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Abstract

The study is focused on a significant feature of critical and art work of Frantisek
Xaver Salda, which was the idea of unity and integration, the idea of cultural
organism, formed by ripening of the European spirit, understanding the art as an
aesthetic incarnation of spirituality, the idea of creative efforts of life as the basic
orientation of art and the idea of freedom of the art individuality, understood in the
integral sense of the word and embodying a higher form of life. It was Salda who
opened the way to relating of art and life, the way to deeper understanding of art
creation and its final settling into a broader meaning complex. According to Salda, the
creative life became a basic criterion for searching of sense of art work. The meaning
of art and art criticism lies in their possibilities to bring life to self-awareness, self-un-
derstanding. According to Salda the art is seen as a concentrated, multiplied, and
increased demonstration of life, through its means we can finally learn about its
motion and creative direction.

Kazdé nové uméni je hluboce a podstatné monistické:
Vet v jednotu sil zivotnich a svétovych, je neseno vas$nivou
touhou a snahou, sceliti vSecko posud roztrzené a roztiis-
téné, sceliti vSecky staré rozeklané rany, vSecky kontrasty,
jez uméle $ifilo a udrzovalo staré uméni, ponévadZ z nich
zilo. Kazdé nové, opravdu nové, uméni, i dnesni nase, pracu-
je ke kultufe, ponévadz kultura je zazrak uméni opakovany,
neustale, v kazdou hodinu kteréhokoli v§edniho dne, a pro-
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meénény tak v methodu, ponévadz kultura je inspirace pfi-
poutana s nebes na zemi a dand do sluzeb kazdé lodi nasi
touhy jako vitr nebesky, a ktera se tak stala z vyjimky pra-
vidlem a sluzebnou silou (Boje o zitrek 1948, s. 108).

The essential feature of the literary criticism and artwork of Fran-
tigek Xaver Salda (1867—1937) was the idea of the unity and the inte-
gration. This idea relies on the principal of the culture organism that is
formed on the maturing of the European spirit and on the understand-
ing the art as the aesthetic incarnation of the spiritual. Very important
role in Salda’s aesthetics is also played by the idea of the creative life
that forms basic orientation of the art and the idea of the freedom of the
artistic individuality that is seen as the integrity that embodies the
higher form of life. It was just Salda who through his critical work and
essays opened the way to the approach of the art and the life, the way
to deeper understanding of the artistic creation and its final setting into
a broader meaningful whole. The concept of the creative life becomes
for Salda the fundamental criterion for searching for the sense of art.
The sense of art and literary criticism is seen in their ability to bring
the life to self-awareness and self-understanding. Salda understands
the art as the concentrated, increased and graded manifestation of life
by which we can only recognize the motion creative direction of life.

Czech philosopher Antonin Mokrej$ in his monograph Duchovni
svét F. X. Saldy that is dedicated to aesthetic-philosophical context
of Salda’s literary criticism and work of art as the “organic whole
of living thinking”, points to the fact that for the spiritual world
of Salda’s works the direction to the creation of organic and together
growing thoughtful and living whole is typical. In Salda’s aesthetic
conception, Mokrej$ finds the elements that resonate with hermeneu-
tic approach to the artwork, i.e. the effort to see the presence of real
things through the prism of the unity and at the same time the effort
to explore “the essential structures of this unity”:

Zakladni intuice o uméni jako bytostném vidéni a zptisobilosti vidét, o uméni jako
zpusobu a podob¢ zivota i jeho podstatného sebepochopeni, a stejné tak zalozeni
kritické ¢innosti jako sily a Cinitele, ktery schopnost vidét podnécuje, provokuje a roz-
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viji, nasvédeuji tomu, Ze se Saldovi terén uméni vyjevuje pravé z hlediska tazani a ze
vsechny aktivity spojené s uménim vyslovné zkouma v jejich konstitutivnich souvis-
lostech s pohybem otvirani se (Duchovni svét F. X. Saldy 1997, s. 13).

According to Mokrejs, in all of his critical essays Salda asks two
fundamental questions: What is the art and What is literary criticism.
These two questions are in his case formulated in the context of “sub-
stantial questioning” and it refers to the understanding the issue of be-
ing and the reality.

At the beginning of the creative way of this famous Czech literary
critic was his fascination with modern European art that was directly
reflected in his early poetic attempts inspired mainly by Parnassianism
published in literary journals “Lumir” and “Ceska Thalie”. In 1890
Moravian journal, whose editorial board sympathized with young ar-
tistic generation, published his “impressionistic short story” Analyza.
It provoked a strong controversy among the leaders of the realistic
movement, especially from the side of Herben's journal “Cas”.

The main reason of this strong criticism was the author’s turn-
away from phenomenal reality and his inclination to the inner world.
Thus, the short story became a protest against realistic and naturalistic
concepts in art. In line with some works of J. Zeyer, Salda’s short story
brought into Czech literature of the turn of 19" century a strong ambi-
tion to express the inexpressible and the eminent interest in senses in-
comprehensible and yet unexplored world of human heart that could
be mediated only by intuitive knowledge. The short story also brought
a high degree of experimentation in the field of traditional literary
techniques. In particular, it was mainly the effort to transfer the prob-
lem of the knowledge of the world from the surface to the human
heart, the effort to liberate symbolizing ability of the words and to cre-
ate the new symbolistic method of the depicting and to reach yet hid-
den contents and meanings.

Two opposite approaches are represented in the short story;
the analytic life that contradicts the life and the questions of the heart
and the soul and the intuitive life that represents the synthesis of mind
and heart and the synthesis of mind, ethics and religiosity. According
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to Salda, the second (synthetic) approach opens the way to the meta-
morphosis and the spiritualization of the life and the world.

A real breakthrough on the way to the modern Czech art is repre-
sented by Salda’s essay Synthetism v novém uméni (1891-1892) that
had also significant influence on the early poetry of O. Bfezina. Its
genesis was motivated by his polemics with realists and above all
by his inner need of theoretical anchoring of the essential problems
of the modern art. In the introduction of the essay he draws attention to
remarks of H. Taine and E. Hennequin that the genesis of the Euro-
pean literature of the second half of the 19™ century is accompanied by
the effort of “metaphysical synthetism” that forms the whole essence
of modern poetry:

Schopnost abstrakce, subtilni zpisoby dobrati se tajiv intuici a symbolisaci,
touhu po slouceni method védeckych s uméleckymi, mysticky vztah a tuSenou
koneénou jednotu Védy, Nabozenstvi. Uméni odhaduje jako vlastni cile jeji v téchto
slovech jako v mlhach fluidnich a ptece skoro magneticky urcitych a pronikavych
jako ma byti nové to umeéni samo (Kritické projevy — 1 (1892-1893) 1948, s. 11).

According to Salda, Taine’s remark is based on the idea that forms
“intuition and aspiration of all modern literature and that supposes
“essence shining through felt form of everything” and this essence we
can only divine. But the effort to abstract “Eternal, Integrated and Ab-
solute” from casual, irrelevant, relative and time-space limited and
disunited is the core value to that consciously all thinkers and artists
like Spinoza, Pascal, Shelly, Poe, Stendhal, Balzac, Baudelaire direct.:

Sily umélci napjaty k feseni téchto problémi; skute¢né védecka estetika chce jim
pomahati hledati tyto vzneSené, vysoké a tmavé cesty. A tento smér mysli tato
dusevni disposice neni ani povrchni ani mélka. Kazdy den akcentuje se urcitéji a zie-
telnéji. Poslednimu desetileti jest jiz pfiznac¢na. [...] Lze fici bez paradoxu, ze de-
vatenacté stoleti, zvlasté v druhych svych dvou tfetinach, prohloubilo, zhustilo a ne-li
stvoftilo, alespon pretvofilo, zvlastnim a velmi intensivnim zptisobem uvédomilo cit
Mystického. Dnes mysli a sni vSichni pod jeho studenym stinem. Strom Neznamého
hazi na lidstvo mraky tmy, které — ukazalo se tak bezpeéné a jisté — nerozedni se nikdy
(Kritické projevy — 1 (1892-1893) 1948, s. 12-13).
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Salda suggests that modern philosophy is not interested in ques-
tions of hidden causes of all things (as if to get rid of unnecessary un-
rest) it is only limited to intellectual knowledge of secondary causes,
because primary causes are forever hidden beneath the surface of phe-
nomenal world:

[...] moderni filosofie pfikryla zivot jako smutecnim gazem tajemstvi. Nemyslime
0 ném, nesmime, nemizeme o ném mysliti a pravé proto je vSude citime, proto pro nas
je, zije v8ude (Kritické projevy — 1 (1892—1893) 1948, s. 15).

In the same way, the science that gives priority to analytic methods
confined to limited area of interests, excluded from its interest relig-
ious and metaphysical question and it stopped researching of the “que-
stions of the human heart and soul” that directly refers to other sources
suitable for seeing the world. The common ground of it is represented
by “the sharpest consciousness” and “the deepest feeling of unknow-
able”:

Je to Pascal, ktery chce dokazati jistotu zjeveni, ktery chce spasiti zivou pravdou
budoucnost a ktery pise svou Demonstraci kiestanského nabozenstvi, jistou odpovéd
pochybam, svétlo do tmy. Ale nedopise ji nikdy. Tma zhasi svétlo. Zbude dilo
neukoncené, dilo ve zficening, obét’ a oltaf tmy zaroven. Je to Poe, ktery s matema-
tickou jistotou popise, vymezi, vyméfi skutecnost, ...aby tim krutéji, ironi¢téji, nevys-
vétlitelngji zjevilo se tajemné. Je to Wagner, duse v horecce napjata k neznamému,
které¢ je tu doslovné tragickym symbolem, jak lze jej pochopiti jen Uplnym
ztotoznénim se s nim ve spojeni vsech sil duse. Je to A. de Vigny, ktery pochopil
nutné osamocent, lhostejny klid vSeho zivého k sob€, nemoznost vyjiti ze svého ja jako
studené a vécné rozdéleni ¢lovéka a prirody, zadosti a ukojeni, touhy po pravdé
a pravdy, vé¢né mléeni tajemstvi. Tém vSem fekl rozum malo. Rty jeho jsou studené,
a studena jsou jejich slova. A ¢im hloubg&ji hledali, ¢im netrpélivéji, vasniveji kladli
otazky, tim méné dostali odpovédi. Nakonec staval se rozum némym, neodpovidal
vibec (Kritické projevy — 1 (1892-1893) 1948, s. 15-16).

Right here Salda sees the roots of the modern art whose most sig-
nificant feature is represented by “spiritualistic and religious re-
sponse” as the protest against “positively seen indifferentism” that
the naturalism brought into art. The most significant expressions
of the modern art, include: “the adoration of Eternity and Absolute”,
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interest in depth psychology, in the sense of the fate of the individual-
ity and the world, the gravity towards mystery, “the meditation
of painful presence and the vision of a bright future”, the symbolisa-
tion of the clearest ideas and firmly anchoring of the art in the moral
mysticism. Salda sees them finally in the English and the Russian
literature of the last third of the 19™ century. This mental state, or
strictly speaking, psychological mood in the literature is called the pe-
riod, of which the typical feature is a strong effort to go beyond the
borders of the analytical that is understood as the stadium of the disin-
tegration, and to proceed from segmentation to the unity, i.e. to the
synthesis into the higher unity.

The result of the analytical approach and the understanding the art
in the time horizon in the field of the science and the art was “the exile
of the spirit” and the division of common cultural heritage that led to
the forgetting “the eternal Truth” that is recognizable only in a spirit of
the synthesis. Naturalism with its aesthetics that transfers the methods
of nature science into the field of art strictly forbade studying of the
psychology of the individual, because it was not considered to be the
objective observing method how to realize the knowledge of the real-
ity:
na prostedi casovém a mistnim, nikdy pasivnéjsi a imitativn€ reproduktivnéjsi. Byla
by mu stejné¢ zakazana malba hnuti duSevnich, intuice, snu a vise, symbolisace sil
pfirodnich a meditaci metafysickych jako fantasie a nuance citu, aspirace mravni jako
humoristické naladéni. Bylo by jen vice méné pfesnym zapisem procesu piirodné-
socialniho, pro védu ceny ostatek vice nez pochybné (Kritické projevy — 1 (1892—
—1893) 1948, s. 23-24).

Thus, against Zola’s “supposedly objective observing method” in
response to naturalism in the field of art a new method has gradually
been built up that was anchored in the subjectivism and the subjective
experience. At the very beginning we call this method psychological,
later intuitively symbolic, because modern art started early to feel that
the observation makes an artist a mere photographer that disregards
hidden primary significance and the inner connections between ob-
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served things. Here Salda is based on aesthetic concepts of E. Rod and
E. Hennequin that prefer intuitivism and the study of “inner being”.
E. Rod that dreamt of modern — “inner novel taking place in human
heart” understands intuitivism as the method that uses intuition as the
base of literary psychology. This base contains psychological phe-
nomena like the reason, emotions, will, dreams etc. The aim of this
method is not only the depiction of details and list of determinations of
the thing, but the complex spiritual view of the thing as the sign that
refers to its secret meaning and certain state of the soul.

And that is where Salda believes to be the very foundations of the
synthetism in art that turn the interest to the absolute meaning, the ab-
straction of the whole the meaning of the observed thing. However,
the observed thing is understood in the Platonic sense as the partial re-
alisation, limited shape, i.e. the part that refers to the whole and thus it
becomes a part of hidden whole that can be understood as the “clear
idea” and “eternal reason”:

Nové hnuti dnes nejenze pevné a pojmoveé neménné poznalo a objalo podstatu
umeéni, vlastni a celou neobmezenou jeho fisi —,,vratilo mu vlast po dlouhém vyhnan-
stvi”, jak se feklo, tim, Ze proti pseudoobjektivismu a domnéle védeckému indukti-
vismu polozilo syntheticky intuitivism — ono jiz tim samym, soucasné, zaroveri, inte-
grdlné (prave plnym pojetim, srozuménim intuitivismu-konkretismu, ktery stejné se
obraci k vné€j$imu jako k vnitinimu, spojuje, spravnéji vyrovnava oboje v idealnim
ekvivalentu jednou a soucasné ,,formy”, po druhé a soucasné ,,latky”) urcilo jeho
vyznam, t .j. vyraz, symbolisaci, nebo specielnéji a ponékud ve smyslu obmezengji —
technickém jeho styl (Kritické projevy — 1 (1892-1893) 1948, s. 29).

In the field of problems of the form Salda recognizes those issues:
The form is connected with holistic vision of the world and with the
knowledge of its internal laws. The problem of style in his conception
does not represent any decoration or decorativeness, but the unified
perspective (the consciousness of the unity, context and the rhythm of
life) that perceives the life and the world and that assumes the exis-
tence of strong creative personality endowed with the ability to con-
dense, to deepen, to concentrate and to crystalize observed reality. Ac-
cording to Salda, the modern art together with the radical protest
against realistic and naturalistic aesthetics in its deepest essence re-
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turns to its general consciousness and tries to systematize all the prob-
lems of the art into absolute theory.

According to the traditional scheme of understanding of the gene-
sis of art everything happens in constant effort to objectify individual
—sign language, because everything that occurs as subjective, particu-
lar, symbolic and dogmatic starts to be perceived in the course of time
as historical, objective and form taking. It is transformed into the
genre, the law, the rule when from the process of the understanding
of the artwork gradually disappears respect towards the uniqueness
of the creative individuality. Any subjective-sensual sign, meaning or
symbol of any artist-genius is now accepted, changed, codified and af-
ter all misinterpreted as historical objective and absolute shape or
form. It naturally leads to the fact that the art that is always subjective,
symbolic, full of meaning and signage is in the dogmatic aesthetics
misunderstood as absolutely given, finished, real formed and ab-
stractly absolute. Thus, the one of the features of the modern art is its
effort towards anti-formalism, to break binding abstract rules and to
break the borders of up to now logical, conventional and objective:

A odtud kazdy novy umélec-genius, t.j. kazdy pokrok v rozvoji synthesy
konkrétné-symbolické znamena boj, odpor, vzpouru proti souboru analytického ab-
straktivismu formového, proti estetikam a poetikam, proti snesenym a oveétenym jiz
genrum, syntaxim, formam: akt tviirci: boj proti hotovému. Z toho jde jiz a rozumi se
ted’ jako pojmové nutnosti reakci proti abstraktnimu, historickému, objektivnimu,
genrovému formovému slovem, ktera vyznacuje nové hnuti. Je hluboce vlastni
odevzdy umélci, tim vlastngjsi, ¢im vétsi jest. Nové dobé nalezi jen, Ze fakt ten pojala
jako projev vlastniho zakona pokrokového rozvoje umeéni, ze ho vytkla, formovala
a zdavodnila (Kritické projevy — 1 (1892—1893) 1948, s. 31).

According to Salda, in aesthetic theories of the synthetism key
aims of modern art are formulated: the identity, willpower to inner in-
tegrity and wholeness of the artwork as the integrity of life, adequacy
of the expression and the essence that is determined by direct and full
understanding of “intuitivism-concretism” as the substance of artistic
knowledge. In case of perceiving the artwork through the prism of in-
ner and living intuition, we can reach the knowledge of its artistic
truth, i.e. the unity of Inner and Outer as the whole. This whole is
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equally something new and special (Heideggerian concept of exis-
tence), extraordinary way to the essence and “re-creation in transcen-
dent truth”:

[...] totéZ a jedno jednou je Vyrazem a po druhé Podstatou, ale vzdy Vyraz je cely
jeding v Podstaté, Podstata cela jediné ve Vyrazu. Vyraz je ziena Podstata, Podstata
jest intuovany Vyraz (Kritické projevy — 1 (1892—-1893) 1948, s. 33).

This a priory metaphysical and aesthetic scheme that contained in
all great work of art in past and present Salda esteems as “the ab-
stract-ideal norm” of the modern art that has the right to attempt to ex-
tract the “picture of the soul” from the work of art. The modern art in
Salda’s ideas claims, in accordance with modern psychology, “the in-
dividual particularization, subjective symbolization of speech and
language as a complex and generalization of all artistic forms”. This
fact confirms the work of art of P. Verlaine, S. Mallarmé and R. Wag-
ner. Thus, in the spirit of Hennequiin’s estopsychology Salda develops
his considerations on the style of artwork (that is understood more
widely as the meaning). The basic feature of the style is evocativeness
and it has no formal, but mainly substantial character and it is there-
fore hidden in The Essence and The Essence of any artwork itself is
hidden in its style.'

! The same obviously applies to the interpretation of the artwork, because tradi-
tional critical analysis of it never shows its “affectional” and in fact its aesthetic va-
lue:

Po provedeni analyse v tomto stavu rozkladu ztraci dilo pro ty, ktefi je rozpitvali nebo jimz
se ukazuje v této rozdrobenosti, kazdou silu operacni, kazdy vliv dojmovy, jest neti¢innym
mechanismem, rozlozenym strojem, ktery vySetfovan v sestrojeni kol je nutné v klidu a tim
tedy nepoznan v tom, co je divodem jeho bytosti. Je tedy v této podstatné abstraktni analyse
poznani dila netiplnym, neptesnym, necelym (Kritické projevy — 1 (1892—1893) 1948, s. 42).

And that is the reason why it is necessary to focus on the activity during the process
of the knowledge of the artwork that “widens the waves of impressions” and allows to
feel these waves. It is about finding the way to art that in the spirit of estopsychology
accentuates “concrete-symbolical evocative power” as the manifestation of aesthetic
synthesis that leads to “impressive reproduction of the artwork”.

453

In his essay Salda also devotes a vast space to terms of symbol,
symbolization and symbolism. Symbolism as the one of the strongest
manifestations of the modern art he understands as the a priori meta-
physical artistic method that brings itself “clear inwardness”, it also
enables “mutual signage of The Essence (content) and The Meaning
(style, form) and the knowledge of transcendent the transcendent
unity. Salda is also against narrow understanding of symbolism as
abstract-philosophical effort that mediates the knowledge of “pure
ideas”. This understanding of symbolism he considers to be too ab-
stract, limited in its effect on the sphere of artistic activity. This con-
ception contradicts his idea of full, integral and synthetic art. Thus,
symbolism is understood as “artistic, particular-intuitive, sign-sym-
bolistic knowledge” that represents the complex of pure ideas, rational
and empiric concepts:

Odtud zdtvodnény odpor proti terminu symbolismu, pfili§ subtilnimu, uzkému,
obojetnému, jejz 1épe a reliefnéji, zda se mnohym, dovede nahraditi termin: synthetis-
mus. Ukazuje sice o malo jasnéji nez symbolismus zpusob nebo methodu uméleckého
nazirani, je sice stvoren analogickou fikci methody védecké, ale nema alespon v sobé
nic pfedmétové obmezeného, ryje dosti hluboko a piece zase dosti Siroce vysokou
a idedlné nevycerpanou linii Jednoty a Celosti v uméni a to jiz ve stadiu jejiho pie-
chodu v $irsi pole v§eobecnéjsiho a kolektivnéjsiho zladéni dusevniho, disposice spi-
Se sociologické nez individudlng estetické a psychologické (Kritické projevy — 1
(1892-1893) 1948, s. 46).

Nevertheless, more abstract and narrower conception of the sym-
bolism that is represented by the work of art of S. Mallarmé has its rea-
son in the modern art. This is because it has real meaning for mental
and spiritual state of contemporary world and culture. It mainly helped
to solve metaphysical and spiritual questions and to “heal wound of
Psyche Dolorosa” that had caused scepticism of analytical philosophy
and “empty verbal dogmatism of some historical, legal social Chur-
ches and sects” recently:

Tedy v poli konstrukei estetickych specielné bézi o to, zbaviti (konkretisaci-
intuici naziranou) Ideu a Myslénku empirické obmezenosti mista a ¢asu, ode v§i
zavislosti logickou ¢innosti a paméti (t. j. né¢im abstraktnim a neintuitivné-konkrét-
nim) dobyté, od védeckého determinismu, v néjz je spoutana analysujicim rozumem,
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pozorovanim, ode vS§i dokumentace, slovem: od historicko-socidlniho prostredi
(Kriticke projevy — 1 (1892—1893) 1948, s. 49).

This kind of symbolism finally in its deepest essence saves “the
soul of religion”, because it transposes the religious truths and sym-
bols into the sphere of artistic fiction that is the activity of “philosophi-
cal, eternal truth”. Its essence is to uncover the absolute and general
truth under the cover of phenomenon and form that are free of time-
space connections as the greatest enemies of pure idea.

Thus, this kind of symbolism is fixated and limited by metaphysi-
cal question. But, according to Salda, it fatally marginalizes the social
question and when it exceeds the limits of Art — Religion, it becomes
de facto powerless. That is the reason why the symbolism that fulfils
the idea of “synthetic and integral art” remains for Salda the ideal. The
concepts of symbolism and symbol, how Salda shows, are very often
defined by using words “selection” and “synthesis”, as the artistic
method eliminates all irrelevant facts and finally creates “synthetic
plot” that hides eternal idea or being containing “essential features” of
the observed reality. The only condition of “the integral art” is the
knowledge and seeing of intuitively-particular or symbolical-signage.
Only then the art has a feeling of knowing the Substance:

To dovedl by jediné synthetism. Ukazuji k tomu jiz prvni pocatky a kroky at’ v lit-
eratuie anglické, at’ ruské nebo nejmladsi francouzské. Ukazuje k tomu i zajimavy
zjev nabozenské renesance moderni malby, ktera (tfeba posud bez ryziho a ¢istého
ekvivalentu vlastné umeéleckého) nese patrny raz mysticky, socidlni a symbolicky
(Kriticke projevy — 1 (1892—1893) 1948, s. 53).

Salda does not understand the synthetism in art as any dogma or li-
terary manifesto. It is only clear immanent essence and the ideal ob-
jective of the modern art on the basis of which the highest respect to
freedom of each artistic individuality is hidden:

Odtud nekonecny, ponévadz neobmezeny jeho vyznam: nepiedpisuje, nepfika-
zuje umélci jako formule tieba naturalismu Zolova (ktera neni nez osobnim vkusem
povysenym za dogma, jak poveédel spravné Lemaitre), ale —a v tom je nejryzeji a nejv-
lastn&ji moderni — ve zbozné a bazlivé ucté k pravu kazdé individuality umélecké
a lidské spise naznacuje nez ukazuje smér posloupné a nejplnéjsi evoluce vsech jejich
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sil v umeéni jediné, celé, integralné, které by (neobjektivni a samoucelna forma sobg)
i proniklo i objalo i Jedno i Vecko, jak snil a myslil jiz Goethe (Kritické projevy — 1
(1892-1893) 1948, s. 53-54).

Salda’s essayistic and art work influenced by dominant currents
of European philosophy and aesthetics (Taine, Hennequin, Bergson,
Nietzsche, Dilthey) became a campaign against the classical models
of understanding the art. He has also made influential contributions
to genesis of modern Czech literature and literary criticism. His aes-
thetics led to accentuation of free creative personality and to synthetic
view of art. His creative credo became the idea of the culture that, in
his own words, is represented by “the marriage of spirit with matter”
and the idea of new art in which the symbolical and ornamental domi-
nates that has very strong intuition of the whole and the rhythm of life
and the world that anchored in eternity:

Kazdé nové krase a kazdému novému umeni jsou cizi a daleky nectnosti stafi:
nezna sobectvi specialisace, nezna hmotné¢ho napodobeni malych vyseki a vykroji
zivota, neodlucuje se od velikého rytmického celku, neuzavird se pfed nim, neni iso-
lované, nybrz oddané, slouzici a splyvajici: nese, slouzi, pracuje k jednoté a k celku
nejprve umeéni a pak zivota, chce ne napodobit zivot, nybrz zdobit jej, zmnoZovat
a stupiiovat intensitu jeho rytmu, prochvét jim vSecko jako vibraci svétla, sepnout jim
vsecko v jeden veliky akord plesu a extase. Kazda nova krasa a kazdé nové umeéni jest
symbolické a ornamentalni, kazdé nové uméni ma neobycejné zivy cit celku a ne-
konegnosti, citi a cti rytmus Zivota a svéta, ptizpiisobuje se mu, splyva s nim... (Boje
o zitrek. Meditace a rapsodie 1948, s. 92)

Antonin Mokrej§ in his monograph Duchovni svét F. X. Saldy in
connection with the reflection on the meaning of art states the follow-
ing:

Umeélecké znazornéni v prezentaci véci zpiitomiuje zaroven svét, jehoZ soucast
pfitomna véc tvofi a v jehoz siloktivkach jako pravé takova a takova vyvstava. A zvi-
diteliuje jej jako prostredi jednotné hybnosti Zivota, ktera strhuje, unasi a vaze jak
véc, tak i ty, kdo ji opravdu vidi a davaji se ji zaujmout (Duchovni svét F. X. Saldy
1997, s. 145).

Thus, for Salda the artwork is significant for “the higher health
of the soul” and there is supposed the integrated activity of our senses
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and soul. Thanks to it the human is possible to open spiritually. The
synthetic vision makes world to be understood and the art helps to cul-
tivate the sense of reality, the objective laws and the real nature of all
things and phenomena hidden under the surface. The art represents the
way to the “originality of life”:

skuteénosti jako duchovniho fadu, jako zdkonné stavby a skladby, vyjevuje, Ze se bu-
dovani skute¢nosti rovna zajistovani prostoru téch nasich pohybu, které zakousime
jako smysluplné a ze budovani prostoru tu ma raz rozsifovani volnosti jako otevie-
nosti pro naroky smyslu a kultivovani nasi zpusobilosti narokiim smyslu porozumét
(Duchovni svét F. X. Saldy 1997, s. 158) .

According to Salda, creative artist not only reproduces the external
reality, but he creates new, equal, emancipated and more significant
one. Salda, consequently, calls this emancipated reality (substantiated,
poetically illuminated image of the reality) “the another kind of real-
ity” through which we can see essential nature of life. The creative
process understood in this way leading to objectivity presupposes
the artist that is able to uncover the internal law, order and significance
in any things and to extract still hidden shape from them.

A very important part of Salda’s aesthetic-philosophical system is
the understanding of art creation as the “essential experience of our
being”, the realization of the creative and active relationship with life
as the perspective of the whole and its consequential interpretation
that leads to understanding the meaning of all things.

Every art creation is primarily the expression of confidence to life
seen as creative movement that has its inner organic order hidden from
rational knowledge and it also represents the belief in the direction of
life to the harmony and unity. According to Salda, the art becomes the
means of self-awareness of life and listening to its spirit. Thus, literary
critic understands the art as a concentrated and stylized form of life
and as the expression of creative activity and wisdom that are con-
nected with the development and rise of all human culture to the unity,
harmony and order. In his essay that is devoted to the Czech writer Jan
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Neruda and that represents the part of his book of essays Kritické pro-
Jjevy Salda defines the real literary work as follows:

...klidny, dokonaly organism umélecky, sam v sobé rytmicky uzavieny a ze sebe ros-
touci, ktery jest svou pokojnou zakonnou krasou podobenstvim vesmiru a vSeho
teplého zivota v ném. (Kritické projevy — 8 (1910-1911) 1956, s. 229)

As the literary critic Salda became a strong supporter of the ap-
proach of literary criticism that is against schematism, that respects
the freedom of self-expression of the creative spirit and that leads to
intuitive knowledge of the literary work. His understanding of crea-
tive act as the activity that is directly connected with intuitive experi-
ence of the mystery of life and with intuitive knowledge of the phe-
nomenal reality. The effort to understand the evolution and the type of
creative individuality through the primordial experience of the poets
Salda further develops in his books of essays Boje o zitiek (1905)
a Duse a dilo (1913).

The heart of Salda’s “creative criticism” that tries to explain the
picture of reality in the symbolic light is mainly represented by the re-
gard to active and creative participation in every artwork. In his liter-
ary criticism Salda strongly opposes the analytical approach and in the
first place he underlines the need of integrative and synthetical point
of view in the process of understanding of every creative individuality
and artwork. It is actually the effort to view any artwork as the inte-
grated, harmonic organism and unique and original world where we
can see life activity, rise, creative fulfilment of life and increasing
meaning. In his book of essays “Boje o zitiek™ he finally claims that
all great literary critics poetically transforms and finalizes reflected
artwork. It means that they accept the author’s assumptions, constitu-
tive elements of the artwork, the particular spiritual type and they con-
sequently transform and complete them. (They finalize them from
their roots and in parallel.)

Particular attention should be also given to Saldas’s essay Uméni
a nabozenstvi (1914) where he refuses “so-called modern materialistic
science” and where he tries through the religiosity that represents “the
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creative performance of life” and the return to its roots, to find the uni-
versal energy that could reintegrate the individuality with the unity
and to solve the current crisis of the humanism. Salda here, as in the
case of his essay Synthetism v novem umeni, emphasizes the fact that
the way to the knowledge of the world excludes rational analysis, be-
cause it is deeply based only on the religious feelings. Salda, however,
declines any type of religious fanatism, the religiosity poses to him the
one of the cornerstone of synthetism as the creative way to internaliza-
tion, spiritual integrity and order in the modern art:

Nebot’ krasa jest jen slovo, obraz a podobenstvi pro nepojmenovatelnou jednotu
Zivota, pro mystickou silu, ktera znova a znova obrozuje svét, pro kouzlo prchajici
chvile, kterou se bozstvo vyléva do vesmiru a zivota, pro mysterium rozkose a hriizy,
spravedlnosti a dislednosti zivotni, pro svétlo, jehoz zafi snesli z nas jen nejveétsi ge-
niové a titani a i ti jen na vtefinu a z jehoz pteslosti, vzpominkou a legendou, Ziji
vSichni ostatni. [...] A stejné v uméni: chceme krasu, ktera se pfipinad k svétovému
rytmu a ptiblizuje se mu nekonecnosti melodie. Nestrhuje nas krasa uzaviena a uza-
virajici, pfili§ hotova a obmezena i vymezena. Umélecke dilo jest nam tim vzacnéjsi,
¢im intimnéji nas spojuje s vibracemi svétové lyry, ¢im vice jeho zasluhou s nimi
splyvame (Boje o zitiek. Meditace a rapsodie 1948, s. 110).

Although Salda is convinced that the religion and the art are of
a different nature, both, according to him, have after all some common
features that lead human to self- addressing and dramatic polarization
of life. Revived religion and art become one of the weapons in “fight-
ing for tomorrow”, because both move away from shallowness and
externalism and they transform into expression of meditative immer-
sion, deeper sense and the expression of free individuality that is re-
moved from traditional dogmas and mindsets. It finally leads to estab-
lishing the synthesis and integral order. The religion and the art are the
two where Salda perceives the ability of understanding the life, be-
cause they both rely on imagination, intuition and internal vision:

Véda svadi véci v sebe, zjednodusuje, sjednocuje — jeji posledni princip jest
uspornost, hospodarnost, ekonomika. Jest karakteristické, ze jsou kulturni filosofové,
ktefi vidi hodnotu védy v tom, Ze ¢loveéku uspofuje zkusenosti. Proti ni stoji nabozen-
stvi a poesie nebo umeéni jako vyklady svéta osobni a osobnostni; i ony touzi po tom,
pojmouti a obejmouti svét a zivot a zictovati si je, ale se stanoviska jednotlivcova:
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jednotlivec o sobé jest jim cilem, jednotlivei a jednotlivinam ptikladaji jedinou
opravdovou skute¢nost a jedinou opravdovou hodnotu. Chtéji byti pravy Zivotu
v celé jeho §ifi, v celém jeho kypivém individualnim varu a bohatstvi. [...] Nabozen-
stvi a uméni shoduji se v tom, Ze zazehuji a udrzuji viru ve skute¢nost jednotlivcovu
a v jeho nekonecnou hodnotu (Studie o umeéni a basnicich 1948, s. 13, 14).

It should also be noted that F. X. Salda became the follower of
spiritually integrating direction in the modern art. The essence of this
direction lies in coming close to idealism as the only perspective of
spiritual unity and the expression of the protest against positivist phi-
losophy that brought itself the destruction of the unity. In his essay
Uméni a nabozenstvi Salda underlines the requirement of recovering
the integrity of the modern human and the requirement of creation
of integrated culture by way of connection of all possible factors on
the same spiritual basis that had been previously provided by religion.
One way to realization of the integrity could be deepening the inner
experience of modern human. It could be provided by revived religion
as the unique expression of inner life that develops the idea of the hu-
man as the whole of spiritual freedom and creativity.

According to Salda, modern art has the ambition to find and create
new and higher advantages of life. Thus, it has to lean on the spiritual
reality, the system of values, strong centre and unchangeable symbols
that are typical just for religious experience and that are inexhaustible
fountain of inspiration and creative energy. The work of art of Dosto-
evsky and Balzac is a just confirming this statement:

V nabozenstvi naproti tomu pramenem poznani jest vnitini zkusSenost, cosi, co
jsem prozil a mohl prozit jen ja, ktery jsem prosel témi a témi jedine¢nymi udalostmi
a ¢iny, a co jest tedy ve své podstaté nesd€litelné; cosi, v ¢em jest zrusen rozdil mezi
podnétem a pfedmétem, cosi vazaného uplné na osobnost; cosi, ¢eho nejsem panem,
¢eho si neukladam, nybrz co se déje se mnou a ve mné. [...] A podobné jest tomu
v poesii a vumeéni.  umélec a basnik zije, to jest tvoii svou vnitini zkusenosti, ne po-
zorovanim vngjsiho svéta; vnitini zfeni jest prius, vnéjsi vidéni pfistupuje k tomu az
na druhém misté a jen proto, aby potvrdilo ne jemu, ale tretim pravdu jeho zfeni
vnitiniho. Ze umélec a basnik tvoi pozorovanim vngjsiho svéta, jest predsudek natu-
ralisticky, ktery neopravnéné smisil poznani védecké s poznanim basnickym. Ze
vnitini zfeni, intuice, obraznost jsou tviréi organy basnické a Ze predjimaji skutec-
nost, t.zv. objektivnou, jevovou nebo empirickou, véd¢li a citili i basnici etiketovani
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jako realisté, pokud byli opravdovymi basniky-tvirci, tak na pfiklad Gustav Flaubert
(Studie o umeni a basnicich 1948, s. 16, 17).

But in Salda’s view this religiosity, as well as mysticism, do not
need any Church, any dogmas and any rituals. This view is solely tar-
geted at intensification and focusing of the religious consciousness on
the creation of the values. The religious consciousness and the crea-
tion are based on the principles of the spiritual and inner life that is
controlled by a desire for perfection and truth. Both, the religious con-
sciousness and the art find common ground, because they represent
the “pure love creation” that, as well as in case of philosophical system
of Russian philosopher V. S. Solovyov?, mediates direct knowledge of
relations that produce cosmic harmony:

Nabozenské védomi piirozend touzi sjednotiti viecky duge: enthusiasm jest Zi-
vot, jimz Zije, a enthusiasm tot’ oher, jenz chce byti pfenesen na nejvétsi pocet srdci —
ohen, jenz ptesvédCuje tim, Ze se sdéluje a Ze zazehuje; a enthusiasm obecnosti nao-
pak zase odrazem stupfiuje a zmocfiuje vnitfni subjektivné védomi nabozenské,
z néhoz puvodné vyplynul. [...] A timto kultem enthusiasmu spolecenského a viile
k nému sblizuje se zase nabozenstvi s uménim a s poesii, a nabozenstvi mize jim
v tom byti nékdy i oporou nebo vzorem. Uméni a poesie zvlasté jest nejen tvorba
z lasky, z jeji zhouci intensity, nybrz pfimo tvorba lasky, nejvétsiho mnozstvi zivotni
druznosti; uméni a poesie kultivuji lasku jako nejvétsi mnozitelku vztahti mezi lidmi
a tim stupiiovatelku prostiedkli vyrazovych: ona jest tkalcem nejbohatsi tkané
duchové, v niz zaptada zivot (Studie o uméni a basnicich 1948, s. 13, 14).

Salda understands the religion as the way to restoration of integrity
of modern human and to reinforcement of basics of human personality
that should help human to keep the feeling of uniqueness, to relieve

2V Rusku Solovjev, Merezkovskij, Rozanov, Berdajev domysleji, kazdy svym
zpusobem, rasové mystickou, nabozensko-tvir¢i myslenku Dostojevského a kaz-
dym slovem ukazuji, Ze jest on otcem téchto hledatelii novych nabozenskych sym-
bolti pro moderni Rus. Filosofie, z niz vychdzeji, jest vesmés filosofie protira-
cionalisticka a protifilistrovska, opravdova filosofie tragicnosti, touZzici bolest zivot-
ni pretvofiti a zboZniti v radost obéti a vykoupeni; oni v§ichni hnéni jsou démonis-
mem poznani, jak fekl Berd’ajev, jenz nema mezi a hranic; svoboda, z niz vychazeji,
jest absolutna a nezadatelna, a ptimé proziti lidstvi a bozstvi, byt za cenu smrti, je-
jich vudeéi motiv (Studie o umeni a basnicich 1948, s. 32).
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them of “general levelling of values and to keep them alone in the
crowd”. And it actually is, according to Salda, the fundamental objec-
tive of the modern art:

A zde jest rozhodny bod, v némz styka se moderni nabozenstvi s moderni poesii.
Nova poesie orientovana jest také cele k vuli zivototvorné: touzi po tom, aby jia v ni
byl ozdraven, obrozen, zcelen ¢lovek; aby ji ovladl Gplné svou dusi a dobyl z ni v§ech
jejich moznosti, v néz ztratil jiz viru; touzi dati clovéku nové vyssi jistoty nez jsou
pseudoskutecnosti odmocnéného stinového zivota, zitého v logickych abstrakcich
(Studie o umeni a basnicich 1948, s. 34).

If the main objective of art is to feel the fulness of humaneness, it
will never separate religious feeling and creation. Consequently, the
art cannot to get out of its traditional means and to be absorbed by dog-
mas and rituals. The art and especially the poetry in Salda’s view must
become “vital-religious™ creation (,,Zivotné naboZenskou”), “the full
poetry” with its “sweet sense for reality” that cannot be replaced by
any religion. On the other side, the poetry cannot replace religion in
spiritual and moral sphere:

A pravé od poesie nabozenské budu zadati, aby jejim ustfednim nervem byla
télesnost, jez touzi byti posvécena, a svoboda, ktera doufa byti zbozs§téna v lasku.
Koneény pomér mezi nabozenstvim a uménim vidim tedy v tom: soutéz a spoluprace
v uplné volnosti a pfi Giplné samostatnosti; riznost cest a metod pii vybojnosti stejné
vrouci. Touzim-li po znabozensténi poesie, chei tim jeji zesileni a ne jeji porobu;
a zejména nechci, aby utonula v naboZenstvi a nejméné jiz v né€kterém positivném
nabozenstvi historickém; nechci tim tedy ani askese, ani mni$stvi, ani navratu do stie-
dovéekych katedral, nybrz kult dramatickych sil zivotnich i vesmirnych, opravdovou
tvorbu v celém smyslu slova (Studie o uméni a basnicich 1948, s. 37).

According to Salda, the religious experience represents the return
to the unity and to primordial creativity of life:

Nabozenskost jest mné tedy pravem souznacna s zZivotnou tvorbou osobnosti
a skrze osobnost. Jen ji uvédomuje se nabozenskost sobé¢, jen ji sdéluje se jinym;
nedéje se to, nemize se to diti ani dialektickymi formulkami, ani fe¢fiovanim
arozumaienim. Kde ndbozenskost opravdu jest, tam projevuje se tim, Ze Zivot rozpuci
se vybojnou mizou, ze rozkvéta svobodou, radosti, St€stim, Ze prenasi se vitézné pies
mlhu, chlad, tisen,, pochyby, neviru a malovérnost, mrzoutskou odpudivost, nastydly
a bruounsky pesimism, neplodné hloubateni a jalovou trudnomyslnost. NabozZensky
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clovek jest radostny a sije radost kolem sebe: rozradostiuje kazdého, koho se dotkne.
Ma svuj vtip, sviij humor, teplou rozko$nou rovnovahu a pohodu duse, jimiz ¢eli ne-
srovnalostem, svarim a vys$inim vnéjsiho svéta: jimiz je vyrovnava. Jeho duse jest
cele prostoupla zvySenou energii Zivotni: jest sva ve vSem; a na svij radostny ton ladi
a k souznéni nuti vSecky lidi, s nimiz se setka (Kritické projevy — 11 (1919-1921)
1959, s. 149-150).

Salda’s concept of synthetism and religious nature of art creation is
naturally reflected in his essays on contemporary Czech literature. He
was very critical of the work of art of the representatives of the literary
group called “Katolickd moderna” where he did not see any manifes-
tation of the “vital religious element”. He also entered into fundamen-
tal polemics with the Czech literary decadence associated around the
journal of “Moderni revue”. He reproached of decadent poets for lack
of creative power, non-originality, exaggerated art and fake posers.
The problems of Czech decadent art are mainly commented in his es-
say K otdzce decadence (1895). Right here Salda turns to the concept
of decadence from its traditional simplified definition of this art
movement as the state of exclusively culminated individualistic cul-
ture, exterior decoration, fake aestheticism and psychologism to the
concept that understands individualism as the essential condition for
the evolution of art. Salda does not view decadence as the “hedonic
sensual egoism” (Kriticke projevy — 2 (1894-1895) 1950, s. 211), but
as “the social altruistic shape” that represents the reaction to the state
of the world and society. Thus, Salda’s critical attitude towards deca-
dent art is not conditional on the idea of comedown, sickness and artis-
tic decay. He only perceives its adverse effects in the fact that deca-
dence presents the type of art that is considered as the absolute entity
existing outside and over life blessed with the elements of “annoying
altruism” (Kritické projevy — 2 (1894—1895) 1950, s. 221).

The fulfilment of Salda’s conception of the nature of modern art is
represented the work of art of J. S. Machar, A. Sova and mainly the
work of art of O. Bfezina that fascinated Salda with depth of thoughts
and universality of his philosophical and artistic conception. Even
though Salda did not pay any attention to first poetry collections
where the decadent inspirations fade away, he was very impressed by
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the third poetic collection of O. Btezina Veétry od polii (1897). At this
time the rich correspondence between them was born. According to
Salda, the work of art of O. Bfezina became the embodiment of real
modern art where the idea of theurgic, “synthetizing symbolism” as
the way to knowledge and co-creation of the world and the idea of re-
ligious renewal of modern human is put to practice. According to
Salda, Bfezina represents the creative individuality that is immersed
in the deepest connections of life and world, that aspires to understand
the fate of human in the context of cosmic events and that tries to build
the new life order. In connection with the work of art of Bfezina, Salda
appreciated, in the spirit of his aesthetic-philosophical theories, the ef-
fort to overcome traditional contemporary aesthetic assumptions
of decadence and symbolism by way of heading from subjectivism to
theurgy as the creative transformation of human and world, i.e. to the
renaissance of the spiritual dimension of human being and culture as
the set of values.
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