kpyra — AnekcaHap beHya (1870-1960), JleB bakcT (1866-1924),
KoHcTaHTUH CoMoB (1869-1939), McTnucnas Joby>KMHCKMI (1875-1957)
— 6bINM yHMBEPCAbHbI MO AAPOBAHUSIM.

FpadpuKm, oPopMUTENN KHUTU, MOHYMEHTANUCTDLI, NpUKIaj-
HWUKW, TeaTpasibHble XyAO0XHUKN, NcaTeNn, XyA0XKeCTBeHHbIe Kpu-
TUKU, OHWU CTPEMUITNCH K CO3AAHMIO «KPACKBBIX LIEJIOCTHOCTEMN, TO €CTh
K CUHTE3Y UCKYCCTB B OHOM MpOV3BeAeHNN. MIM yaanoch oCyLwecTBUTb
€ero B KHure v B Teatpe. «MeaHbIV BCaAHUK» NywknHa — berya, «<benble
Houm» [locToeBckoro — [loby>KMHCKOro cTanu obpasuammn CooTBeT-
CTBUSA NONNTPAPUHECKMX U XYA0XKECTBEHHbIX 31IEMEHTOB. [epoeM Kax-
[0V U3 3TUX KHUT cTan mobumbin MeTepbypr — ropoa, HafeNneHHbIN
MWUCTUYECKOW AYLLOW, CNOCOBHOM BAVSATL HA CyALOY Henoseka. B cBomx
KaMepHbIX rpadryecknx Npom3BeAeHNsSX OHM UCKanU KpacoTy npo-
wnoro, obpaliasch K eBpornenmckomMy, NocaeneTpoBCkoMy, nepuoay
passuTKsa Poccuu. IX npuBaeKani He BeMKME NCTOpUYecKme CBeplLue-
HWS, @ CKOpee «AHen MUHYBLUMX aHEKAOTbI», MPOrY/IKU BEIbMOXK, KO-
ponew, uapew 1 LapuL, Ha GOHe CTapUHHOW apXMTEKTYPbI, PeryasipHbIX
napkoB. CBOero poaa «3emnen 06eToBaHHOWN», BEPHee «KpacKBON Lie-
NIOCTHOCTbIO» 6611 ANs A. beHya Bepcanb, pe3naeHumns kopons Jltofo-
BMKa XIV, K1acCMUMCTNYECKNI aHCaMbb apXUTEKTYPbl 1 MAPKOBOW
NPUPOAbLI. XyAOXKHMK N060BaNCS MM B CBOMX paboTax BepcanbCkoro
LMKna, Takmx kak «@aHTasuns Ha Bepcanbckyto Temy» (1906), «Iporynka
koponsa» (1906) un Ap. VipoHuyeckn fedOopMUPOBaHHbIE GUrYpKM
Nofien, HacenaLLmMX 3TN Nensaxu, KOHTPACTUPOBAAN C BeNNYMEM,
CTPOrOCTbIO M SCHOCTLIO apXUTEKTYPbl. YCIOBHOCTb A3blKa rpadpuikm

npespaLLana 3Tv CLEeHKM B CBOEro POoAa BUAEHUSA. IpOHUS, CBONCTBEH-

Hasi MMPOOLLYLLLEHWIO XYA0XHUKOB 3TOr0 Kpyra, paspyluana Bepy B

4yA0. JIMPUYECKNN FPOTECK — TaK Ha3blBa/IM UX CHOXKETHbIE KAPTUHbI CO-
BPEMEHHUKM.

«IX0 npoLuesLlero BpemMeHn» (1903) — ogHa u3 pabot K. ComoBa.
XyAOXKHWUK M306padkaeT peasinvi CTaporo ABOPSIHCKOrO BbiTa an Kypbe3bl
BPOZE NOAYLUKM C BbILUMTOW Ha Her coBavKkon. MUPUCKYCHUKM HAcnax-
[ANNCb «CKYPUTbHOCTSIMU» BCAKOMO POAA, TO CTb 3a6aBHbIMU 1 MUKAHT-
HbIMK geTanamu. «[ama B ronyb6om» (noptpeT E.M. MapTbiHOBOW,
1897-1900) K. COMOBa — MOPTPET, TUMNYHBIA /18 CUMBOAM3MA. CBOIO CO-
BPEMEHHMLYY XYAO0XHUK NpeobpaXkaeT, 0AeBas B NaaTbe C KPUHOANHOM,
rnometLlas Ha poHe CTaporo napka. J/INLo repovHN Npun 3TOM COXpaHseT
0COBEeHHOCTM XapaKTepa 1 BHYTPeHHero Mypa 4esioBexka KoHua XIX Beka.

Hanbonee 6113KNMM K CUMBOIN3MY MOXKHO cHmTaTh M. [O6Y>KMH-
ckoro. OTAaB AaHb, Kak U apyrue mactepa «Mupa NckyccTsan, KyabTy
cTaporo MeTepbypra, n306paXkeHu1to ero BeN4ms 1 rapmoHun, [1oéy-
XKMHCKMI NO3Xe OTKPbIN ANs Cebst M3HAHKY ropoaa, MopasmnBLLYIO ero
cBOen nevanbto. B nensaxax Metepbypra, BuabHo, JIoHAOHA, cepun
daHTaCTU4eCKMNX M306paXKeHNI «FOPOACKIME CHbI» XYA,0XKHUK CyMen ne-
pefaTb TAMHCTBEHHYIO M 3/10BELLYIO AyLLy rOpoAa, BpaXKAebHoro veno-
BeKy. DTOMy CnocobCcTBOBaMN FpUMachl U Kypbesbl CAMOro ropoaa —
KUPNNYHble 6paHAMay3pbl, FIyXne CTeHbl 1 6eckoHeYHble 3abopbl, ny-
CTbIpW, ABOPbLI-KONOALbI, LOMOPOLLEHHbIE BIBECKW Y BUTPUHDI, 3/10BE-
LMe UK Henenble HaanNucK, GOHapK, KOHTPACTbl CTAPOro U HOBOTO.
XYAOXKHVK B HUX YBUAEN FOPbKYIO MO33MI0 U TarHy. [JOOy>XMHCKNN
npefpekaeT rpsayLLyto yrposy TeXHOreHHOM LMBUAN3ALIMWN, MPOTUBO-
NOCTaBNSAS OAYLWEBNEHHbIE MALUMHbI U MeXaHM3Mbl TOINaM OANHAKOBO
6e31MKMX NOACKMX CYLLLEeCTB. Ero nosiHas akcnpeccum rpaduka obna-
flana CBOMCTBOM BbIPAXKEHWS TAMHCTBEHHOMO M GaHTaCTUYeCKOro.
CBOW KOMMO3ULMMN XYA0XKHNK CTPOWA, Nprberas K HeOXXMAAHHbLIM TO4-
KaM 3peHus, BblIbrpas cTpaHHble pakypChbl, UCMO/b3ys MO3TUKY HAMEKOB
M MHOCKA3aHUM (MobUMbIn npuem «Mupa nckyccTaar). LobyXMHCKni
rOBOPW O CBOEN MPUPOAHOM CMOCOBHOCTM Pa3inyaTh 3a 06bIAEHHbLIMU

npeamMeTamy Kakme-To CKpbiTble, CMYTHbIE, TAUMHCTBEHHbIE 06pa3b|.




ANNEKCAHAP BEHYA
®AHTA3USA HA BEPCAJIbCKYIO
TEMY. 1906

bymara Ha KapToHe, ryallb, nepo,
rpadUTHbIN KapaHaall. 49,6 x 67,7
rr

ALEXANDER BENOIS
AVERSAILLES FANTASY. 1906

Gouache, pen, graphite pencil on paper

mounted on cardboard. 49.6 x 67.7cm

Tretyakov Gallery

pycckoro cumsonmsma // bnok A.Cobp.

co4. T.5. M.; /1.,1962.

Tam xe. C. 426.

Tam xe.

Tam xe. C. 421.

Tam xe.

Tam xe.

Asirunes C. CNoxHble BONPOCh! //
Mwp nckycctsa. 1889. N2 1-2, 3—4.

Tamxe. C. 432.

Bnok A. O coBpeMeHHOM COCTOSIHUMN

O6pas MeTepbypra — NpekpacHOro ropofa, 3acThbiBLUEr0 BO

BpPeMeHW, BeYHOro, — MosiBUACA 1 B rpasBiopax A. OCTpOyMOBOW-
JNebepeBon.

CUMBO/IM3M Hec B cebe npeAyyBCTBUE BEIMKMX KaTak/IM3MOB
XX Beka. PeBoNOLMS 1905-1907 rOA0B NOCTABWAA Nepes, pycCckmm 06-
LLIeCTBOM BOMPOC: YTO XAET POCCMIO? XYA0XKHUKM «MuUpa NCKyccTBa» B
CBOMX paboTax NonbITaNNCL AaTb OTBET. J1. BAKCT B KAPTUHE «/[lpeBHUI
y>ac» Hanucan 6oruHio nobem AGpoanTy Ha GoHe ByLuyioLLen CTu-
XK. JLOBY>KMHCKNI B 60MLLLIOM pUCYHKe «[loLenyi» Takxke npopoye-
CTBOBAaJ1 0 TOPXKECTBE /II0H6BU 1 KPaCoTbl B TMOHYyLLLEM MUPE, M306pa3mB
BAO6NEHHYI0 Napy B pyLialemcs ropoge. beHya 1 COMOB pacckasbi-
Ba/IV O MOSIBNIEHWMN CMEPTU NOZ, Mackor ApaeKnHa Uan B HepHOM ofes-
HWW Cpefiyt MbIWHOro N1pa Uan Beceaoro mackapaga.

C1MBOIN3M, €r0 MUPOOLLYLLEEHME U A3bIK MOB/INSAIN HA TBOpYe-
CTBO XYAOXHNKOB «Mmpa NCKYCCTBa», HO 3CTETUYECKOM UMPbl B HEM
6b1/10 3HaYUTENbHO B0o/IbLLe, YeM NOASTMHHOIO MPOHUKHOBEHWS B MHbIE
CYLLHOCTW.

Co3HaTenbHOW NOMbITKON 06paTUTLCS K CUMBOJIM3MY 6bI1O TBOP-
4eCTBO XYA0XHMKOB «[0/1y60M po3bin, 06beANHEHS, HA3BAaHHOO Mo
MMEHM BbICTaBKK, COCTOSBLLENCS B1907 rody B Capatose. Camo Ha3Ba-
HWe BbIpaxXkasio pOMaHTUYeCKMe yCTpeMIeHNS MOMOAbIX XKMBOMUCLIEB.
Aapo 0bbeaHEeHNs COCTaBASAM XYAOXKHNUKM . Ky3HeuoB, M. YTKUH,
ckynbnTop A. MaTtBees, B Hero Bxoannu Taioke C. CyaenknH, H. Cany-
HoB, A. Apanos, H. ®eodunnakTos, pasHblie N0 YPOBHIO AAPOBAHNSA U
HanpaeneHunto TBopyecTBa. CaMblvi TANAHTIMBLIN MacTep 3TOro Kpyra
M. Ky3HeLoB (1878-1968) 6b1n y4eHMKOM B. bopucoa-MycaTosa, Takxke
Kak M. YTKnH 1 A. MaTBees, 1 Ha MepBbIX MOpax NpoA0/Kas U pa3smsal
ero niacTnyeckue naen. B cBoMx CMyTHbIX U HeornpeaeeHHbIX MUCTU-
Yyeckmx 0bpasax, He nogaarowmxcs gelndposke 6e3 NoacKkasku B BUae
Ha3BaHWS, OH BOM/OLLA/ NPU3PAYHbIA MUP, MOYTU HE UMEOLNI aHa-
JIOTNI C peanbHOCTbIO. TeMbl ero KapTuH — MaTepPUHCTBO, AETCTBO,

HepoXXaeHHble MAafeHLbl. «F0y60e LapCTBO HEPOXKAEHHbIX MAAAEH-

"

LLleB» — OAVH 13 3MN3040B NMbecbl M. MeTepanHka «CruHaa ntuuar. Jlyy-
LIen KApTUHOW ero CMMBOJIMCTCKOrO Nepuoaa cTas «ony6omn GoHTaH»
(1905). B HeM HaLAM OTpaXkeHMe XxapaKTepHble 0COBEHHOCTM XXNBO-
NMUCHO-NNACTUYeCKOW MaHepbl Ky3HeloBa, TAroTeHne K fekopaTuB-
HOMY MaHHO B [yXe MOAepHa C ero KeaapaTHbiM GOpmaTom,
MNIOCKOCTHOCTbO, OPHAMEHTANbHOCTLIO, PUTMOM Pa3HOO6Pa3HbIX y30-
POB M NAaBHbIX U30MHYTbIX TMHUIA. B KonopuTe nonoTeH Ky3sHeLoBa
npeobnagaloT cuHue, ronybole, NMMAOBbIE OTTEHKM LiBETa, CTaBLuMe
nocne Bpybens nm MycatoBa TPaAWLMOHHLIMW [15i BOM/OLLEHUS
TavHbI. lekopaTvBHas KpacoTa NoaoTeH ykmMBaeTcs ¢ 4epopMmpoBaH-
HbIMW INLLAMUN MePCOHAXEN, YTO YyCUIMBAET TAaMHCTBEHHOCTb 1 CTPaH-
HOCTb €ro HesgewHux Mupos. [lpuctpactve XyOoXHMKA K
1306paXkeHnto TekyLLLer BOAbI CIOBHO MOACKA3aHO BeAyLLMM MOTUBOM
MOAEpPHA — MOTMBOM BOJIHbI. BMecTe C YTKMHbLIM 1 MaTBeeBbIM Ky3He-
LLOB OCYLLIECTBNISET CUHTE3 UCKYCCTB, 0POPM/ISS 4eKOPATUBHbBIMW POC-
nucamu sunny A.E. >)Kykosckoro 8 Hoom Kyuyk-Koe B Ctapom Kpbimy.

B1910 roay ymep M. Bpybenb. Ha cmeHy >kypHanam CMMBOIM3MA
«Becbi» 1 «3010TOe PyHO» MpuLLen «AN0N0H», NponaraHAnpyoLWwmnin
K1aCCMYeCcKyto SCHOCTb. Dnoxa CMMBO/IM3MA Noaxoauna K KoHuy. O6
3TOM B 1910 rOAy A3bIKOM M03Ta U MUCTUKA BO3BECTU BioK. OH BUAen
LeHHOCTb UCKAHWU CMMBO/IM3MA B TOM, YTO «OHW-TO M 0BHapPY>KMBaOT
COYeBMAHOCTbIO OO BEKTUBHOCTbL M PealbHOCTbL "Tex MMpoB".
Ho MmncTryeckas cBsizb C UHbIMW MMPaMKM OKasasiacb yTpayeHa. «/1mno-
BbI CyMPaK pacCemBaeTCs; OTKPbIBAETCA NyCTas paBHWHA — AyLUa, ony-
CToleHHas nupom. NycTaa fjanekas paBHUHA, a HaJ Heto — nociefHee
npefocTepexxeHne — xBoctartas 3pegan®.

XYLOXHUKM-CUMBOIUCTbI BbIPa3u/iv B CBOEM TBOpYeCTBe Tpe-
BOTY O cyAbbax Poccum, CTpeMUANCH yraaaTh TalHble 3HAKN CyabobI,
HanTu yKasaHue nytn. CUMBOIM3M He yXOAMT COBCEM — OH CTAaHOBUTCS

KNACCUKOM M MPOBOIro NCKyCCTBA.
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Art

ALLA GUSAROVA

MWXAWUN BPYBEJIb
LEMOH NOBEP)XEHHbIN. 1902
XOACT, Macs10.139 x 387

FLOURISHING IN THE LATE 19TH-EARLY 20TH CENTURIES, SYMBOLISM ASPIRED TO CONVEY IN rr

ART INTUITIVE INSIGHTS INTO DIFFERENT REALITIES —~THE REALITY OF DREAM, REVERIE, MEM- MIKHAILVRUBEL

ORY, FAIRY TALE, LEGEND, OR THAT OF A DIFFERENT, HIGHER WORLD. THIS NEW WORLDVIEW, zf“”"“"w?g‘":;]f”
REPLACING POSITIVISM, BECAME ONE OF THE FEATURES OF THE CULTURAL SILVER AGE IN RUS- Tretyakov Gallery

SIA, AND EMBRACED ALLAREAS OF CREATIVE ENDEAVOUR, INCLUDING LITERATURE, PAINTING

AND MUSIC. RUSSIAN WRITERS AND POETS SUCH AS ALEXANDER BLOK, ANDREI BELY AND VY- ntatn et 1500
ACHESLAV IVANOV, AND THE RELIGIOUS PHILOSOPHERS VLADIMIR SOLOVIEV, PAVEL FLORENSKY pone e s
AND SERGE| BULGAKOV BECAME EVANGELISTS AND INTERPRETERS OF THE NEW MOVEMENT: S
THEY PREACHED ABOUT THE MYSTICALAND EVEN DIVINE ESSENCE OF ART WHICH WAS BOUND THE SWAN PRINCESS. 1900

QOilon canvas. 142.5x 93.5cm

TO TRANSFORM THE WORLD. Tretyakov Gallery
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MWXAWUN BPYBEJIb
FOJIOBA XPUCTA. 1888
[locka, Macno.19,1x14,7
rmr

MIKHAILVRUBEL
THE HEAD OF CHRIST. 1888
Oilonwood, 19.1x14.7¢cm

Tretyakov Gallery

The artist was to play the role of theurgist. "‘From the very begin-

ning, the Symbolistis a theurgist, in other words, a possessor of the sec-
ret knowledge with the secret action behind it,” Blok wrote in1910 ."We
are the few who know, i.e. Symbolists"2. The cornerstone of the new art
was “two-worldism” - the combination of two elements: the empirical
and intuitive, perceivable through the senses, and the unperceivable.

Evaluation of awork of art's quality became predicated almost en-
tirely on spirituality, and its insights into the mysterious soul of the
world and mankind."To speak through the soul without words": this line
of Afanasy Fet was repeated by Alexander Blok, who recognised in it
every artist's ambition.3

Music was the art best suited to express things inexpressible and
inscrutable; characterising a painting as musical was the highest praise
that could be bestowed on a work of visual art. Melody, harmony,
rhythm, and the tonality of colours, lines and forms were the most ap-
propriate transmitters of the essence, the spirit. Musicality did not refer
to the author's engagement with music as an individual: according to
his contemporaries, Alexander Blok, who often used the word “music”
in his literary works (like his widely-known phrase, “Listen to the music
of the revolution”), did not even have an ear for music. Musicality meant
the expression of a work’s content and also referenced this work’s for-
mal properties. Given this musicality, the language of Symbolism was
rich in suggestiveness.

Artwith its credo, "Beauty will save the world”, was again aspiring
to beauty. Like other countries in Europe, Russia was looking foran uni-
que national beauty and a national style with original roots reaching
back to the Middle Ages and a source in folk art.

The preferred idiom of Symbolism in Russia was the Moderne, a
national version of the era’s new decorative style, called Art Nouveau,
Jugendstil or Secession elsewhere in Europe. The new style wanted to be
monumental, expressing the essence of its times and embracing all areas
of life, from daily routines to religion. Architecture was to dominate, with

painting and applied art stylistically and conceptually related to it.
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Symbolism used different styles, such as Impressionism and Clas-
sicism. The impressionist element of light and air was especially suitable
for the representation of the different, volatile and mysterious reality,
whether the higher reality of the transcendental world, the borderline
states of the psyche (like dreams, reveries, memories and visions), or
the surreal atmosphere of myth, fairy tale or legend. Myth-making was
one of the main objectives of Symbolism, as the poet Fyodor Sologub
wrote: | take a piece of raw and dirty life and make a legend from it,
since I'm a poet”

The symbolist imagery of nature gravitated towards the mood
landscape, of which Isaac Levitan's “Eternal Rest” (1894) is an outstan-
ding example. The Symbolists in their landscapes put as much emphasis
on the artist’s feelings and emotions, on reflections about things eter-
nal, as well as insights into the mysterious soul of nature, as on actual
realities.

Although still expected to include an element of likeness, the port-
rait acquired new qualities too, as artists became more interested in
their sitters' spiritual core and quintessence — the final reckoning of their
model’s life rhythm and fate — than in their character and social stan-
ding. Portraitists now focused on the face and the mask — either on the
dualism of the individual's image, or on the dominance of one of these
two aspects.

Every narrative addressed had an imprint of the artist's own indi-
viduality. Artists were gaining insights into the soul of things, relying on
their personal experiences and individual view of life. From this came
the richness and diversity of the artwork, and the greater or lesser de-
gree of its profundity. Some saw in the language of Symbolism an arti-
stic technique expanding the boundaries of art, while for others it was
an attempt to penetrate a different, higher reality.

European Symbolism had an impact on its Russian counterpart.
The two had common roots, including primarily the art of the Quattro-
cento painters Fra Angelico, Giotto and Botticelli, and the English Pre-
Raphaelites, William Holman Hunt, Dante Gabriel Rossetti, John Everett
Millais, and especially “the father of Symbolism”, the French painter Pi-
erre Puvis de Chavannes. The Russian masters were attracted to those
European painters whose worldview was closest to their own Russian
mentality in its purity, naivety, sincerity and lyricism.

Symbolism in Russia developed along the same broad lines as its
international equivalents, but it also had a distinctive historical bac-
kground and lineage which to a large degree defined its originality. For
some Russian artists, the composition of “The Appearance of Christ Be-
fore the People” (1837-57) by Alexander lvanov (1806-1858) was the first
symbolist accomplishment in Russian art: the artist Mikhail Nesterov
saw an instance of mystical revelation captured in it.

This painting became an ideal of sorts for realist painters from the
“Peredvizhniki” (Wanderers) movement. Nikolai Ghe (“What Is Truth?’
Christ and Pilate”, 1890;"Calvary”,1893), Nikolai Kramskoi (“Christin the
Desert”, 1872; “Laughter. Hail, King of Judah”, 1877-82), Vasily Polenov
(“Christ and the Sinner”, 1886; the Gospel series“Scenes from the Life of
Christ”, 1896-1909) were among the artists who in their own way at-
tempted to picture Christ, the episodes of His earthly life, and the land-
scapes of the Holy Land. As realist artists, they humanised Christ,
representing Him as the best of men, created, like them, from flesh and
blood.

Thanks to Ivanov Christianity became one of the sources of Rus-
sian Symbolism, not only in relation to the artefacts of Orthodox Chri-
stianity such as icons and church murals, but also in painting and
sculpture. ViktorVasnetsov (1848-1926), who created realistic pictures of

a magic world of fairy tales and sagas, considered Ivanov's Messiah the
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greatest Christ ever. Vasnetsov strove to depict a universal,“pan-human’,
as wellas a"Russian” Christ, but like all the other"Peredvizhniki” realists,
he was constrained by his attachment to lifelike forms. With his Slavop-
hile focus and love for Russia, its nature and people, and his traditional
Christian Orthodox faith, Vasnetsov was one of the forerunners of the
movement; he created a new style of church murals which, combining
realism and academism, differed from the traditions of ancient icons and
murals. Creating images of saints, martyrs, prophets and the Church fat-
hers, he sought to express a national moral ideal, of which Christ was
the supreme embodiment. Within the Abramtsevo group of artists who
gathered at Savva Mamontov's estate outside Moscow, Vasnetsov was
in the vanguard of the search for a neo-Russian style.

The art of Mikhail Nesterov (1862-1942) was in many ways influ-
enced by Vasnetsov. Like lvanov before him, Nesterov was determined
to create a composition featuring the appearance of Christ to the Rus-

sian people, but some of his attempts did not achieve the profundity for
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which the artist had hoped. Influenced by the European masters, the

early Renaissance painters, the Pre-Raphaelites, Puvis de Chavannes
and Jules Bastien-Lepage, the strongest force nevertheless shaping his
symbolist outlook was a personal mystical experience related to the
early death of his beloved young wife. Nesterov's most artistically ac-
complished and profound piece,"The Vision of the Young Bartholomew”
(1889-90) seamlessly combined lyrical imagery of Russia with animage
of a different, higher reality, and revealed the mystical qualities of Rus-
sian nature. Such“otherworldliness” is felt especially strongly in his pa-
inting “The Murdered Tsarevich Dmitry”. In his compositions featuring
desert fathers, wanderers, monks and hermits in natural settings filled
with Russian beauty, Nesterov created an image of Russia as a land of
holy miracles, where man and nature are united in prayerful contem-
plation.“Glory to God in the highest, and on earth peace, good will to-
ward men”: the artist sought to tell the Russian people “the intimate

word about them” through his artwork, paintings and church murals.
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One of his landmark works, originally titled “Christians”, or “Truth Se-

ekers”, was finally retitled“In Rus' (The People’s Soul)” (1914-1916).

In his peculiarly Russian manner Nesterov realised one of the in-
nermost themes of Symbolism, the search for"the land of promise”. That
is the dominant subject of the art of Puvis de Chavannes — humankind
happy amidst a serene nature. Eager to spiritualise both nature and
man, Nesterov transformed reality, made it incorporeal by employing
mist-tinted colours diluted with white, simplifying, thinning out and
lending rhythm to forms and lines, and using suggestive juxtapositions
or contrasts. Nesterov's trademark compositional element is the fragile
sapling, which introduces associations of poignancy and purity.

Like Vasnetsov and Nesterov, Mikhail Vrubel (1856-1910) was also
a member of the Abramtsevo circle. This versatile master — Vrubel was
a painter, book designer, sculptor and the creator of large decorative
murals and majolica pieces —was an embodiment of the symbolist idea
of the creator, a genius endowed with the ability to penetrate other
worlds“whence terms of duration and time limits are meted out™. His
art and life evoked the legend of an artist possessed and destroyed by
the Demon."The artist went mad, he was submerged in the night of art,
and then in the night of death," wrote Alexander Blok®. But that was

how it should be: “Artists, like messengers in the ancient tragedies,
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come therefrom to us, into the measured life, with a mark of insanity
and fate on their faces."®

Blok extolled his artistic idiom —"the magnificent colours and ara-
besque contours ravished from Eternity”. He described those other
worlds using Vrubel's colours, “purplish-violet”, “purplish-violet dusk”,
“blueish-violet mondial dusk™ Vrubel indeed created an individual, une-
qualled idiom, crystalline and luciferous, all attempts to imitate which
have failed. The formation of this idiom was influenced by ancient Chri-
stianart, themurals andicons in the Cathedral of St. Sophia in Kiev, By-
zantine mosaics, and Alexander Ivanov’s series of Biblical watercolours
from the1840-1850s.

In his murals in the Church of St. Cyril, and especially in his drafts
for the murals in the Cathedral of St. Vladimir (Volodymyr) in Kiev, Vrubel
left us magnificent examples of his art filled with the most heartfelt tra-
gedy of the Gospel. These works reveal Vrubel's singular artistic idiom,
his mysterious world that seems to be lingering on the boundary bet-
ween two ways of existence.

All of the artist's pieces reflect his personal dramas. The icon“The
Mother of God” features the face of Emilia Prakhova, the object of Vru-
bel's unrequited love. Vrubel's Christ in“The Head of Christ” (1888), a re-
presentation of the artist’s rebellious and tragic spirit, is kin to his
Demon. The fairy-tale and mythical images have a resemblance to his
wife, the singer Nadezhda Zabela-Vrubel.

In his series of "“Demon” works (“Demon (Seated)”, 1890; “Demon
Flying”,"Demon Downcast”, 1902; the illustrations to Mikhail Lermon-
tov’'s poem“The Demon” (1890-1891)) the figure is not an antithesis to
Christ. Vrubel conceived the Demon as neither a devil nor a Satan but a
"human spirit, suffering and afflicted, but masterful and august”. The
artist created a romantic myth about beauty, might and the loneliness
of the human being. At the core of this myth is the worldview of a great
master chased by the mob, a pariah and outcast, a figure perishing but
nevertheless preserving his fortitude and beauty.

The Symbolists favoured the demonic theme because it enabled
them to reflect on the eternal questions of good and evil, life and death,
eternity and immortality. “Devils of every kind," in Leo Tolstoy's phrase,
flooded the art world in the late-19th century. But Vrubel's Demon did
not become anincarnation of evil: he is complex, profound, ambiguous
and open to many interpretations — and therein lies his uniqueness.

The connection between Vrubel's image and literature — in this
case, Lermontov’s poem “The Demon” — is significant for a symbolist
piece, whether European or Russian in origin. While the"Peredvizhniki”
artists were already using narratives from prose and verse in their com-
positions, the Symbolists preferred myths, legends and fairy tales. Vru-
bel's“The Swan Princess” (1904), “Pan” (1899), “The Faraway Princess”
(1896),"Volha and Mikula” (1896) and “Bogatyr (The Knight)” (1898) were
inspired by fairy tales and myths, and the artist felt the allure of man-
kind's"perennial companions” such as Faustus and Hamlet. Some of his
pieces draw not only on literature but on music too, or more precisely
on musical theatre.

Vrubel contributed to the search for national beauty, creating in
the Abramtsevo pottery majolica pieces themed on Russian fairy tales
and sagas. Theviolet, golden, iridescent glazes were a manifestation of
Vrubel's gift for applied art, lending his works a mirage-like volatility and
mystery.

Vrubel's tragic image of Savva Mamontov (1897) turned out to be
almost prophetic about the future of this prodigious and gifted indivi-
dual who proved himself in many areas of art, and was also an outstan-
ding man of business who achieved a great deal for Russia but was

destroyed by slander. Decorating Morozov's residence, Vrubel was able
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toachieve a true synthesis of the arts, combining architecture, painting
and applied art.

Vrubel remains the most notable and typical of the Russian Sym-
bolists, approached in stature by Viktor Borisov-Musatov (1870-1905).
Unlike Vrubel with his tragic art full of foreboding, Borisov-Musatov
looked for his“land of promise” under the spell of Puvis de Chavannes.
Unlike his idol, who chose the idiom of classic forms and images to
create his ideal world, Borisov-Musatov turned to Impressionism,
using its techniques to capture the dreams and memories of bygone
eras. The artist utilised the Impressionists’ discoveries, including blue
and green colours, coloured shadows, vibrant and neatly separated
brushstrokes, and randomness of composition, to achieve his own
goals - to create visual elegies, and to portray the spectral world of
dreams and memories.

At the centre of his nostalgic pieces was a female figure — one of
the favourite images of the symbolist artists. Borisov-Musatov depicts
a not-immediately-beautiful modern woman, a wife, sister, friend (“Har-
mony”, 1900; “Tapestry”, 1901; “Pond”, 1902-03; “Ghosts”, 1903). Old-fas-
hioned clothes cannot conceal either her modesty and plainness or her
inexplicable poetic charm, while the background of the artist's compo-
sitions feature old country estates and parks. Like many of his contem-
poraries, Borisov-Musatov aimed at the grand style in his art. He got
over the Impressionists’ preoccupation with nature and turned his pa-
intings into large decorative pictures, flattened like fresco, cadenced,
and filled with the complex movements of women'’s bodies — either ac-
celerating or slowing down, put on hold, and sometimes repeated in
the rhythms of the fauna. He paid special attention to the texture of the
canvas, integrating its decorative features into the imagery, and the
inter-weave of threads, into which seemingly faded colours are rubbed,
resembles old tapestry. The artist swapped the materiality of working
in oil paints for soft distemper free of vulgar lustre and brightness.
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Borisov-Musatov'’s artwork did not draw on literature, and his pieces
did not usually feature any elaborate story; musical terms are best su-
ited to describe the artist’s works, which carry a complex, evolving sense
of melody, harmony and motif: the artist himself called his composi-
tions“a melody of old-time sadness".

The critic Sergei Makovsky called the artists of the “World of Art”
group dreamers about the past, or “retrospective dreamers”. Connois-
seurs of styles both old and modern, the artists, who published a ma-
gazine with the same title as their group, wanted to introduce to
Russian society the newest trends of world culture, including Symbo-
lism. In alandmark article, "Complicated Questions", Sergei Diaghilev,
who was the driving force behind the group and the magazine (and later
the “Ballets Russes” dance company), said that Dostoyevsky, Wagner
and Puvis de Chavannes should be put on a par with the old Gods —
Giotto, Shakespeare and Bach. The magazine ran articles about the
English, French and Scandinavian Symbolists, including James Whistler,
Puvis de Chavannes, Edvard Munch, Aubrey Beardsley and others. The
contributors included Symbolist writers such as Dmitry Merezhkovsky,
Zinaida Gippius, Vasily Rozanov, Andrei Bely and Valery Bryusov, altho-
ugh there was considerable discord among these seekers of religious
truths, writers and aesthetically-minded artists who founded the pub-
lication. The writers disliked the absence of mysticism, the artists’ god-
lessness, and search for beauty as the ultimate goal of art."A Beautiful
Line” was one of the tentative names offered for the"World of Art” ma-
gazine when it was being revived in 1910.

The leading artists of this circle — Alexander Benois (1870-1960),
Léon Bakst (1866-1924), Konstantin Somov (1869-1939) and Mstislav Do-
buzhinsky (1875-1957) — were universally gifted: graphic artists, book de-
signers, designers of monuments, applied artists, stage designers,
writers and art critics, they were all eager to create"beautiful entireties”,

to synthesise the arts in a single work of art. They were able to achieve
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such desired results in book design and on the theatrical stage: “The
Bronze Horseman” by Pushkin and Benois, “White Nights" by Do-
stoevsky and Dobuzhinsky became landmark projects synthesising ty-
pography and art. At the centre of each of these books was their beloved
St. Petersburg, a city endowed with its own mystical soul which could
influence the destiny of the individual.

In their low-key graphic works the artists sought the beauty of the
past, engaging with the European, post-Petrine period of Russia's deve-
lopment. They were attracted not by great historical accomplishments
but, rather, by “anecdotes of bygone times", promenading dignitaries,
monarchs, Tsars and Tsarinas against the backdrop of old-fashioned arc-
hitecture and well-ordered parks. Versailles, Louis XIV's palace that re-
presented a Classicist ensemble of architecture and nature arranged
withinits park, was for Alexander Benois"“a land of promise”, or rather,“a
beautiful entirety”, admiringly depicted in the pieces from his Versailles
series like"AVersailles Fantasy” (1906) and“A King Walking”. Ironically-de-
formed small human figures inhabiting these landscapes were contra-
sted with the augustness, austerity and clarity of Classicism.

The abstraction typical for the language of graphic art lent to

theselittle scenes a mirage-like quality, while the irony characteristic of

the worldview of the artists of this circle undermined faith in miracles.
Their narrative paintings were characterised by their contemporaries as
“lyrical grotesque”. In Somov's“Echo of Past Time" (1903) the artist dwells
with admiration on the details of the nobility’s old-fashioned household
routines or different curios, such as a little cushion embroidered with a
dog pattern. The "World of Art” painters enjoyed all types of “scurrilo-
usness’, which meant for them amusing and piquant details. Somov’s
“Lady in a Blue Dress” (Portrait of Yelizaveta Martynova, 1897-1900) is a
portrait typical for Symbolism, as the artist transforms the modern
woman by dressing herin a dress with a hooped skirt and depicting her
in an old park; the woman's face nevertheless has features typical for
the character and inner world of people living in the late 19th century.

As an artist Mstislav Dobuzhinsky had the closest ties to Symbo-
lism: having paid his dues, like the other“World of Art” masters, to the
cult of old St. Petersburg and created his share of images extolling the
city's augustness and harmony, Dobuzhinsky later discovered for him-
self the city’s seamy side, which struck him as very bleak. In cityscapes
featuring St. Petersburg, Wilna (Vilnius) and London from the"City Dre-
ams” series of fantastic images, the artist was able to convey the souls
of these cities as mysterious and sinister, hostile to people. The images
were made all the more compelling by the antics and whims of the cities
themselves - brick firewalls, blind walls and endless enclosures, waste-
lands, interior courtyards, crude shop signs and shop fronts, sinister or
inaneinscriptions, lanterns, and contrasts of the new and old. The artist
saw a bitter poetry and mystery in all this: Dobuzhinsky highlighted the
risks of a future technology-driven civilisation, contrasting machines
vested with souls to crowds of uniformly faceless humans. His expres-
sive graphic pieces look mysterious and bizarre, as he based his compo-
sitions on unusual viewpoints, strange angles, combined with the
poetics of suggestion and allusion (the favourite technique of the"World
of Art” group). The artist himself talked about his innate ability to dis-
cern behind ordinary objects some hidden, vague, mysterious images.
Many of Anna Ostroumova-Lebedeva'’s prints also featured the image
of St. Petersburg as a gorgeous city, frozen in time and eternal.

Symbolismwas fraught with anticipation of the great cataclysms
of the 20th century. The 1905 revolution and its consequences posed the
question of what lay ahead for Russia, to which the "World of Art” pa-
inters tried to give an answer in their works. Léon Bakst in“Terror Anti-
quus” represented the goddess of love Aphrodite against the backdrop
of a raging storm, while Dobuzhinsky in his large composition “A Kiss"
featured a pair of lovers in a crumbling city, also prophesying the victory
of love and beauty in a world falling apart. Benois and Somov imaged
death appearing in the mask of Harlequin or in a black robe during a
sumptuous banquet or merry masquerade.

Symbolism, its worldview and idiom influenced the"World of Art”
artists, although the latter movement was more engaged in aesthetic
game-playing than achieving genuine insights into the world's varied
profundities.

A conscious attempt to engage with Symbolism was undertaken
by artists from the"Blue Rose” group; titled after a1907 group exhibition
held in Samara, its name expressed the romantic leanings of the young
painters who comprised its members. At the group’s core were the ar-
tists Pavel Kuznetsov and Pyotr Utkin and the sculptor Alexander Mat-
veev, while other members included Serge Sudeikin, Nikolai Sapunov,
Anatoly Arapov, Nikolai Feofilaktov, figures who differed both in talent
and in their artistic orientation. Kuznetsov (1878-1968) was a student of
Borisov-Musatov (under whose tutelage Utkin and Matveev also stu-
died) and the most gifted of these artists, and began his career by follo-

wing up on and developing the older artist’s ideas.
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In hisvague and cryptic mysticalimages that defy attempts at de-
ciphering them without reliance on prompts such as the pictures'titles,
Kuznetsov depicted a spectral world which had almost no counterpart
in reality. The themes of his pictures were motherhood, childhood, un-
born infants: “The blue kingdom of unborn infants” is the name of one
of the episodes of Maurice Maeterlinck’s play “The Blue Bird". “Blue Fo-
untain”(1905) is the best piece of Kuznetsov's symbolist period, display-
ing characteristic elements of Kuznetsov's artistic vocabulary like his
bent for large decorative compositions in the Moderne style — square,
flattened and ornamental, with diverse arabesque patterns and fluid
curves. Kuznetsov's colour schemes are dominated by dark blue, blue,
violet hues, which had become, after Vrubel and Borisov-Musatov, tra-
ditional techniques for conveying a sense of mystery. The decorative be-
auty of the compositions combines with the deformed faces of the
human figures the artist depicted to enhance the mysteriousness and
weirdness of his otherworldly realities. The painter’s fixation on the ima-
gery of flowing water appears to have been brought on by the motif of
the wave, a key element in the Moderne. Working with Utkin and Mat-
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veev, Kuznetsov accomplished a synthesis of the arts when the trio crea-

ted the decorative murals for Yakov Zhukovsky's villa in Novy Kuchuk-
Koiin Old Crimea.

Vrubel died in 1910. The Symbolist magazines “Vesy" (Scales) and
“Zolotoe Runo” (The Golden Fleece) were replaced with"Apollo”, a pub-
lication championing classical clarity. The era of Symbolism was coming
toan end: in 1910 Blok heralded its finale in the language of a poet and
mystic. In his opinion, symbolist explorations were worthwhile because
“they clearly reveal the objectivity and realness of those worlds”. But the
mystical connection with such other worlds was lost: “The violet dusk
is thinning away, exposing a deserted flatland — a soul ravaged by a
feast. Adeserted far-away flatland, and above it — as the last warning —
a starwith a tail"®

The Symbolist artists expressed anxieties about Russia’s desti-
nies, attempted to unriddle the secret signs of fate, and to find the
right signposts. Symbolism has not disappeared altogether. Like other
great art trends, it has become a classic treasure of the heritage of
world art.



