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Abstract

The article is focused mainly on metamorphoses of aesthetic-philosophical approa-
ches of the most important representatives of Czech literature at the end of 19" and
beginning of 20" century whose work presents gradual heading for modern art, from
decadent to symbolist focus using an aesthetic theory of Russian philosopher
Vladimir Solovjov based on theurgic substance of art.

The aim of this study is to show genesis of Czech literature at the
end of 19" and beginning of 20" century. Our interest will be focused
mainly on metamorphoses of aesthetic-philosophical approaches of
the most important representatives whose work presents gradual hea-
ding for modern art, from decadent to symbolist focus. The interest
will be aimed at metamorphoses of modern art, from decadent-symbo-
list one to evolutionary and at the same time high phase of symbolism,
which can be called theurgic, using the words of the Russian philoso-
pher, poet and dramatist Vladimir Solovjov (1853—1900). One of the
key points of philosophical and aesthetic theory of Vladimir Solovjov
is the idea of so called unitotality (Bceeduncmeo). This philosophical
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category covers the idea of organic unity of the universal existence of
the world, in other words, such a state of existence of cosmos where all
the existing works in mutual relationship, inner connection, and it cre-
ates the only vast complex. Then, in accordance with these ideas Vla-
dimir Solovjov defines theurgy as the effect of a human on force maje-
ure influencing the course of world events. Any creation is understood
as theurgic and is associated with metaphysics and spiritual secret.

Thus, theurgic nature of artistic activity represents the possibility
to transform the existence by means of aesthetic sphere:

O tom, ze takovy vyznam uméni neni vymysl, svéd¢i n€kdejsi nerozdélitelné
spojeni mezi uménim a nabozenstvim... Soucasné odcizeni uméni a nabozenstvi
povazuji za pfechodné obdobi, kdy byl zrusen jejich ne vzdy svobodny svazek, aby
obé¢ tyto tolik dilezité stranky lidského byti vykroc€ily k budouci syntéze. Dokonaly
zivot, jehoz predbéznost spatfujeme v pravém umeni, bude prece také zalozen na
vzajemném svobodném pusobeni lidského a bozského elementu a ne na otrocké
zavislosti na bozstvi (Solovjev 1997, s. 124-125).

Anchoring of unitotality in the outer reality and its embodying in
the framework of visible, material existence is considered as a demon-
stration of absolute beauty. In the very initial stage of development of
modern Czech literature, art groups and writers were conditioned by
sticking to the same philosophical and aesthetic bases and to European
literatures where the turn to the modern art streams — that overcame
the realistic-naturalistic school — had already been done.

In early-decadent-symbolist phase of development of Czech litera-
ture making effort to get over the reality by the way to spiritual visions
and dreams, by negation of materialistic being is symptomatic. In
decadent-symbolist aesthetics there came into existence the opposi-
tion of two worlds — the world of subjective and objective, spiritual
and material, abstract and concrete, outer and inner; the worlds outer
to an individual, and worlds existing only in the soul of an individual.
The deepest abyss opened beneath them in modern art:

A prece nelze zapomenouti, ze umélecka a Zivotni pravda jsou dvé dosti rozdilné

véci. Lze skoro fici, ze tam, kde uméni ma pravdu, zivot ma téméf vzdy nepravdu, a ze
smyslu véci ndm nefekne svét redlni, ale pouze nas§ sen. Cim vétsi rozpor mezi
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zivotem a dilem umélcovym, tim vét§im uménim dilo bylo vytvofeno. Jen u malych
umélct se kryje zivot a dilo (Karasek ze Lvovic 2002, s. 7).

Thus the world of art creation had become a passionate struggle for
pure artistic values, for spiritual world of human, for transcendent and
metaphysical dream with its strong sense of secret of human life,
found in extra-sensual sphere; for noble culture. This state of culture
could be reached only through the ways of tense imagination and
dreams as the essential sources of real art:

Abych se omezil na uméni: pouze nejmocnéjsi vize byti, pouze nejintenzivné;jsi
citovost, pouze nejvasnivéjsi vztah k zivotu, pronikavé oko pro jeho velikosti a pro-
pasti, jeho kofeny a tajiiplné projevy dodava schopnosti tvofiti umélecké dilo.
Primérnost je ¢as, ptitomna chvile, den ze dne, malost, nevyraznost a plana vsednost,
tisickrat a tisickrat se opakujici, — uméni véénost, zazra¢na vyjimka a bozsky osud.
Uméni je samo pro sebe, prostfedkem a cilem zaroveil. Nezna a nezamysli nic mimo
sebe. Jeho hodnota je v jeho tviréi intenzité vize a senzibility. Proto je vzdy
individualnim. Proto neni hromadného uméni. Pfi tom, cemu se bézné a neptesné tak
tika, jest omylem a klamem bud’ adjektivum, to jest neni hromadnym, nebo substanti-
vum, to jest neni uménim — zaménuji se ledabyle tvlir¢i schopnost a prosta zdédéna
nebo naucena vytvarna zrucnost, krasa a pouhé pékno, uméni a umelost, jako pfi
lidovém umeéleckém priimyslu naptiklad. Uméni samo neni ovSem pro kazdého, pro
vsecku chudinu duchem. Jako produkovati je nemnohym pozehnanym je dano, také
neni kazdému ustédfeno chapati, milovati, prozivati je znova (Prochazka 1913, s. 49).

At the end of 19™ century, leading representatives of Czech deca-
dence and symbolism stood on a radical refusal of realistic-naturalistic
model of art, based on creating social documents. Therefore, Arnost
Prochazka (1869-1925), Jiti Karasek ze Lvovic (1871-1951), rejec-
ted the linking of art with democratic mass and aesthetization of issues
with low importance, collectivity and banality. In opposition, aestheti-
zation gained absolutely different connotations. Art that must not lead
to satisfying of vital needs becomes for them totally autonomous
world with its laws, and its constant creative force and immortality are
hidden exactly in the fact that “it is life in life, world in world and cos-
mos in cosmos”:

Miluji ted’ zivot i tak jak jest: jeho jako zamodralé kouzlo rozestfelo se mi nad
vSemi vécmi a bytostmi. A v kazdé krase, kterou snim a ziji, citim, Ze jsem blize k jeho
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tajemstvi. [...] Jednoho se bojim: dne, kdy bych ztratil svou souvislost s krasou a s umé-
nim. VSe ostatni je bez ceny. Vse ostatni klame (Karasek ze Lvovic 2001, s. 58, 61).

In their opinion, art cannot have anything in common with ethic,
social and national standards and suppositions:

Snazi-li se vSak spisovatel imyslné produkovati dilo socialn¢ uzite¢né a moralist-
ni a pfitom umélecké, nikdy nedospiva své mety, jeho plod je tenden¢ni zmetek, jenz
se opi¢i po umeni, ale nikdy ne umélecké dilo... [...] Pfijimati a ceniti nezi$tnou krasu
né&jakého uméleckého gesta, které nechce ni¢eho jiného mimo tuto krasu zrovna, jest
dano malokterym, velice vzacnym, prafidkym malokterym (Karasek ze Lvovic 2001,
s. 18, 15).

Thus, a real artist must strive for presenting the ideal of beauty and
the work of art must extract everything from reality, as its most pre-
cious form which is in direct relation to artist’s individuality or soul.
Therefore, the character of modern art that was affected by a strong
flashover of spiritualism, influences also its relationship to the real
world, which is gradually becoming directly dependent on inside sta-
tes of human soul:

Ma-li vsak kdo schopnost nevideti, uz tim je basnikem, i kdyby nezil pro ngj
vyhalucinovany svét fikci, ohném a inspiraci zbarveny. [...] A proto mize-li mi byti
po piipadé lhostejny ten, s nimz jsem se setkal v Zivoté, nikdy mi nemize byt
lhostejny nékdo z téch, jez jsem potkal ve svém snu. [...] A vim, Ze jediné je pravdou:
skutecnost nenalezi do umeéni. Tieba svou myslenku osamostatniti od zivota a kazdé
slovo vsaditi jako doprostied velikého zlatého kruhu, by bylo oddaleno od vSednosti.
Daleko nad skute¢nost a mimo ni musi jiti uméni, a tam, kde nas sen prosel zivotem,
musi diive byti o€istén ode vseho, ¢im jej zivot poskvrnil, nez miize o néj umeéni se
zajimati (Karasek ze Lvovic 2002, s. 8, 9).

Nevertheless, in aesthetic theories of Czech followers of deca-
dent-symbolist aesthetics, we can see traces of efforts to overcome
clearly decadent approaches to the integral understanding of the pro-
blem. However, that was extensively defined later by next art genera-
tion who started understanding art creating in its broader meaning as
theurgy. Arnost Prochazka spoke about the art that reaches the farthest
from the branches of human knowledge as it is gifted by deep intui-
tion, enabling it to unveil and infer the “centres of spiritual lands, hid-
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den in reality”. Creating artists find unlimited broadness of transcen-
dent reality, of metaphysical relevance and relations to eternity and in-
finiteness:

[...] kdyz basnik ve svych nejvzacngjsich a nejslavnéjSich hodinach jasnovidné byl
prosel ve snu svym minulym svétem, kdyz se byl prolnul intimné jeho nejryzejsi pod-
statou, kdyz byl vstiebal v lacné horoucnosti jeho nejvyssi harmonii, by z ni a ze své
bytosti stvofil onen zasly okruh lidského byti v jiném svém fadu. [...] To jediné jest
umélecky tviiréi nazirani a poznani... [...] ...a tento ¢loveék tvoii harmonicky celek se
svym okolim, je postaven v misto, které s nim splyva v jednotu... (Prochazka 1912,
s. 62,72)

Also, Jitfi Karasek ze Lvovic applied identical approach. He was
convinced that by means of words-symbols it is possible to transcend
reality and view it in its purest spiritual form, in out-of-time empire of
ideas, which can enable connecting of “present moment with fluent line
of eternity”. Thus, the modern artists change into thinkers whose work
becomes an absolute aesthetization of an idea; they can fix the purest
ideas and synthesize everything in “the only one, essential, original”:

Myslim tim basnickou schopnost, promitati nitro své v tok chvile, v§echno vééné
v dusi v tok pfitomnosti, vSechno nebeské v nitru v tok pozemskosti a vyslovovati
obrazy a symboly pozemskymi to, co je v dusi vé¢né, lidsky véené. [...] ...dychate uz
nékde jinde, ne sice nékde v nadzemském svéte, ale prece jen na vysinach, kde je Cistsi
vzduch (Karasek ze Lvovic 1927, s. 93, 164).

These shifts are probably the most noticeable in decadent-symbo-
list aesthetics of authors who were associated with Moderni revue ma-
gazine, they can be traced in essayistic and art work of Milo§ Marten
(1883—-1917). Particularly in his aesthetic approaches, we can search
and find new ways to the symbolism, seen as the art that creates the or-
ganic creative order and that integrates our comprehension and lear-
ning about the world. Milo§ Marten strives for a new synthesis when
art, going beyond the reality, broadens the understanding of the sense
of world and existence. For Marten, art is emanation of “unified po-
wer” that is the essence of life itself”:

A tyto nové prvky, tuto novou duchovou realitu uvésti ve vztahy stejného ptivodu,
aby tvofily zvétSeny geometricky obraz zivota a budily dojem jeho primétu do
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duchovych sfér — v tom je hlavni moment estetické hodnoty. Tu ¢leni se kritérion
zivota ve dve€ podrobné, specialni otazky o typu uméleckého dila. Prvni po individua-
lit¢ umélcove, jejich psychickych vlastnostech a moznostech: otazka, jak realita
(zkuSenost vnitini i vnéjsi) se odrazila v duchovou sféru umélcovu a jak se lomem
svétla pti prechodu z prostiedi do prostfedi jeji reliéf zmenil; po zvlastnosti umélcova
vnitiniho ustrojeni, jeho bytosti citové a intelektualni. Druha zkouma zpiisob a rytmus
fiktivniho svéta, jenZ onou transformaci povstal; zni, jaké zakony vztahu umélec
vlozil do vzajemnych styku a reakci bytosti a tvar(, které stvoril. Otazka pravdivosti
a prozitosti umeéleckého dila jest tim zavinuté polozena. Jako nelze myslit prozitosti
faktické zaziti v realité, nybrz jen intenzivni zac¢astnéni umélcova jastvi na féerickych
dobrodruzstvich jeho fiktivniho svéta, stejné pravdivost neznaci shodu vidiny s reali-
tou, ale zakonitost jejiho slozeni a rozvinu — méfitko da pocit sily, rytmicky ¢inné,
a dojem koordinace, souvislosti, pfi¢innosti (Marten 1995, 312).

The beginning of 20" century brought changes in symbolistic aest-
hetics. At the turn of the century, representatives of this literary move-
ment crave to overcome individualistic separation and aesthetic subje-
ctivism of decadent-symbolistic aesthetics shortly after its origina-
tion. From the aesthetic-individualistic viewpoint, symbolism shifted
the subjective-individualistic understanding of the world to the objec-
tivistic-idealistic concepts. Symbolic artists started to understand the
meaning of art as a transcendent reality and their creative method was
determined by dualism which put the world of ideas and the real world
in opposition.

For symbolist artists, objects of the phenomenal world became
“images of ideas”. In each unique real phenomenon, “a higher sense”
is seen and searched for; which means that each artist was aiming at
seeing and recognizing the abstract in an individual phenomenon
whose individuality and uniqueness was thus kept and strengthened
by being presented in bonds with the higher unity.

An elementary unit of symbolism is the symbolization as a process
of cognition of the eternal and the sacred in the profane world, and
a method of presenting ideas in images. The symbolist image tended
to its transformation into “image-sign”, hiding a mystic idea in itself
and it was understood as a complex unity of spiritual essence and ma-
terial existence.
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Literature of this period also gave birth to the concepts of “new
synthesis”, and “theurgic essence of art”. Synthesis and theurgy were
understood in religious and mystic way, and they targeted gradual
transformation of world and life.

Russian philosopher, V. Solovjov defines the idea of synthesis by
means of the difference between the ideal (valuable) and ill-suited,
worthless existence. The difference is determined by the mutual rela-
tionships among the parts of a certain complex and their relationships
towards the complex itself. A full-fledged idea and beauty are directly
specified as a freedom of constitutive parts in the perfect unity of the
complex:

Za prvé: kdyz se dil¢i elementy vzajemné nevylucuji, ale naopak, vzajemné
vytvareji celek, panuje mezi nimi solidarita. Za druhé: kdyz nevylucuji celek, ale své
diléi byti potvrzuji na jednom vSeobecném zakladu. A nakonec za tfeti: kdyz nejediny
zaklad ¢ili absolutni princip nepohlcuje a neni¢i dil¢i elementy, ale odkryva jim
v sobé plny prostor — tehdy, v téchto tfech ptipadech, Ize mluvit o idedlnim ¢ili
hodnotném byti, tj. o takovém, jaké ma byt. [...] LZi nazyvame myslenku, kterd vyzd-
vihuje vyluéné jednu z dil¢ich stranek byti, a tak popira ostatni. [...] Osklivost se vy-
skytuje v8ude tam, kde se jedna z Casti pfilis rozrista a prevlada nad jinymi. Osklivé je
to, co neni jednotné a celistvé, anebo naopak to, co neni svobodné rtiznorodé (Solov-
jev 1997, s. 118-120).

The ways of synthetic and theurgic art went beyond the borders of
traditional understanding of art creation and its followers often defen-
ded their aesthetic-philosophical concepts by the fact that in their cre-
ative efforts they are returning to the roots and tasks of art. The com-
mon factor of concepts of symbolist art was understanding of word-
symbol, which in standard terms and every-day-use words, was able
to reveal hidden magic meaning and energy. They were used as
a means of communication between the two worlds (the profane and
the sacred), and gave them “higher creative power”, being able to
change the nature of the material world. Naturally, this word magic re-
flected itself in the character of all art works of this evolutional stage
of symbolism; thus, on the grounds of mystic-religious art work, a my-
stery was re-born, during which magic influences the form of micro-
cosm and macrocosm.
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The particular term of theurgy (“free theurgy”, “the whole crea-
tion”) as a category of aesthetic of so called Early Symbolism was un-
derstood by the Russian philosopher V. Solovjov as a substantial unity
of art creation influenced by mystics and religion whose essence lies
in communication of material world and the world of ideas by means
of “core exposition of creative act” based on an organic unity of the
ideal side and its material side. Thus, there was forwarded the convic-
tion that art was to enter a free connection with religion; subsequently
the term of religious sense of art started being used. Through the prism
of this aesthetic-philosophical system, the contemporary culture was
viewed as a tragic epoch in the evolution; therefore, theurgic concepts
were assigned to overcome that state and create organic metaculture as
the final stage in evolution of human civilization.

The essence of the theurgic art requires the aesthetic beautiness to
influence the reality positively, so that it is capable of controlling and
deepening the reality. To put beautines in work, we need mutual pene-
tration of two creative elements: materialization of spiritual essence
and complete spiritualization:

1) pfima objektivace nejhlubsich vnitinich urceni a vlastnosti Zivouci ideje, které
pfiroda nedokazala vyjadfit, 2) zduchovnéni pfirodni krasy a skrze to — 3) zvécénéni
jejich individualnich jevt (Solovjev 1997, s. 124).

Presence of this spiritual fullness, in our reality, metamorphosis of
our life to absolute beauty and creation of cosmic spiritual organism is
finally the highest goal of art of future:

Umeéni je proto pfechodnym a pojicim ¢lankem mezi krasou piirody a krasou
budouciho zivota. Takto chdpané umeéni uz neni prazdnou hrou, ale stava se dilezitou
a poucnou zalezitosti, ovSem nikoliv v kantorském smyslu, ale ve smyslu inspirativ-
niho PROROCTVI. [...] Umélecké ztvarnéni je kazdé znatelné zobrazeni predmétu
nebo jevu z pohledu jeho definitivniho stavu nebo ve svétle budouciho Zivota (Solov-
jev 1997, s. 124).

In this sense, the followers of theurgic art stand against anti-tradi-
tionalism and aesthetic separatism of the preceding literary generation
proclaiming the idea of pure art, more or less intensively:
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Zda se divné uvéfit v krasu jako v zaruku spasy svéta, kdyZ musime zachranovat
samotnou krasu pred kritiky, ktefi chtéji z idedlniho krasna udélat realnou ohavnost.
Budeme-li povzneseni nad v§echny hrubosti sou¢asného estetického realismu (a uti-
litarismu), mizeme jej hloubégji studovat. Najdeme v ném fadu nesmysli a protifece-
ni. Nelze v8ak opomenout, Ze soucasny trend také uznava nejcennéjsi celosvétovy
vyznam krasy. Tim jeji zdanlivi pronasledovatelé vlastné obhajuji nas nazor, ze krasa
spasi svét. Cisté uméni ¢ili uméni pro uméni je zavrhovano jako jalova kratochvile.
Idealni krasou se opovrhuje, protoze je povazovana za prazdnou a nedtlezitou okrasu
skutec¢nosti. Z toho vyplyva, ze kritika pozaduje, aby soucasné uméni bylo dilezitou
zalezitosti, to znamena, aby jako prava krasa hluboce a siln¢ ptisobilo na realny svét
(Solovjev 1997, s. 57).

Followers of early symbolist generation perceive the beautiness as
life fullness and striving for life penetrating all nature, concurrently as
striving for creation of the beautiness. Art became the way of bringing
about the worldwide unity, idea of organic life, when all the earth and
spiritually united humankind head for the yet invisible but powerful
spiritual centre and complex existence (see for example the symbols
associated with Western and Eastern civilization, symbols of maturing
and growth, building temples, symbols of connection of brothers).

Even the field of poetics noticed changes, where we can see deepe-
ning of the abyss between poetic language and the principles of logical
thinking. Conceptual thinking is applicable only in connection with
intellectual cognition of outer world and cognition of higher reality
may be merely mediated by intuition and by means of symbolist ima-
ges. Art works created by followers of this concept transformed into
mysteries where symbolism of colours and composition processes as-
sociated with other types of art, for which the rational, conceptual
thinking is absolutely unfamiliar (especially music), play an important
role. Gradually, merger of poetry and prose was becoming stronger in
literary art. Some of genial creative experiments, synthetizing art pro-
cesses typical for music, literature and fine art were launched. They
resulted for example in poetic essays, mystery plays, experimental
prose based on application of composition principles of musical sym-
phony in connection with anthroposophic ideas of streaming of world
energies and “metaphysic of colour and sounds”.
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Art work and essayistic work of writers as mentioned bellow are
connected by the idea of art which possesses mystic power, the idea of
“all-human” art together with cognitive act. Art is perceived mostly as
a complex system of thinking and understanding of the world (modus
cogitandi) and the way of existence there (modus vivendi). As the
most important thing, it was operated with finding of new perceptive
ways and expressing and reaching the state of existence when the arti-
stic images would not only evoke the impression of beauty but, at the
same time they would work as the means of cognition. Thus, for people,
they would develop the capability to see the “theurgic sense” of de-
monstrations of life.

As a first we focus on Julius Zeyer (1841-1901), who is traditio-
nally linked to Lumir generation (cosmopolitan stream of Czech lite-
rature of 19" century). However, epic art work of Julius Zeyer is signi-
ficant for cognitive efforts towards creative essence of the world; the
author himself called it a “renewed image”, which can be generally in
simple way described as free inspiring by the ancient mythical, legen-
dary historical and also literary themes of different epochs, nations
and cultures. Vast majority of his art work is made by the themes adop-
ted from the pagan and gothic times whose key feature is, as he men-
tions, fervent religiosity and prevalence of spiritualism over material
nature of life. For Zeyer, especially the gothics became the epoch whe-
re tending for the ideal was expressed by a synthetic image of temple
building. Zeyer understands that as demonstration of “higher humani-
ty”” and symbol of spiritual perspective of the world as re-connection
of the material and the spiritual dimensions of human existence. Later
also Otokara Biezina followed and significantly developed the idea:

Ve starovéku bylo uméni proto tak velké, ze lidé jesté bezprostiedné silné po
lidsku cititi dovedli, a v kfestanském stfedoveku bylo tak produsevnélé, protoze pluli
lidé po bezedném moti mystiky s tak silnou virou (Zeyer 1901-1906, s. 121).

Zeyer's art concept has also its deep meaning, which makes his art
to be a certain prologue for Czech literary symbolism. In the frame-
work of “renewed image” we speak about evocation of ancient myths,
updating of stories well-known from world literatures, from general

376



thematic tradition, from folk myths or oriental oral tradition. Howe-
ver, Zeyer does not narrate with clearly epic distance, everything is ac-
companied by personal reflections, echoes of his feelings and expe-
riences, and direct participation in the story. That is the way the lyrical
component penetrates into genuine epic base which the adopted theme
brings along; it is an effort to create a whole image of world in the
consciousness of a human.

Jan Vobornik in his book called Julius Zeyer (Vobornik 1908) no-
ticed three penetrating layers , or three types of imagery in Zeyer's
work of art which are represented by a direct reflection of reality, the
world of philosophical idea and mythic images, and finally by the
world of author’s core visions. These types of imagery make a com-
plex picture of the world, which is relevant for idea of a symbol or pro-
cess of symbolization. Striving for integrity is one of the most impor-
tant components of Zeyer's creative concept where in poet’s “awake
dreaming” (as it is the dream, which is a symbol of poetry and beauty
and their relation to the transcendent for him) penetrate miscellaneous
sources, to be finally merged in one giant archetypal creative stream.
In the preface to Karolinska epopej (1896), Zeyer explains the essence
ofhis creative concept. Although he perceives the contemporary art as
weak and incapable of reflection of life in full, he can see one positive
thing in it, which can lead to its renewal and saving. That is growing
interest in values brought by ancient cultures and efforts to transfer
these values in current times, and create a transcultural synthesis,
whole image of human civilization, which would be easy to under-
stand. For him, the essence of art is its ability to tend to universality
and “renewal of ancient beauty”, which can bring the state of integra-
tion of the spiritual and material worlds in the soul of a modern hu-
man:

[...] lovek, tieba by se zdal sob& neb jinému jinak nez vpravde je, zlstane piece jen
tim, ¢im je, a ne tim, ¢im se zdal, a mimod¢k, nevédomé se prozradi a ukaze ve svém

jednani, ve svém smysleni, ve svém dile v pravé podobé (Zeyer 1905, s. 20).

Véda a literatura, uméni viibec, ba i politika a socidlni nase hnuti — to vSe je
v stadiu pouhé analysy. Boje narodnostni, spory socialni, skepse v nabozenstvi, natu-
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ralism v uméni, empirism ve védé: tot’ sama analysa. Velikost je vSak jediné v synthe-
si, ktera nasleduje po analysi. Jsou duchové ve vSech jmenovanych oborech, ktefi nad
svou dobou stoji, a¢ nedosahli nikde vrcholku, tam dospéje svét snad za néjaké stoleti
— pysSny ten strom nékdy vyroste, dnes pouze kli¢i (Zeyer 1905, s. 20).

Jiti Karasek ze Lvovic wrote about Zeyer’s work of art the follo-
wing:

Zeyer sam citil, Ze piili§ artistni aristokracismus jej ¢ini nepiistupnym. Rekl to
v povidce ze zivota Michelangelova Snih ve Florencii sty basnika Poliziana: Vysost
znamena osameénti, velikost znamend nenavist. Ve odpusti ti dav — jen to ne, Ze nad
nim stojis, ze se mu vymykas. Ta vylucnost ti bude trnem v Zivoté. Orfeus nesnizil se
k bakchantkam, a proto jej rozsapaly. Kdyz se potkavala dramata jeho na jevisti
s neuspéchem, Zeyer psal je dale, v stejném sméru, bez koncesi, véda, ze by bylo
podlosti proto mlceti, Ze nemiize na aklamaci davu pocitati (0vod k basni Kronika
o svatém Brandanu). Nebot Ziznime po idedlu a ne po potlesku... Nechce se kazdému
do letu v modré mlhy a duhova oblaka, do kterych bych pry rad zaviekl ty, jez mi
naslouchaji. Nuz, dobre, at za mnou neleti ti, kter'i nemohou, ti, kteri nechtéji, mné se
po nich tak malo styska, jako jim po mné... (Karasek ze Lvovic 1926, s. 110-111).

In direct connection with the concepts mentioned above, the theur-
gy was introduced by Otokar Bfezina (1868—1929)" — i.e. synergy of
aesthetic and religious spheres as conviction that artistic creation can
participate in re-forming of the world:

Pusobiti vuli na vili, a tim na vytvofeni reality je vlastnim i¢elem duchové prace.
Poslani umélecké v nejvyssim svém vzletu je poslanim nabozenskym. Ale nabozen-
skym ve smyslu, jaky tomu slovu da jednou budoucnost (Bfezina 2004, s. 581-582).

Otokar Bfezina, reached the conclusions speaking about the meta-
morphosis of art into an activity understood as creative unveiling and
re-shaping of basic life forms, by means of aesthetic forms and deepe-
ned aesthetic principals:

! We can find the evidence about Bfezina's knowledge of philosophical system
of V. S. Solovjov in his correspondence with E. Chalupny (9™ June. 1916 and 9™
April 1921), where he expressed his opinion that Solovjov’s philosophical works are
essential for studying contemporary philosophy and he speaks about Solovjov as
follows: ,,[...] génius a nejhlubsi myslitel rusky, filozof obdafeny jasnovideckou
moudrosti spravedlivou a laskavou ke vSem projevim zivota” (Bfezina 2004, s. 1316).
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Z té pti¢iny uméni, to jest schopnost nejjemnéjsi feci, ptistupné v tomto vtéleni,
¢im dal vice pouta ¢loveéka poznavajiciho a hledajiciho zivota. Kdo studoval dnesni
okultism a zjevy vys$siho psychického zivota, pozna brzy, ze doposud na zemi
dosazené vidéni obou svéti dalo se od génil uméleckych, ktefi byli a jsou jedinymi
syntetickymi duchy na zemi a pietrvavaji odborné ucence, zakladatele vér, presné
myslitele, tvirce systémd... (Bfezina 1996, s. 193).

Thus, the idea of spiritual, psychical, physiological and physical
re-forming of contemporary human who would become the first step
on the way to the “Solovjovian godmanhood” became the target and
essence of theurgy. Then the art for Bfezina could head for correlation
of earthly dimensions with the cosmic ones. The poets as the artists of
life would reveal the hidden beauty of the world, they were led by the
beauty and imagination that could set free and unite everything around
in the deep intuition of spiritual essence:

Z tisicileti do tisicileti bloudi na$§ sen a nenaléza utiSeni, dokud se nezastavil
oslnén vidénim nové zemé pod hvézdami nového kosmu, jak ji tusime ve svém srdci,
zemé, kde veskeré véci nalezly své pravé misto, ¢lovek svou pravdu, hierarchie duchi
své ztélesnéni v novém fadu svéta viditelného, s rozkosi jako matetstvi ptijimana je
bolest a dilem lasky stava se prace; a kde clovek, gigantské védomi polyfonni
a harmonické, pracovati bude v miru o svém poslednim dile vyssimi silami kosmu.
[...] Tak cely svét kolem nas po tisicileti svou krasou dava nam znameni o svété
sjednoceni a pokoje, po némz prahnou srdce (Bfezina 1996, s. 153-155).

Aesthetic-philosophical concepts of Bfezina took the grounds on
the conviction that art was made to understand the “secret spiritual va-
lue” of phenomenal world and understand the immediate anchoring of
human in the Absolute which is the resource of spiritual energy:

[...] vSechny formy lidského usili, véda, politika, hmotna prace, ndbozenstvi, veskeré
dilo vasné i snu, duchovni kazné a vzdoru, dilo jasného, po ostré disociaci pojmu
touziciho intelektu i podvédomych, ¢lovékem dosud nezvladnutych sil, v§echno, co
vytvorilo minulost a ptipravuje budoucnost, souvisi vzajemné tisici vztahy a v hloub-
ce, kam myslenka se blizi s chvénim, vyjadiuje jedno duchové gesto... (Bfezina 2004,
s. 804).

In this frame the symbolists addressed connection of principals
that formed western and eastern civilization in a harmonic complex.
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We can speak about new reconciliation of intuition of spiritual cos-
mos, deep understanding for illusive essence of things with clear and
powerful activity, reconciliation of science and religion, freedom and
order, sacredness and beauty which is the only aim of all arts and
sciences. O. Bfezina was considering that point the most intensively
of all. He strove for overcoming of the two extreme demonstrations of
human psychical life that isolate people from real complex conscious-
ness. He defined both the extremes as: 1) the extreme of inner (“brain”,
rational) life of an individual 2) life of subconscious physicality:

Narodiim na zapad¢ neni pomoci; vzdy dale bude pokracovat zizen jejich tvorby,
porostou mésta, huté, laboratote, dilny, nebot’ je nutné, aby se lidstvo presvédcilo, ze
na této cesté, kde zvySena ¢innost rodi zvySenou zizefi moci, rozkose, vlady, Ze na této
cesté neni §tésti. A jako v minulych dobach, zda se, ze skryta sidla hlubokého zivota
jsou v srdcich zen, véficich a milujicich a v srdcich déti (Biezina 1996, s. 169).

To make it short, the art creation should head for creative connec-
tion of rationalism and contemplation in a harmonic complex which
forms higher entity symbolizing perfect complexity and fullness.

As the followers of modern psychology, also Biezina pondered
over the problems of human consciousness. As a rule, the art must ori-
ginate from the same depths where the understanding of secret of all
things is realized. Therefore, equally to S. Freud and C. G. Jung, they
were convinced about the existence of collective psychological cru-
cial base, collective resource, human spiritual being which leads to
understanding of life as a complex and spiritual powers hidden there;
these powers are needed for transformation and resurrection of human
and humankind as whole that remains unchanged and independent on
the time and space; we can discover and understand there “secret ini-
tiation of life” itself:

Z dusi vzdalenych od sebe cela staleti a tisicileti zavznéla v téchto chvilich slova
dopliujici se navzajem v jediny text, jehoZ rozlusténi bude zaroven ukonéenim, az se
naplni veéky. [...] Vstal myslitel procitly z t¢zkého snu leziciho na myslenkach
a vécech, a jitro nové pravdy plapolalo pfed nim do vySe v éternych, vonnych plame-
nech... (Bfezina 1996, s. 19).
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Celkové védomi lidstva jest sila, které zadny génius vSak nedosahl; je nepo-
piratelné, Ze tato sila vzrusta a ze jednou bude silngjsi nezli sila vétrd, mofi, prouda
elektrickych, probihajicich zemi... (Bfezina 1996, s. 189).

Last but not least, all these aesthetic-philosophical concepts were
projected in the sphere of artistic idiom. This fact as we mention abo-
ve, became the focus of many aesthetic-philosophical essays of
O. Biezina. The way to renewal of culture was focusing on the pheno-
menon of word representing the base of life unity. The important issue
was to give the words back their esoteric meaning and to create a word
as a symbol going beyond its borders. They all saw the symbol as in-
teraction of its three components forming a symbolic image of the ob-
served reality as a living complex in the mind: 1) symbol as an image
of visible reality calling out a certain emotion in our mind, 2) symbol
as an allegory expressing ideological meaning of the image (philoso-
phical, spiritual, and social meaning) and 3) symbol as an appeal to the
creation of real life:

Kazdé slovo, které padlo az do zivych hlubin naseho nitra (a ¢asto 1éta trva tento
pad), nutné, zdkonem pravekym jako poceti svétl, zapasi, aby se stalo télem. Ale
cesta od nového snu k proméné jeho v gesto a v ob&tovani zivota je tézka a bolestna...
(Bfezina 1996, s. 80).

The real symbolist art is based on reading and understanding the
words, images and symbols so that it could overreach the antinomy of
“cosmic reality” and “seemingly real world”. The necessary matter
was to understand the essence of words as a unity of sound, existence
and bearer of sense. The word-symbol enabled estimation of hidden
powers of universe, recognition of the richness of the world, vision of
the most minor event as a “gesture of eternity” and discovery of “the
secret of spiritual progress and unity”. Thanks to that the art entered
new relationships with universe and the art imagery became one of
means of cognition.
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