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O0610XKa XypHaia
«3on0toe PyHo»
1906, Ne 1

(110 ackuzy M**)

Cover of the “Golden
Fleece” issue No. 1,
1906 (a sketch of 1**)

Bynem kak Comnxie!
K.banbMOHT

HNna I'opman

«30JIOTOE PYHO»

1 9 O 6 y NCTOKOB YcTpouTenu BbICTaBKU, OTKPBIBIIEH-

ca B IpeTbsaKoBCKOU rajzepee B Map-

PYCCKOIO Te rofia, CTPEMUICH 110 BO3-
1900 Doy e oo e

00pa3HyI0 JeATEJbHOCTD KypHasIa
«3o050T0€ PyHO» 1 BBIABUTD €TI0 NCTOPUYECKOE 3HAaUeHUe. MaTepuasbl CrpylIupOBaHbl
B TpH pasjena: «BoictaBkn», «<;Kypnam» u «Hukonait Pabymmuncknii». OCHOBY 5KCI1O31-
UM COCTABJAIOT INPOU3BEJEHUs PYCCKOTO U (PPAHIYy3CKOIO MCKYCCTBA, IPU3BAaHHLIE
JlaTh MPeJICTaBlIeHre 00 OPraHU30BAaHHbIX KYPHAJIOM COBMECTHBIX PYCCKO-(PPAHITy3CKUX
BpICTyIIeHUAX B Mockse B 1908-1909 rogax, copeiicTBOBaBIINX BBIXO/Y MCKYCCTBA 3TOTO
BpEMEHU U3 KpU3KCa U POPMUPOBAHUIO KOHIIETIIIUN PyCCKOTo aBaHrap/a XX Beka. B pas-
aene «;KypHan» npejcTaBleHbl MaT€PUAIIb], 3HAKOMAIUE 3pUTEIEH C JIeATEIbHOCTDIO
«3onororo Pyna» kak medaTHOro m3jaHus, 3ajada KOTOPOTO COCTOsIa B TOM, YTOODI
IIOMOYb XY/I0’KHMKAM 1 PyCCKOM YMTAIOIIEH MyO/InKe pa3oopaThCsl B MACCE HOBBIX, IIOPOU
OYEHDb CJIOKHBIX ITPOOJIEM, BCTABABIIMX B Ty IOPY IEPEJ UCKYCCTBOM, a TAKKe CII0CO0-
CTBOBATb BOCIIMTAHUIO IMHPOKOTO 3HAHUSA U MHTEPECca K HAIMOHAJILHBIM TPAJAUIUAM.
B pasnene, nocsamennom Hukomnaio PsabymmHckoMy, moceTuTenu nojyJyaT npejcTaBie-
HUE O JIMYHOCTU peJakTopa-usjgarens «3onororo Pyna», o3zHakoMarcsa ¢ pakramu ero
’KU3HU U TBOpYecTBa B Poccum u 3a py6e:xom, B IEpHOJ SMUTpaIiuu. 3/1eCh e MOKa3aHbI
PENPOAYKIINN KUBOIIMCHBIX MOJOTEH PAGYIMIHCKOro, 5KCIOHNPOBABIIMXCS HA BBICTAB-
Kax «3osororo Pyna», u ero pejgkue nojyimHHble rpapudeckue Habpocku. B aTom pasze-
Jle cOOpaHa TaKXKe TajJepes pUCOBAHHBIX MOPTPETOB BBIIAIOIINXCS AesTeNel PyCcCKOM
KyJbTypbl pyoeska XIX-XX BeKOB, MCIIOJHEHHBIX JUIS KypPHaJIa 110 3aKa3y PabymmHckoro.
IKCIOHATAMU BBICTABKU ABJIAIOTCA U CAaMM HOMepa «30J10Toro Pyna» — 3ameuaTeibHbIE
006PA3IIBI PYCCKOTO JKYPHAIBHOTO MCKYCCTBA TIOXU MOJEPH.
Bcero na BpicTaBKE IeMOHCTPUPYIOTCA OKOJI0 200 TpOoU3Be e HUIA JKMBOIIMCH, TPaUKH
U CKYJbNTYpbl U3 cobpanuil Tperbsakosckoil rasepen, Mysess n306pa3uTeIbHBIX HC-
kyccts umenu A.C.Ilymkuna, Pycckoro myses, pmuraxka, [ocyrapcrsennoro Jlurepa-
TypHOTO My3esi, locymapcTBEeHHOro Myses M300pasUTENbHBIX HCKycCcTB Pecrnybamkm
Tarapcran, Bragnmupo-Cysaanibckoro myses-sanosejHuka, Poccuiickoro rocymapcr-
BEHHOTO apXH1Ba JINTEPATYPhI M UCKyCcCTBA, bubinorekn-ponna «Pycckoe 3apybexne»,
a TaKkKe MaTepUaIbl U3 YACTHBIX KOJUIEKITUA.
[ocymapcTBennas TpeTbskoBckas rajgepesi BbIpaKaeT 0JaroJJapHOCTb F€HEPaIbHOMY
cnoncopy npoekra — Ipynne «M® /[ Karmtanb».
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Interior »

of the “Salon

of ‘Golden Fleece’”
exhibition

We will be like the Sun!

Konstantin Balmont

Ida Gofman

“GOLDEN FLEECE”

1906 At the TOOtS  Theexhibition organized by the

Tretyakov Gallery in March

Of the RUSSiaD 2008 introduces for the first

1 9 O 9 Avant— gard e time to the public the work of

the “Golden Fleece” movement,
an outstanding phenomenon in the history of Russian artistic culture of the early 20th
century. The organizers’ goal has been to reflect as fully as possible the magazine’s activi-
ties and to illuminate its historical importance. The materials on display are grouped into
three sections: “Exhibitions”, “The Magazine” and “Nikolai Ryabushinsky”.
The exhibition features the works of Russian and French artists that will evoke and refer-
ence their joint exhibitions in Moscow in 1908 and 1909. Its key objective is to highlight
the main tendencies of the magazine-sponsored encounters of Russian and French art
which contributed to the development and formation of the concept of 20th-century
Russian avant-garde art.
Special prominence is given to items introducing viewers to the activities of the “Golden
Fleece” as a magazine, a print publication intent on helping artists and the Russian read-
ing public to gain insight into the host of new, sometimes very complex problems facing
art in the early 20th century, and furthering the cause of enlightenment and the cultiva-
tion of interest in national traditions.
A special section of the exhibition is dedicated to Nikolai Ryabushinsky, the “Golden
Fleece”’s editor and publisher. The exhibition features Ryabushinsky’s original paintings
and drawings, prints of his artwork shown at the “Golden Fleece” exhibitions, personal
photographs from different years and views of his villa “Black Swan”. This section displays
Ryabushinsky’s life and art in Russia, and some items from his private archive highlight-
ing the “Golden Fleece” publisher’s activities during his émigré period. This section
showcases a gallery of graphic portraits of eminent figures of Russian culture from the
turn of the 19th and 20th centuries commissioned personally by Ryabushinsky for the
“Golden Fleece” magazine. The exhibition also includes the “Golden Fleece” issues as
such, which are superb examples of Russian magazine art of the Moderneepoch.
In total it features about 200 paintings, graphic works and sculptures from the Tretyakov
Gallery, Pushkin Museum of Fine Arts, the Russian Museum, the Hermitage, the
Literature Museum, the Museum of Fine Arts of the Republic of Tatarstan, the Vladimir
and Suzdal History, Architecture and Fine Arts Museum-Reserve, the Russian State
Archive of Literature and Art, and the Library-Fund “Russians in the World”. The exhi-
bition also features items from private collections.
The Tretyakov Gallery give special thanks to “IFD Kapital Group”, the general sponsor
of the project.
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here was a brief period in the history

of European culture when an art
magazine had a significance and role that
went beyond that of an ordinary print
publication, and became a prominent
cultural phenomenon that defined an era
and shaped that era’s artistic conscious-
ness and aesthetic ideal. The turn of the
19th and 20th centuries was one such
period. Starting from the 1890s such mag-
azines appeared one after another in
Paris, London, Berlin and Munich, con-
tributing to the specific atmosphere of the
time. The Munich-based “Jugend” mag-
azine even lent its name to an artistic
trend in European culture of that period,
Jugendstil.

In Russia the magazines “World of
Art” and “Golden Fleece” fall into this
category. The latter was intimately linked
to the history of a fellowship of young
Muscovite Symbolist artists headed by
Pavel Kuznetsov. The “Golden Fleece”
magazine became that group’s material
base, ensuring full freedom for the artists;
it was the print mouthpiece and ideologi-
cal centre consolidating the fellowship
and contributing to the recognition of the
aesthetic principles of Symbolism. It was
the “Golden Fleece” that organized in
1907 the famous Moscow exhibition
“Blue Rose”, which lent its name to
Russian Symbolism in visual art in the
1900s. Through the efforts of the “Golden
Fleece” the “Blue Rose” movement
became an epoch-making artistic phe-
nomenon that set trends and defined the
styles of the time.

After the “Blue Rose”, the maga-
zine, continuing its activities, organized
joint exhibitions of Russian and French
artists working in the newest trends: the
years 1908 and 1909 saw in Moscow three
exhibitions named “Golden Fleece” —
unique in size and the scope of the artists
represented, they were to play a momen-
tous role in the history of 20th-century
Russian art and give a powerful impetus to
the development of Russian avant-garde
trends.

Nevertheless, far from receiving due
appreciation from Soviet art scholars, the
“Golden Fleece” was labeled a phenome-
non alien to the new ideology, as was
everything connected with Symbolism in
general and the “Blue Rose” in particular.
The magazine was declared “bourgeois”
and decadent and, for this reason,
dumped on the “garbage heap of history”
and filed by the Soviets under the “forbid-
den” category.

Today no one would doubt the his-
torical logic behind the “Golden Fleece”
phenomenon and its importance and sig-
nificance for 20th-century Russian cul-
ture, so, naturally, study and investigation
into it has revived. 2007 saw the publica-
tion of the first major monograph on the
subject.' The exhibition organized by the
Tretyakov Gallery in the spring of 2008 to
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commemorate the centenary of the first
joint Russo-French exhibition, the
“Salon of the ‘Golden Fleece’” intro-
duces it for the first time to Russian audi-
ences in all its variety.

The “Golden Fleece” magazine was
first published in Moscow in January
1906, with Nikolai Ryabushinsky as its
editor and publisher. The new publication
was conceptualized and shaped as a con-
tinuation of the St. Petersburg magazine
“World of Art”, which by 1904 had
already disappeared. The need for an arts
magazine which would become the ideo-
logical centre in the struggle between new
movements and established trends was
especially acute then. Moscow at that
time started to be the centre of Russian
art. Unlike the St. Petersburg Academy of
Fine Arts, by then a musty conservative
institution, the Moscow School of
Painting, Sculpture and Architecture,
with Valentin Serov becoming the head of
figure painting workshop in 1897 and
Isaac Levitan, Konstantin Korovin and
Paolo Trubetskoi subsequently joining the

faculty, experienced a true revival. The
spirit of freedom fostered within the
school encouraged Moscow painters to
grow artistically and to experiment boldly
while preserving their keen sense of
“roots” — a deeply-felt kinship with
national traditions.

Creating the new magazine,
Ryabushinsky looked towards Sergei
Diaghilev’s activity and the goals he set in
organizing the “World of Art” society. In
his 1897 letter to Alexander Benois
Diaghilev wrote, “...[I am] putting
together a magazine wherein I expect to
bring together all of our art life, that is to
use true art for illustrations, to speak up
frankly in the articles, and later to organ-
ize a series of annual exhibitions under
the magazine’s auspices...”.2 The publica-
tion of “World of Art” started in 1899.
The article “Complex issues” prefacing
the first two issues of the magazine set out
new aesthetic principles, those of the sov-
ereignty of art and freedom of creative
endeavour, in which the priority of the
creator’s personality was upheld, and the
role of art critics was seen as a “celebra-
tion” of every new manifestation of tal-
ent. The enlightenment of the general
public was declared as one of the maga-
zine’s most important goals.

The “Golden Fleece” picked up the
banner of struggle for the new aesthetic
principles seven years after the publica-
tion of the first editions of “World of Art”,
coinciding with the peak time of the
Russian revolution of 1905. Shortly
before the magazine came out in Moscow,
in December 1905, the authorities cruelly
suppressed an armed rebellion in the city.
Unlike “World of Art”, the “Golden
Fleece” formulated its principles in line
with the spirit of the revolutionary time —
as a manifesto printed in golden letters on
the pages of the first edition reads: “We set
out on our journey in a cruel time. A rein-
vigorated life is boiling over like mad
around us... We sympathize with all those
who work towards the goal of reinvigorat-
ing life, we do not reject any single goal of
modernity, but we firmly believe that one
cannot live without Beauty and that for
our descendants not only institutions
must be liberated, but opportunities for
free, bright, sunlit creative endeavour
must be gained as well... And for the sake
of that same new forthcoming life we, the
seekers of the golden fleece, unfurl our
banner: Art is forever... Art is indivisible...
Art is symbolical... Art is free...”

The name chosen for the magazine
was loaded with meaning. The idea was
set forth shortly before by the then young
poet and theoretician of Symbolism
Andrei Bely in his short story “Argonauts”

! Gofman, Ida. “Golden Fleece.” Magazine. Exhibitions
1906—1907. Moscow, 2007.

2 Benois. Emergence of “World of Art.” Leningrad, 1928. P. 27.

UCTOPUM €BPOINENCKON KYJIbTYPhI

OBLT KpaTKWii mepuons — pybex
XIX—XX BekoB, — KOrAa XyJd0>XXeCTBEH-
HbII XypHaJI CTaJl IO CBOEMY 3HAYEHUIO
U POJIK YEM-TO OOJIBIIINM, YEM TeYaTHOE
WU3IaHNE; OH IIPEBPATUIICS B SIPKOE KYJIb-
TypHOE siBJieHUe, (hOPMUPOBABIIIEE ICTE-
TUYECKUI uaean anoxu. HaunHas ¢ cepe-
nuubl 1890-x romoB, MogOOHBIE XypHa-
JIBI OJTVH 32 IPYTUM TOSIBIISLTUCH B [Tapu-
ke, JlongoHe, bepaune, Mionxene. OHu
CIOCOOCTBOBAJIM CO3IaHUIO OTpeae/eH-
HOU 3MOIIMOHAJILHON aTtMocdephbl Bpe-
MeHu. MioHnxeHckuit «FOreHa» naxe main
Ha3BaHUE XyIO0XXECTBEHHOMY HampaBie-
HUIO B €BPOIECHCKON KYJBType TOW IO-
pBI — IOTeHIIITIb.

B Poccuu K TakuM SIBIEHUSIM MOX-
HO OTHECTM XypHasibl «Mup uckyccrsa»
u «3onotoe PyHno». [Mocnemnuii 66T He-
Pa3pbIBHO CBS3aH C UCTOpHUEI co0OIIIe-
CTBa MOJIOABIX MOCKOBCKHUX XYIOXHHU-
KOB-CHUMBOJIICTOB, KOTOPOE BO3TJIABJISIT
I1.Ky3nenos. 2KypHait Obu1 MaTepUaIbHON
0a30i1 3TOI IpynIibl, MOJYYMBIIEH C €ro
TMOMOIIIBIO TIOJIHYI0 CBOOOIY JEUCTBUIA;
TEYaTHBIM OPTaHOM U UIIEOJIOTHUECKUM
LIEHTPOM, OOBESIMHUBIIUM W CTUTOTUBIIMM
COIPYXECTBO M CIIOCOOCTBOBABIIUM YT-
BEPKICHUIO 3CTETUYCCKUX TPUHIIUTIOB
cumBon3Ma. MimeHnHo «3oso0toe PyHO»
ob11 B 1907 romy opraHuM3aTopoM 3Hame-
HUTON MOCKOBCKOI BbICTaBKHU «l0my0Oast
Po3a», nmaBmieit uMmsi pyccKOMy CHUMBO-
JIM3MY B M300pasuTEIbHOM MUCKYCCTBE
1900-x romoB. «[01ry60p030BCTBO» CTapa-
HUsIMU «30J10TOT0 PyHa» IpeBpaTtuiioch B
SMOXAJIbHOE XYIO0XECTBEHHOE TeueHUe,
3a/laBaBlliee TOH U OTpeeIaBIIee CTUIN-
CTUKY BPEMEHMU.

Crenowm 3a «[onyooit Po3zoii», B Ka-
YeCcTBE MPOIOJIKEHUS €€ NeSITeTbHOCTH,
JKypHaJI OpraHM30BaJl COBMECTHBIE BBICTY-
TJIEHUST PYCCKUX W (DPAHITy3CKUX COBpe-
MEHHBIX TTePeIOBbIX XyI0KHUKOB. B Mo-
ckBe B 1908—1909 ronax cocTosiich Tpu
YHUKAJbHBIE TI0 MacIuTaby M COCTaBy
YYaCTHUKOB BBICTABKM IIOJI Ha3BaHUEM
«3010T0e PyHO», chirpaBiiue cyab00HO-
CHYIO POJIb B UCTOPUM PYCCKOTO MCKYC-
ctBa XX CTOJNIETUSI W NABIINE MOIIHBIN
WMITYJIbC Pa3BUTUIO PYCCKOIO aBaHrap-
JTHOTO JIBUKEHUSI.

Opnako «3o050Ttoe PyHO» He TOIBKO
HE TOJIyYWJ JIOJDKHOU OLIEHKU B COBET-
CKOM HCKYCCTBO3HAaHMU, HO, KaK U BCe,
YTO CBSI3aHO C CMMBOJIMU3MOM BOOOIIE U
«Tony6oit Po3oii», B yacTHOCTH, OBLI 3a-
KJIEMEH KaK BPEIHbIN 1 YyXIblii HOBOM
unaeojgoruu. 2KypHaua oObSIBUIN «OypxKy-
a3HBbIM», JEKaJCHTCKUM, B CHITy Yero OH
0Ka3aJcsl Ha «CBaJIKe UCTOPUU» U BOILLIET
B UKCJIO 3aMpPElIEHHBIX B COBETCKHE TOJIbI
WU3TaHUN.

CeronHs ye HU y KOrO HET COMHe-
HUI B HMCTOPUYECKON 3aKOHOMEPHOCTU
BO3HUKHOBEHMSI «30J10TOr0 PyHa», B Baxk-
HOCTH U 3HAYUTEIbHOCTH ITOTO SIBJICHUS
IUTST PYCCKOM KyJabTyphl. EcTecTBeHHO,
BO3HUKJIAa HEOOXOIMMOCTb €r0 U3yYeHUs

u uccienosanus. B 2007 romy BbIma B
CBET IepBast OoJiblliasi MoHorpadwus,
MOCBsIILieHHas! JaHHOU Teme'. OpraHu30-
BaHHas1 TpeTbsIKOBCKOI Tajiepeeit BeCHOM
2008 roma BbICTaBKa, MPUYpPOUYEHHAs K
100-1eTuI0 TIEPBOIi COBMECTHOI PYCCKO-
¢paniy3ckoii akcrosuiu «CanoH 30-
sotoro PyHa», BIiepBbIe mpencraBisieT
IUPOKOMY 3pUTEITI0 MHOTOOOPa3HyIoO 0
XapakTepy AesITeJIbHOCTb XKypHaJa.
«3omotoe PyHO» Havyanm BBIXOAUTH B
Mockage ¢ stHBapst 1906 roma. Ero penak-
TopoM-u3nareiaeM ctag Hukonaii Psioy-
mmHckui. HoBoe m3naHue MBbICTUIOCH
1 (hOPMUPOBAIOCH KaK TTPOIOJIKEHME TIe-
TepOyprekoro «Mupa UCKYCCTBa», BBIITYCK
KOTOporo ObL1 MpekpaiieH B 1904 romy.
IToTpeOHOCTL B XydOXECTBEHHOM XYyp-
HaJie, B3sIBIIEM Obl Ha ce0sl POJib U010~
TMYECKOro ligHTpa B O00pbnOe OypHO Ha-
POX/IaBIIETOCS HOBOTO C eIIle KPETKO OT-
CTauBalolllell CBOM ITO3UIINY KOCHOCTBIO,
Obl7Ta B TOT MOMEHT OCOOEHHO OCTpOMA.
MockBa Toraa Havanaa aKTUBHO <«BO3BbI-
MAThCST» KaK XYMOXECTBEHHBIN IEHTP
pycckoro uckyccTBa. He B mpumep me-
TepOyprckoit AKaieMuu Xya0XKeCTB, Ipe-
BpaTUBILIEHCST K TOMY BPEMEHHU B 3aTXJIOE
KOHCepBaTUBHOE yupexkneHue, MoCKOoB-
CKO€ YUMJTUIIIE XKUBOIMCH, BasSTHUS U 30/1-
YyecTBa, Kylda B KauecTBE PYKOBOAUTEISI
HaTypHOro Kiacca B 1897 romy Gbi1 Tipu-
rnaireH Basentun Cepos, a Bciien 3a HUIM
npunuin Mcaak Jlesuran, KoHcraHTUH
KoposuH, ITaono Tpybelikoit, nepexu-
BaJIO TIO[UTMHHOE OOHOBJIeHNe. BocruTh-

! Togpman H.M. 3onotoe PyHo. 2Kypnan. BeicraBku 1906—1909.
M., 2007.

3araaBHBbIiA JIUCT
ny6nukauuu «fonybas
Po3za» (1o ackuzy
T1.I1.YTKuHa)
Kypnan «3omoroe
Pyno». 1907, Ne 5

Title page

of the “Blue Rose”
publication (Pyotr
Utkin’s sketch)

The “Golden Fleece”
magazine, 1907, # 5

BoicTaBku

BaeMbIii 3eCh IyX CBOOOIBI CIIOCOOCTBO-
BaJl aKTMBU3ALMU TBOPYECKUX CUJT
MOCKOBCKMX XYIOXXKHUKOB, CMEJIOTO HO-
BaTOPCTBA NP COXPAaHEHUU OOOCTPEHHO-
TO YYBCTBa <«IIOYBEHHOCTH», TJIYOMHHOI
BHYTPEHHE CBSI3U C HaLMOHAJIbHBIMU
TPaIULIUSIMU.

CosnaBast HOBBIIA XypHa, PsaoymmH-
CKUII OPUEHTUPOBAJICSI Ha AESITETbHOCTh
Cepres Jlsiruiesa v Te 3aJa4yu, KOTOPbIA
TOT CTaBWJI IpU OpraHm3aumu «Mwupa nc-
KycctBar. B muceMme 1897 rona k A.benya.
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focused on a quest — vague, in line with
the Symbolist trend — for freedom pur-
sued by young Russian idealists. Bely
called on humankind, “for love of free-
dom”, to leave the Earth, which had
become insufferable for free-spirited peo-
ple, and to fly “into the blue ether”, to the
Sun. The story even presented a detailed
flight plan. The story’s main character is a
“great writer setting on a journey to the
Sun like the Argonauts in search of the
fleece” who says, “I will publish the
‘Golden Fleece’ magazine. My collabo-
rators will be Argonauts, and the Sun will
be the banner. By explaining in popular
terms the basics of ‘sunness’ shall I kindle
hearts. I will cover with guild the whole
world. We will become inundated with
liquid sun.”?

Big, beautiful, shining with gold, as
if filled with sunlight, the first issue of
“Golden Fleece” that appeared in
January 1906 was designed to shock, to
exhilarate, to cheer, and to raise hope.
The birth of the magazine under the ban-
ner of the Sun symbolized the rise of new
life. The Sun was rising to dissipate the
gloom of Night into which Russia was
then plunged. The new publication’s goal
was to present on its pages all the artistic
life highlighting the brightest and most
noteworthy happenings and, in keeping
with Bely’s idea, “to explain in popular
terms the basics of ‘sunness’”, meaning
the ideas of Symbolism as a new and most
progressive trend in 20th-century culture,
“kindling the hearts” of the readers.

The “Golden Fleece” magazine
started out by introducing the originator
of Symbolism in Russian visual art,
Mikhail Vrubel. The first issue printed in

M.A.BpyGenb
Aemonopmpem.
1904—-1905

Bymara, yronbHbIit

¥ CBUHLIOBBIA
KapaHIalu, CaHTMHA
35,5%29,5

ITr

Mikhail VRUBEL
Self-portrait.
1904-1905

Charcoal and lead
pencils, sanguine on

paper. 35.5 by 29.5 cm
State Tretyakov Gallery
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Leningrad, 1991.

P. 450—455.
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January 1906 carried his works on its first
pages. It took a long time for Vrubel’s
contemporaries to appreciate him - but
for the young Muscovite Symbolists he
was an idol, a benchmark, the epitomy of
the very idea of Symbolism, a spiritual
point of reference. Vrubel became a sort
of yardstick for the “Golden Fleece”, the
highest note to which the magazine
aspired. Its beacon, the artist’s personali-
ty would define the course the magazine
would pursue.

Every issue of the magazine intro-
duced readers to the most significant, in
the editors’ opinion, phenomena of con-
temporary Russian artistic life which were
yet little understood and not duly appreci-
ated. Thus, the third issue was devoted to
Viktor Borisov-Musatov, who was, along-
side Vrubel, another originator of
Symbolism in Russian visual art and who
was for the Muscovite innovators not only
a guiding light, beauteous but distant like
Vrubel, but a living reality — their friend,
mentor, and teacher. That publication of
the “Golden Fleece” played a most impor-
tant role in the formation of a correct his-
torical perspective on Borisov-Musatov’s
art and the appreciation of his significance
for the history of 20th-century art.

The “Golden Fleece” editors also
provided opportunities for readers to see
many “World of Art”’s leading artists —
Konstantin ~ Somov, Léon  Bakst,
Alexander Benois and Yevgeny Lansere.
The magazine printed many of their
works, including portraits and self-por-
traits commissioned by Ryabushinsky
especially for the publication — this gave
rise to the “Golden Fleece”’s consider-
able gallery of portraits. The prints were
accompanied with articles about the artist
or a dedication to him. The art of Mikhail
Nesterov, Nicholas Roerich, Konstantin
Bogaevsky, too, was presented on the
magazine pages with fitting reverence. As
for the young Muscovite innovators, only
Pavel Kuznetsov was given that much
attention.

Subsequently, trying to give the
reader a more than far-ranging knowl-
edge, the magazine was also intent on cul-
tivating the sensitivity for art in the wider
reading public, and not only the Russian
public at that: during its first six months
the “Golden Fleece” was published in
two languages, Russian and French, and
circulated in 11 of Russia’s largest cities,
as well as Europe and America. The new
magazine was very particular about not
only what was published but also about
how it was published. The magazine car-
ried mostly large-scale illustrations filling
up a whole page of the finest paper, the
artwork did not have textual inserts, and
its layout was carefully considered. Thus,
the juxtaposition of Vrubel’s self-portraits
and the faces of his “Prophets”,
“Seraphs” and “Demons” brings out the
divine nature of Vrubel’s gift, his “cho-

senness”.

The pages with Borisov-Musatov’s
artwork evoke a soft lyrical tone. An
important feature of these works is the
light-coloured backgrounds highlighting
the songlike fluid lines of Borisov-
Musatov’s compositions and the soft
modulations of his accords of colour. In
Roerich’s artwork, on the contrary, white
serves to deepen the gloomy shades of
black prevailing in many of the artist’s
pieces of the period. The magazine drew
the reader’s attention to the fact that dif-
ferent visual arts require different types of
approach. For instance, the “Fleece” fea-
tured two sculptural groups of Konstantin
Somov in four and six projections respec-
tively, from different sides, and against
different backgrounds. The magazine
seems to have been obviously interested in
graphics, the art form which is best suited
for print publication. The elegance and
subtlety of the lines and the beauty of
black spot inherent in the silhouettes in
Somov’s graphic pieces are brilliantly dis-
played; the magazine prints afford a fair
view of the beauty and rationality of
Lansere’s drawings, of the classic clarity
of Léon Bakst’s drawing style and the
charm and freedom of his plein-air “cro-
quis”or sketches.

The new magazine picked up and
successfully continued yet another
important initiative of the “World of Art”
— the popularization of the national artis-
tic heritage. Every year the magazine ded-
icated a substantial triple issue to this sub-
ject. The first among the heritage issues
was focused on Old Russian art: the issue
contains about 70 illustrations and the
material is divided into five sections
devoted to its different types and forms. It
is hard to overestimate the importance of
this publication. The reading masses were
for the first time introduced to an
unknown section of Russian art, a new
world of the nation’s sublime centuries-
old creative endeavour. The discovery of
Old Russian art as a powerful source of
aesthetic and spiritual inspiration was
highly important for setting a direction
for the young Russian artists’ quest and
shaping the principles of the Russian
avant-garde.

Next year, in 1907, the most impor-
tant heritage material was “Alexei
Venetsianov and His School”, and in
1908, it was the art of Nikolai Ge as the
best representative of the high-minded
“Peredvizhniki” (Wanderers) tradition.
And the centenary of Alexander Ivanov
was marked by the “Golden Fleece” by a
superb publication of Ivanov’s drawings
and watercolour pictures largely unknown
to the general public, accompanied by
Vasily Rozanov’s article.

However, for all its attention to the
art of the past the new magazine was first
and foremost directed to the future.
Considering itself responsible for the des-

JlsirvieB cooO1La: «....IPOEKTUpYIo <...>
XKypHaJl, B KOTOPOM JyMar0 OObEIUHUTH
BCIO Hally XyJIOXECTBEeHHYIO XU3Hb, T.e.
B WUIIOCTpALIMSIX TMOMEIIaTb UCTUHHYIO
XKMBOTMHUCH, B CTaTbIX TOBOPUTHb OTKPO-
BEHHO, YTO AyMalo, 3aTeM OT UMEHU XKyp-
HaJla yCTpauBaTh CEPUIO €XKETOJAHBIX BbIC-
TaBOK...»?> « MMp HCKYCCTBa» HayaJl BHIXO-
muTh B cBeT ¢ 1899 roma. B mporpamMmmHoit
cratbe «CJI0KHBIE BOTIPOCHI», TIPEIBaPSIB-
LIl TepBble JBE KHUXKKM XypHasa, U3-
JIaraJlich HOBBIE 3CTETUYECKUE TTPUHIIM-
TbI, HA OCHOBE KOTOPBIX OOBETUHUINCH
MOJIONIblE JesITeJId HOBOTO MeTepOypr-
CKOTO TBOPYECKOTO COApYyxXecTBa. B Heit
MMPOBO3IJIAIIAINCH AaBBTOHOMHOCTh MCKYC-
CTBa U cBOOO/Ia TBOPYECTBA, YTBEPKIA-
csl IPUOPUTET JIMYHOCTU TBOPLIA, HA3HA-
YeHME XYIOXECTBEHHOM KPUTHUKU (hop-
MYJTMPOBAJIOCH KaK «BOCTIEBAaHUE» BCSIKO-
ro HOBOTO MpPOsiBIeHUsT TaslaHTa. OmaHOM
U3 BAKHEHILINX 337a4 XKypHasia OObsIBJIsI-
JIOCh BOCTIMTaHUE IITMPOKOTO 3HAHMSI.

«3010T0e PyHO» BBICTYITVIT Ha apeHy
0OpBHObI 32 HOBBIE ACTETUUECKUE TPUHIIM-
Bl CITYCTSI CEMb JIET MOCJIe BBIXOMIA Tep-
BBIX HOMEPOB «MMpa HMCKYycCTBa». DTO
ObUT MUK pyccKoil peBomonuu. IpsiMo
repen MosiBIeHUeM XypHaia B MockBe B
nekabpe 1905 roma BIacTH KECTOKO
rmogaBuiu MOCKOBCKOE BOOPYKEHHOE
BoccTaHue. CBoM MPUHLIMIIBEI «30J0TOE
PyHo», B oTimame ot «Mupa ncKyccTBa»,
U3JIarai B yXe PeBOJIIOIIMOHHOTO BpeMe-
HU — B (popme MaHuecTa, HareyaTaH-
HOTO 30JI0TBIMUA OyKBaMM Ha CTpaHMIIaX
MepBoro Homepa. B HeM TOBOPWIOCH:
«B rpo3HOE BpeMsi Mbl BBICTYIIA€M B ITyTh.
Kpyrom Kumut GelieHbIM BOIOBOPOTOM
OOHOBJISTIONIASICS KU3Hb... MBI COUYYB-
CTBYeM BCEM, KTO paboTaeT Jijisi OOHOBJIe-
HUS )KU3HU, MBI HE OTPULIAEM HU OJHOM
M3 3a7a4 COBPEMEHHOCTHU, HO MBI TBEPIO
BEpUM, 4TO XUTb 0e3 KpacoTbl Hemb3s,
BMECTE C CBOOOIHBIMU YUPEKIACHUSMU
Haao 3aBOe€BaTh ISl HAIIMX TTOTOMKOB
CBOOOIHOE, SIPKOE, 03aPEHHOE COJIHIIEM
TBOpYECTBO... M1 BO MMS$ TOI Xe HOBOU
IpsIIylIEeit XKM3HU Mbl, UCKATEIU 30J10TO-
ro pyHa, pa3BepThiBacM Hallle 3HaMs:
HckycctBo — BeuHo... MckyccTtBOo —
eauHo... MckyccTBO — CUMBOJIMYHO...
HckyccTBO — CBOOOAHO...»

HasBaHue HOBOro xXypHajia BbIOW-
pasioch co cMbiciioM. Ero mmest Gbiia u3-
JIOXKEHa TOraa elle 0YeHb MOJIOIBIM 103~
TOM U TEOPETUKOM CUMBOJIM3Ma AHIpe-
eM benbiM B pacckase «AproHaBThl», IJie
HalllJIM BbIpaK€HUE HeoNpeaesieHHbIe, B
JTyXe CUMBOJIMCTCKOI 0Opa3HOCTH, OXKM-
TTAaHUST BOCTOPKEHHBIX MOJIOJIBIX PYCCKUX
uneanucroB. benblit mpusbiBan Yenose-
YeCTBO, «CBOOOLY JIIOOS», TOKUHYTh CTaB-
1ITy10 HEBBIHOCUMOI TSI CBOOOTHBIX JTIO-
neit 3eMITIO 1 yIeTeTh «B 29up Toyooin»,
Kk CounHiry. B pacckase comepkaiics naxe
KOHKPETHBIN TJIaH oTiieTa. [JlaBHBIN re-
poUl — «BEJIMKUI MUcCATENb, OTIIPABIISIB-
muniics 3a ConHIEM, KaK aprOHaBT 3a py-
HOM», — TOBOpUT: «bBymy u3naBath XKyp-

I1.B.Ky3HenoB
Poxcoenue. 1906
Xouict, macTesb. 73x66
ITr

Pavel KUZNETSOV
Birth. 1906
Pastel on canvas

73 by 66 cm
State Tretyakov Gallery

2 Benya A. BosnukHOBeHME
«Mwupa unckycerar. 1.,
1928.C. 27.

3 Beawii A. AproHastbl //
Beaviii A. Cumcdonnn. J1.,
1991. C. 450.

Han “3ojoTtoe pyHO”. CoOTpymHUKaAMM
MOUMU OYIyT aproHaBThI, 2 3HAMEHEM —
Connue. [TomyasipHBIM U30KEHUEM OC-
HOB COJIHEYHOCTHM 3axTry 51 cepnua. Ha
BECh MUP HaBeJy IMO30JI0Ty. 3axjieOHeMcst
B XKMIKOM COJTHIIE»>.

Beienmuii B cBet B stHBape 1906
rojaa TnepBblii HoMep «30j0T0ro PyHa» —
OOJIBIIION, KpacHUBBIN, CUSIOUIUN 30J10-
TOM, CJIOBHO HAIOJHEHHBII COTHEYHbBIM
CBETOM, — JIOJIKEH ObLI MOpa3uTh, 00pa-
NOBATh, TIOMHATD TyX, BCEIUTh HAEXKY.
Poxnenue xypHana non ¢piarom CosHiia
cuMBoJIM3MpoBaio Bocxon HoBoit 2Ku3z-
Hu. ConHIle BCTaBajo, YTOOBI paccesiTh
cympak Houu, B KoTOpyto ObL1a BBEPTrHY-
ta Toraa Poccust. HoBoe nznanue umeno
LIeJIbI0 COOTBETCTBEHHO uaee AHnpest be-
JIOTO «3aXeYb Cep/Ilia» YUTATeIei «IToTy-
JISIPHBIM U3JI0XXEHWEM OCHOB COJHEYHO-
CTU», T. €. WJell CUMBOJIM3MAa KaK HOBOTO
U CaMOTo TIepelOBOTO HATMpAaBICHUS B
KynbType XX CTOJEeTHUS.

Kusznp «3osororo PyHa» Havaiach
C TMpeACTaBICHUS OCHOBOMOJOXHUKA
PYCCKOTO XyIOXeCTBeHHOTO CUMBOJIM3Ma
Muxauna Bpyoens. [Tokazom ero mpous-
BEACHUI OTKpbIBAJICS MEpBbIi, SHBap-
ckuit HoMep 1906 roma. XymoXHUK J0J-
TOe BpeMsI OCTaBaJICSl HETIOHSITHIM CBOM-
MU COBPEMEHHMKAMU, HO IJISI MOJIOJBIX
MOCKOBCKHMX CUMBOJIMCTOB OH ObLIT KyMU-
pOM, BOTUIOIIIEHUEM CaMOil CUMBOJIUCT-
CKOIl WJIeW, HEKUM TyXOBHBIM OPMEHTH-
pom. BpyGenb cTast cBoeoOpa3HbIM KaMep-

BricraBku

ToHOM <«30J10TOr0 PyHa», TOil BBICOKOI
HOTOM, Ha KOTOpYIO XypHayi ce0s Ha-
ctparBai. JIMUHOCTb 3TOTO XyZOXHUKA-
HEeOOXUTEIsT OTpeesisiia B3ThIi «30J10-
TeiM PyHOM» Kypc M OceHsla BeCh €ro
TTOCJIEMYIONTUI TIYTh IO CAMOTO KOHIIA.

B kaxnom Homepe XKypHaJl 3HaKOMIT
yuTaTeNneil ¢ CaMbIMU 3HAYUTEIbHBIMU SIB-
JICHUSIMA COBPEMEHHOU XYIOXeCTBEeH-
HOW XXW3HU CTPAHBbI, YACTO €11l HEMOHSI-
TBIMU U HEOLIEHEHHBIMHU /10 TOU MOPHI [0
MOCTOMHCTBY. Tak, TpeTuit Homep MOCBsI-
1eH Bukropy bopucoBy-MycaToBy — oc-
HOBOMOJIOXXHUKY PYCCKOTO KMBOIUCHOTO
CHMBOJIN3Ma, KOTOPBIi ObLT IJTST MOCKOB-
CKUX HOBAaTOPOB HE TOJILKO TTYTEBOTHOM
3BE3[I0i, MpEeKpacHOM M OajeKoil, Kak
Bpybenb, Ho XX1BOI1 pealbHOCThIO — APY-
TOM, HACTAaBHMKOM, YuuTenaeM. DTa IIy-
OMKaLKs chirpajla BaXXHEUIYI0 pOJib B
¢opMupoBaHUY MTPABUIBHOI NCTOpUYE-
CKOI1 OLICHKU TBOpYECKOM TnuHOCTH bo-
pucoBa-MycaToBa U B TIOHUMaHUU €TO
poJI B UCTOPUM UCKycCTBa XX BeKa.

Bo3MoXHOCTh TIEpCOHANTBHOTO TO-
Kaza Ha cTpaHuIax «30otoro PyHa» ObI-
JIa TIPefOCTaBIeHa U MHOTUM BEIyIIUM
mactepaM «Mwupa mckycctBa» — K.Co-
moBy, Jl.bakcty, A.benya, E.Jlancepe.
3mech MyOIMKOBAIOCH OOJBIIOE YUCIIO
TPOM3BEAECHUI STUX MACTEPOB U MTOMeEIIa-
JICh UX TIOPTPETHI U aBTOTIOPTPETHI, CIIe-
1IMaJIbHO 3aKa3aHHbIE TS XypHaa Psaoy-
IIMHCKMM, — TaK BO3HMKJIA OOIIMpHAas
nopTpeTHasi rajepesi «3omotoro PyHas.
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tiny of Russian culture, the “Golden
Fleece” became engaged in efforts to
rebuild it. The magazine lent its pages to
heated discussions about the improve-
ment of art education, state institutions
and the guidance of art, and in all its
statements artists were viewed as the
prime pace setters in a renovated free
society. Although labeled by Soviet art
critics “apolitical”, on closer examina-
tion the “Golden Fleece” seems a living
personification of its times. More than
any other publication, this luxuriously
designed magazine gives us the feel of the
complexity of that tragic instant in
Russian history. The magazine compre-
hensively reflected both the upsurge of
social activism of those years and its harsh
realities; the exhilarating Utopian hopes
and the depressing sensation of hopeless-
ness and utter despair.

Starting from its second year, the
“Golden Fleece”, while remaining a
magazine of literature and criticism and
giving increasingly more space to music
became increasingly focused on the visual

J1oCTOIHO 1 ¢ TAKUM 3Ke TTUETETOM TIPe-
ctaBjieHbl B «3o010ToM Pyne» M.Hectepos,
H.Pepux, K.boraesckuii. M3 monoabix
MOCKOBCKHMX HOBaTOPOB MOJ0OHOTO BHU-
MaHust Obu1 ynocroeH Jiniib [1. KyzHenos.

KypHan ctaBui niepen coboii 3aaa-
4y BOCITUTAHUS XyI0XECTBEHHOIO BKyca
B Cpelle YNTAIOIIEel MyOJIuKY, U He TOJb-
KO PYCCKOM: TIepBBbIe ITONTOa «30JI0TOe
PyHo» BbIXOIMI Ha ABYX sI3bIKaX — pyc-
CKOM U (ppaHILy3CKOM — U ObUT OPUEHTHU-
poBaH Ha 11 kpynHeiiux ropoaoB Poc-
cuu, EBpornbl 1 AMepuku. Hapsny ¢ Tem,
ymo TyOJIUKYeTCsl, OOJIbIIOE 3HAYeHUE
MPUIABATIOCH B HOBOM XypHaJIe U TOMY,
Kkak 91o aenaercs. Mmmocrpauuu B «30-
JoToM PyHe», B OCHOBHOM KpyITHO(pOp-
MaTHBIE, Ha BCIO TMOJIOCY JIMCTa MpeKpac-
HOM1 TI0 KauecTBy Oymaru, He repeduBa-
J0TCS TEKCTOM U pa3MeNIatoTCs ¢ onpese-
JIEHHBIM cMbIC/IOM. Tak, comocTtaBieHue
aBToroptpeToB Bpybenst ¢ nukamu ero
«[Tpopokos», «CepaduMoB», «/JIeMOHOB»,
MonYepKUBaeT U30PaHHOCTb XyJIOXKHUKA,
00KeCTBEHHYIO TTpUpoay ero aapa. Jluc-

U3BECTHBII TIACT XYI0KECTBEHHOM KyTb-
TYpBl, HOBBII MHUP BBICOKO IYXOBHOTO
HaLMOHAIBHOTO TBOpuecTBa. OTKpPBITHE
JPEBHEPYCCKOT0 MCKYCCTBA KaK MOIIHO-
TO UCTOYHUKA ICTETMUECKOTO U [yXOBHO-
TO BO3/ICUCTBUSI CHITPAJIO OTPOMHYIO POJTh
B HANpaBJeHUU TMOUCKOB MOJIOIBIX Xy-
JOXHUKOB 11 (POPMUPOBAHUY TIPUHIIUIIOB
PYCCKOTO aBaHrapja.

B cnenytomiem, 1907 romy cambimM
3HAUUTEbHBIM B pa3fiesie Haclaeaus CTal
marepuai, nocesueHHblid A.I.Benenna-
HOBY U ero 1koJje, B 1908-m — TBopuecT-
By xynoxxHuka Hukomnas [e kak ynydiero
TPEICTaBUTENSI BBICOKO HPAaBCTBEHHOM
TPaIUIINY TepeaBrkHIecTBa. CToseTne
co HS poxaeHust AnekcaHapa MBaHosa
«30notoe PyHo» oTMeTIIT 3aMedaTeIbHON
yOIMKaIe MaJOMOCTYITHBIX IS IIIU-
pPOKOIi MyOJMKW PUCYHKOB U aKBapesei
XyIOXHHKA B COMPOBOXACHUU CTaTbU
B.Po3zanosa.

[Ipu BceM BHUMaHUU K UCKYCCTBY
MPOILIOr0 HOBOE M3JaHue ObLUIO Mpexe
BCero HaileJeHo Ha Oymyiiee. Cunras ce-

BoicTaBku

arts; the magazine was establishing its ThI ¢ U300pakeHUEeM Mpou3BeeHNi bo- O OTBETCTBEHHBIM 3a CyabObI pycckoi — M.C.Capbin H.C.T'onuaposa
niche as an arts publication, upholding pricoBa-MycaToBa POXIAIOT OIYIICHUE  KYJIBTYPHI, «30motoe PyHo» BKmoumncss — Asmonopmpem. 1909 Cbop a6a0x
.. . .. . . . KaptoH, Temriepa. 47,8%44,2 XouJcrt, macio. 103x71

the principles of Symbolism and bringing HEXHOM TMpUYecKoit menonuu. Baxnyio B 60pnOy 3a ee nepectpoiiky. Ha ctpanun- ¢ M

to the general public the idea that these pOJIb B HUX UTPAIOT CBET/IbIe (DOHBI, HA  1IaX XypHaja TOps4o OOCYXIaIuCh BO-

principles were the most progressive ones. KOTOPBIX OTYETIIMBO BBISIBISIIOTCS TIEBY-  TPOCHI YITYYIIEHHUS XYI0KECTBEHHOrO 00-  Martiros SARYAN Natalya GONCHAROVA

P o Self-portrait. 1909 Harvesting Appl

Kec Ban JloHren Kees VAN DONGEN Busicent Ban Tor Vincent VAN GOGH From the very beginning the “Gol@e'n 4ye TUIaBHbIE JMHUM MYCAaTOBCKUX KOM-  Pa30BaHMUS, TOCYIapCTBEHHON opraHm3a- T:rf; r‘)’:; ’(‘)’I’l Ca?dboard oﬁrgsscl;i a:’P e
Jama ¢ uephoil La Dame aux Gants Noirs Hounoe kage. 1888 Café de Nuit Fleece” was closely focused on art exhibi- TO3MLIMiA M HEXHBIC MHTOHALIMN €TI0 LIBe- LMK U PYKOBOACTBA HMCKYCCTBOM, IPU ¢ by 44.2 cm 103 by 7lem
nepuamioii 1907—1908  (Lady with a Black Glove) Xoncet, maciio. 7089 (The Night Café). 1888 tions. Exhibition reviews in the magazine TOBBIX CO3Byuuii. B marepuasne o Pepuxe, 5TOM pojib XyZOXHUKA B KU3HU OOHOB-  state Tretyakov Gallery State Russian Museum
Xouer, macyio. 73x91 19071908 XyTokeCTBCHHAs ranepes Oil on canvas were always supplied with prints of the HAao0opoT, Ges0e CIYKUT TOMY, YTOOBl  JICHHOTO CBOOOIHOTO OOIIECTBA paccMa-
MU um. A.C.Tlymknna Oil on canvas. 73 by 91 cm Henbckoro Viubepentera, 70 by 89 cm

Pushkin Fine Arte Museu Hbto-Xeiipert Vale University Art Gallery: works concerned and usually accompa- YCUJIMBATD TJIyOMHY TOCTIONCTBYIOIIMX BO  TpUBajiach B KauecTBe Bedyieil. MmeHye-
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nied with in-depth analyses of modern art
trends. Thus, several issues in a row
included exacting criticism of the 1906
“World of Art” exhibition organized by
Diaghilev, which was an epochal event.
The show exposed the nascent disagree-
ments between the group of Muscovite
Symbolists and St. Petersburg “retrospec-
tivists”, a split which was to grow over
time. The show left no doubts that these
artistic groups were not at all associates in
any quest for new trails in art. Thus the
organization of its own exhibitions
became the order of the day for the
“Golden Fleece”, and the magazine
promisingly set out on this path in 1907
arranging in Moscow the “Blue Rose”
exhibition.

The artist Sergei Vinogradov
recalled, “The first ‘Blue Rose’ show was
a sensation in the Moscow art world. And
it was organized with so phenomenally
refined beauty that had never previously
occurred.”. A special issue of the
“Golden Fleece”, designed by the exhibi-
tion’s participants themselves in their
trademark styles, introduced the “Blue
Rose” to the reader and focused on analy-

4 Vinogradov, Sergei. About the “Blue Rose™ exhibition, Nikolai
Ryabushinsky’s talent and “Feast of Roses” in his Kuchina” //
Vinogradov, Sergei. Moscow of Yore. Riga, 2001. p. 143.

MHOTHX paboTax XyJTOKHHUKA CyMpPavHbIX
YepHbIX TOHOB. 2KypHaJ1 HanpaBJIsieT BHU-
MaHMe YuTaTesIei Ha TO, YTO KaXKAbIi BUIL
M300pa3UTETLHOTO MCKYCCTBA TpeOyeT
CBOEro Mnojaxofa K Bocnpusituio. Hanpu-
Mep, 1B CKYJbNTYpHbIe rpynibl CoMoBa
MpeacTaBIeHbl Ha cTpaHuIax «PyHa» co-
OTBETCTBEHHO B YETBIPEX M IIECTH TPO-
eKIIUSIX, Ha pa3TuYHbIX hoHax. YyBCTBY-
€TCs1 0COOBII MHTEPEC XKypHasa K Creln-
¢uke rpaduku, HambojIee OPraHUIHON
10 CBOEH MpUpPOJie eYaTHOMY U3IaHUIO.
Brecrsiiie mokasaHbl 31ech U3SIILIECTBO U
TOHKOCTb JIMHUHU, KpAacoTa YePHOTO TISITHA
CITy3THBIX prCyHKOB COMOBa; MOXHO TIO
JIOCTOMHCTBY OLIEHUTb IO BOCIIPOU3BE/IEe-
HMSIM XXypHaJla KpacoTy U palliOHaTIbHOCTh
pabort JlaHcepe, KJIacCUYECKYIO SICHOCTb
rpaduyeckoro ctuis bakcra, npenects U
CBOOOMY €ro HaTypHbIX 3aPUCOBOK.
HoBbli1 XXypHaJt ToaxBaTyI 1 yCIieIn-
HO TIPOAOJIKUJ elle OMHO OYEHb BaKHOE
HauMHaHue «Mupa UCKycCTBa» — MOMyJIsi-
pHY3alrio HAlMOHAIBHOTO XYIOXEeCTBEH-
HOTO Hacjenusl. ExxeromHo oH IocBsIIal
9TOMY OOJIBILION CTPOEHHBI HOoMep. Te-
MOl MepBOi MyOJMKALIMKM TaKOro poja
CTaJIo IpeBHEPYCCKOE MCKycCcTBO. Mate-
puai, coaepxaunuyii okojgo 70 WLIIOCT-
paluii, CrpyniupoBaH B MSTb pas3nesioB,
OCBEIIAIONINX pa3Hble BUIABI U (DOPMBI
JIpeBHEPYCCKOTo McKyccTBa. Ero 3Haue-
HUE TPYIHO NepeolieHUTh. BriepBble 1mim-
POKOIi UnMTaloIIEel Macce OTKPbIBAJICS He-

MBbIIi COBETCKOW KPUTUKOW «amOJIUTUY-
HbIM», «30J10TO€ PyHO» Npu Omxkaiiiem
PaCcCMOTPEHUM OKa3bIBAETCS KMBbIM OTpa-
JKEHHEM CBOETO BpEMEHM. DTOT POCKOIII-
HBII, CUSIOIINI 30JI0TOM XYpHaJI, KaK HU-
KaKoe Apyroe u3naHue, mo3BoJIsIET peasb-
HO OILLYTUTb BCIO CJIOKHOCTb TParnuecko-
ro MOMEeHTa pycckoil ucropuu. Ha ero
CTpaHUIIaX 3arnevyaTyieHbl U SMOIIMOHATb-
HbII1 OOIIECTBEHHBIN MOABEM TEX JET, U
CypoBasi TipaBia AeHCTBUTEbHOCTU, OK-
PBUISIIOLIME YTOMTMYECKUE HAJICKbI U TS~
JKeJloe OllylleHHE OE3BBIXOMHOCTH 1 MO~
HOTO OTYASTHUSI.

Hauunag co Broporo roga cyiie-
cTBOBaHMS «30s0T0€ PyHO», mpomoskast
OCTaBaTbCsl JIMTEPATYPHBIM U KpUTUYE-
CKMM, paclIupsisi My3bIKaJbHBIN OTAEN,
Bce 0oJjiee KOHLIEHTPUPOBAICS Ha U30-
Opa3uTeIbHOM HCKYCCTBE, OMpeaessisCh
KaK XYJIOXXECTBEHHBIN XypHal U BCsye-
CKU COJEHCTBYS pa3BUTHUIO U MOMYJISIPU-
3aUMM MPUHLMIIOB CUMBOJIM3Ma B Kaye-
CTBE CaMbIX MPOTPECCUBHBIX. XyTOXKECT-
BEHHbBIE BBICTABKU BCEraa ObLIM TIpeaMe-
TOM €ro NMPUCTaIbHOr0 BHUMaHus. 0630-
PbI BBICTABOK B >KypHaJie HEM3MEHHO CO-
JiepXaiv OOLIMPHBIA MOKa3 3KCIOHATOB
U COMPOBOXIAIUCH OOBIYHO CEPbE3HBIM
AHAIM30M IMPOLIECCOB, MPOUCXOAMBILINX
B COBPEMEHHOM MCKycCTBe. Tak, B Hec-
KOJILKMX HOMeEpax CTPOTroMy OOCyxKjie-
HUIO ObLIa MOIBEPrHyTa OpraHU30BaHHas
JlaruneBbiM BhIcTaBKa «Mupa UCKyCcCTBa»
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sis of problems relating to the group’s
activity. The magazine persuasively,
earnestly and with great taste introduced
the exhibition to readers and, especially
valuably and importantly, ran Sergei
Makovsky’s article providing the correct
historical perspective on the phenomenon
which acquired that name and status after
the publication of the issue.

The “Blue Rose” embodied and
expressed the aesthetic principles of
Symbolism in the visual arts. But as its
highest point the “Blue Rose” also
brought to the forefront the considerable
problems that this artistic movement
faced. There was nowhere else to go along
this path: figurative art, material in its
essence, came close to disappearance in
the movement’s art. What needed to be
done was to find a means to take art back
to its nature without betraying the main
aesthetic principles of Symbolism. In
light of this, the new challenges facing
Russian art also influenced the maga-
zine’s new course. The essence of the
quest pursued by the “Golden Fleece” in
1908-1909 was neatly formulated by one
of the “Blue Rose” artists Vasily Milioti
and published in the magazine. “And if
Russian art wants to see itself demanded
by Russian culture,” the article said, “it
must partake of that great spiritual depth,
vigour and faith bequeathed to us by the
‘Peredvizhniki’ teachers, and absorb the
achievements of the great Western art
while looking for new forms to express
feelings and emotions.”®

That goal became dominant in the
“Golden Fleece”’s activities over the two
years that followed. The magazine
planned to organize in Moscow a joint

show of modern Russian and French
artists named the “Salon of ‘Golden
Fleece’”, and its opening was timed to
coincide with an anniversary of the “Blue
Rose”, March 18, 1908. “Inviting the
French artists to participate in the show,”
said the article, “the ‘Golden Fleece’ has
pursued two objectives: on the one hand,
through comparison of the quest pursued
by Russian and Western artists to better
illuminate the distinct features of the
young Russian art and new challenges
facing this art; on the other hand, to high-
light the patterns of development com-
mon for Russian and Western art, because
for all the differences between the nation-
al mentalities (the French are more sen-
sual, while the Russian artists are more
spiritual) the novel explorations of the
fledgling art have some common psycho-
logical foundations. Here we have the
negation of aestheticism and historicism,
and there we have a recoil from Neo-aca-
demicism into which Impressionism
degenerated. Whereas in France this
movement was originated by Cézanne,
Gauguin and Van Gogh, in Russia the ini-
tial impulse came from Vrubel and
Borisov-Musatov.”®

On April 5 1908 in Moscow in the
home of the Khludov family, at the corner
of Rozhdestvenka Street and Teatralny
Proezd, the “Salon of ‘Golden Fleece’”
exhibition opened, unprecedented in its
scope and significance for the history of
20th-century Russian art. It was the first
time that the fledgling French art, then
not yet widely appreciated even in Paris,
let alone other European cities, was fea-
tured so prominently outside France.
Only two years later a show of the French
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meampy. «Pacnymoe»
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Mapuon no nacmopanu
Adama deaa Anv). 1907
KaproH, ryarb,
Oesnia, OpoHsa,
anrmukanys. 32,4x43,7
TocynapcTBeHHbII
LIEHTPa/IbHbIii TeaTpaabHbIi
Myseit M. A.A.baxpyunHa,
Mocksa

Mstislav
DOBUZHINSKY
“Cross-roads”. Stage
design for “Robin et
Marion”, a pastorale by
Adam de la Halle.
Antique Theatre. 1907
Gouache, white, bronze
paint, gold foil collage
on cardboard

32.4by43.7cm
Bakhrushin Theatrical
Museum, Moscow

s Milioti, Vasily. Forgotten
Precepts // “Golden Fle-
ece”, 1909, No. 4, p.V.

6 Catalogue of the “Golden
Fleece” exhibition. Mos-
cow, 1909.

Impressionists was mounted in London.
The “Salon” introduced Russian audi-
ences to an entire range of French artistic
trends of the turn of the 19th and the 20th
centuries. Lending its pages to a full and
comprehensive coverage of the exhibi-
tion, the magazine put considerable effort
into popularizing French art with a major
analytical focus on the challenges com-
mon to both the Russian and French
artistic groups. The numerous illustra-
tions were accompanied with three con-
siderable articles about French art.

January 1909 saw a second exhibi-
tion sponsored by the magazine, continu-
ing the tradition of Russo-French art
encounters initiated by the “Salon”. The
participants included 16 Russian artists
working in the “Blue Rose” tradition and
ten French artists. The Russian artists
contributed 111 pieces, the French 44.
From the French artists, preference was
given to exponents of the newest trends —
the French participants included Georges
Braque, André Derain, Kees Van
Dongen, Albert Marquet, Henri Matisse,
George Rouault, and Maurice de
Vlaminck.

The magazine’s last exhibition
opened at the close of the same year,
1909, and stayed open throughout
January 1910, when the “Golden Fleece”
magazine was already officially discontin-
ued. That show differed considerably
from the first two. Only Russian artists
participated; probably money was the
issue there. But by that time there was no
longer a great need felt for contacts
between Russian and French painters.
The “Golden Fleece”’s mission was by
and large accomplished. The innovative
contributors to the third show included
the members of the — by then — well-
established “Golden Fleece” group.
Nearly each one of them contributed ten
or more pieces, and Larionov, remarkably,
contributed 22. But what was most
important, the “Golden Fleecers” at the
third show were joined by new young
avant-garde artists — Ilya Mashkov, Pyotr
Konchalovsky, Alexander Kuprin, and
Robert Falk. Soon afterwards, late in
1910, these artists, joining forces with
Mikhail Larionov, Natalya Goncharova,
Aristarkh Lentulov, Vasily Kandinsky and
Kasimir Malevich, formed a new, inde-
pendent avant-garde group called “Knave
of Diamonds”. That group of Russian
painters too was not immune to the bene-
ficial French influences originating from
the “Golden Fleece” shows. Unlike the
“Blue Rose” artists, they were more
attracted to powerful “materiality” a la
Cézanne. Having germinated within the
“Blue Rose” innovation, the Russian
avant-garde at that time “detached itself”
from that movement and set out on a pro-
gressive independent path. The “Blue
Rose” and “Golden Fleece” were its
breeding grounds, providing the impetus.

1906 rona, cTaBIIasi 10 CBOEMY 3HAYSHUIO
snoxajibHO. OHa OTKPHITO OOHaXWUJIa
yXe HaMeTHUBIIMecs U Bce Oojiee Hapa-
CTaBlIME MMPOTUBOPEUMST MEXKIY IPYMIOi
MOCKOBCKMX CHUMBOJIMCTOB 1 METepOypr-
cKuMU perpocnekTuBuctamu. [locte Bbic-
TaBKH YK€ He ObIJI0O COMHEHUI B TOM, UTO
9TU XyI0XKECTBEHHbIE IPYMITbl OTHIONb HE
MOITyTYMKKU B TOMCKAX HOBBIX TyTeil B
nckycctBe. HazpeBaia He0OXOIMMOCTb B
COOCTBEHHOI BBICTABOYHOI JesITEIbHO-
ctu «3om0toro PyHa». OHa Giucrarenb-
HO Hauajach ¢ opranusauuu B 1907 romy
B Mockse «[omy6oii Po3bl».

XynoxHuk Cepreit BunHorpagos
BciomuHal: «IlepBas BoicTaBka «[omydoit
Po3bl» Oblna ceHcalueii B MOCKOBCKOM
Mupe uckycctsa. M yctpoeHa oHa Gblia ¢
TAaKOW MCKIIIOYUTEIbHOU M3BICKAHHOCTHU
KpacoTol, YTO TTOI00HOT0 HE BUAAIA HU-
korma»*. Ipencrasnenuto «fony6oit Po-
3bl» U aHAJIM3Y TTPOOJIEM, CBSI3aHHBIX C ee
JIESATETBHOCTBIO TTOCBAIIEH CTICIIMATbHBIN
HoMep «3os10Toro PyHa», oopMIIeHHBII
caMUMHU yYyacTHMKaMM SKCHO3ULMHU B
CBOMCTBEHHOI UM CTUIMCTUKE. 2KypHau
yOeIUTeTbHO, CEPhe3HO U C OOJBIIINM BKY-
COM TIPENOJHEC BBICTABKY YMTATENISIM U
cyMeJ Torna ke, B cratbe Ceprest MakoB-
CKOTO, 1aTh IMPAaBUJIbHYIO UCTOPUICCKYIO
OIICHKY SIBJICHUIO, KOTOPO€ HMMEHHO C
3TOr0 MOMEHTa OKOHYATeJbHO 00peso
cBoe nMs U ctatyc. CTaB BEPIIMHOI CUM-
BOJIN3Ma B M300pa3UTETbHOM UCKYCCTBE,
«Jonybass Poza» oOHaxwuia v OoJjblIve
MpoOJIeMBI, C KOTOPBIMU CTOJKHYJIOCH 3TO
XYIOXECTBEHHOE HaIlpaBJICHUE: MaTepH-
aJbHOE 10 CBOEH MPUPOJIE TUIACTHIECKOE
HMCKYCCTBO 0Ka3aJI0Ch B TBOPUYECTBE IOy~
OOpO30BILIEB TMEpe YIrPo30i MCUYE3HOBE-
Hust. CieoBajio HAlTH CPEICTBA BEPHYTh
KMBOTIUCHU €€ TIPUPOJLY, HE U3MEHSIS TTpU
5TOM TJIaBHBIM 3CTETUYECKUM MPUHIIM-
rmaM cumBonu3Ma. HoBble 3amauu, BCTa-
BaBIIIMeE TTePe] PYCCKUM UCKYCCTBOM, OIT-
peneaeHHBIM 00pa3oM KOPPEKTUPOBATU
Kypc XypHana. HarpaBieHue IOMCKOB
«3onotoro Pyna» 1908—1909 ronos Briosn-
He OTYETIMBO ObLI0 C(OOPMYIMPOBAHO O/~
HUM M3 YJICHOB TOJyOOPO30BCKOTO CO-
NIpyXecTBa — XyIOoXXHUKOM B.Mwunuortu:
«M ecmu pycckoe MCKYCCTBO XOUeT CTaTh
HYXKHBIM JIJISI PYCCKOM KYJIBTYPbI, OHO
JIOJKHO MIPUOOIIUTHCS TON BEIUKOM JIy-
LIEBHOW TTyOUHBI, GOIPOCTU U BEPHI, KO-
TOpbIE OCTaBWJIM HaM KakK 3aBET MepBble
YUIUTENS TIepeIBIKHIIECTBA, Y BITUTHIBATh
B ce0sT 3aBOEBaHUST BEIMKOTO KUBOITUCHO-
ro 3araja, uila HOBbIX (popM UIsl OOHOB-
JICHHBIX BHYTPEHHUX TIEPEKUBAHUI»®.

DTa 3a/ma4a cTajia onpeaesaionicii B
nesaTeabHoCTH «30J0Toro PyHa» Ha npo-
TSDKEHUU CIICAYIOIIMX IBYX JeT. 2KypHai
IUTAHMPOBaJl OpraHm3anuio B MOCKBe
COBMECTHOTO BBICTYIICHUST PYCCKUX WU
(paHIly3CKUX COBPEMEHHBIX XYIOXKHU-
KOB Ha BBICTaBKe 1101 Ha3BaHUeM «CajoH
3os10TOro0 PyHa», OTKpBITHE KOTOPOI MpeI-
MOJIarajioch MPUYPOYUTh K TOMOBIIHMHE
«[ony6oii Po3br» — 18 mapra 1908 rona.

I1.C.Y1kun
Saiumuwe. 1908
Xouict, Temrepa
72x55,9

rTr

Pyotr UTKIN

River Floodplain. 1908
Tempera on canvas

72 by 55.9 cm

State Tretyakov Gallery

4 Bunoepados C. O BbicTaB-
ke «fomyGoit Po3br», Ta-
nante H.I1.Pga6yinckoro
n «[lpa3nHuke po3» B ero
Kyuune» // Bunoepados C.
Tlpexusiss Mocksa. Pura,
2001. C. 143.

% Muauomu B. 3a6biroic 3ane-
Tl // 3omotoe Pyno, 1909,
Ned.C. V.

6
Karasior BbICTAaBKM KapTHH
3onoroe Pyno». M, 1909.

«[Tpurnamas dpaHIly3CKUX XYTOXHU-
KOB K YYaCTHIO Ha BbICTaBKe, — 3asIBJISUIA
YCTPOUTENH, — Ipymnmna «30j0Toro PyHa»
TpecienoBaia IBOSIKYIO LIeJib. C OXHOU
CTOPOHBI, ITyTEM COMOCTABICHUST PYCCKUX
U 3aMajHbIX HMCKAaHUI sipue€ OCBETUTh
0COOEHHOCTU Pa3BUTHUST MOJIOZION PYCCKOM
>KVUBOITVICH 1 €€ HOBBIE 3a/1a4M; C APYTOM —
MONYEPKHYTh YepThl Pa3BUTHsI, OOLIME
pycCKOMYy M 3aragHOMy WCKYCCTBY, T.K.
TIPY BCEM PA3TNINK HAITMOHATTBHBIX TICH-
XxoJioruit (ppaHily3sl — 0OoJiee ceHcya-
JIUCTBI, Y PYCCKUX XyDOXHUKOB OOJIbIlIE
OIYXOTBOPEHHOCTH ), HOBBIE NCKAHUS MO-
JIOIOTO UCKYCCTBA UMEIOT HEKOTOPhIE 00-
LIMe MCUXO0JIOTMYEeCKUE OCHOBBI. 3/1eCh —
MPEeooIeHNe ICTeTU3Ma U KCTOpU3MA,
TaM — peakIivs MPOTUB HeoaKaJIeMu3Ma,
B KOTOPBI BEIPOJWIICS UMITPECCUOHU3M.
Ecnu ponoHauanbHUKaMU 3TOTO ABMXKE-
Hust Bo @panmuu 6pum CesanH, [oren
u Bau Tor, To nepBblit Tomuok B Poccun
obu1 naH BpyGenem u BopucoBbiM-My-
CaTOBBIM»®,

5 ampenst 1908 roma B MockBe B
nome XJyIOBBIX Ha yrity PoxnecTBeHKH
u TearpajibHOTO Mpoe3Ia OTKPhLIACH He-
ObIBaIast IO CBOEMY pa3Maxy U 3HAYEHUIO
B UCTOPUM PYCCKOTO MCKyccTBa XX CTO-
setust BbicTaBka «CajioH 3oyioToro PyHay.
DTO0 OBUI MepBbBIi 3a mpeaenramMmu PpaH-
LIMU CTOJIb TIPEINCTAaBUTENbHBIN TOKa3
HOBOTro (hpaHIly3cKOro UCKYCCTBa, TOrAA
el1e He MMEBILIETO IIIMPOKOTO MPU3HAHUS
naxe B camoM [lapuxe, He roBops yxe O
npyrux roponax Espornbl. JIuiib nBa roga
CITYCT$I BbICTaBKa ()paHIIy3CKOTO UMITpEC-

BoicTaBku

croHu3Ma cocrosiiachk B JlIonnoHe. «Ca-
JIOH» 3HAKOMWJI POCCHUICKOTO 3pUTEs
CO BCeM CITeKTpOM (paHITy3CKUX Xy-
IOKECTBEHHBIX HaIpaBlieHUil pybexa
XIX—XX BekoB. KypHall opraHu3oBal
TIOJTHOE U BCECTOPOHHEE Mpe/ICTaBIeHIe
BBICTaBKM Ha CBOMX CTpPaHUIIAX, ITPOBETT
LIMPOKYIO KAMITAHUIO 110 MOMYJIsIpU3aLIUKU
(dpaHITy3CcKOTO UCKYCCTBA, YAETUB O0JIb-
1110€ BHUMaHUe aHaJIU3y OOILMX IpooJIeM,
BCTaBaBLUMX TOTAA MEPe PeICTaBUTENSI-
MM 00euX XydOXXKECTBEHHBIX Ko, O0-
IIUPHBIA M300pa3UTENbHBIN MaTepua
COIPOBOXIAN TPU OOCTOSITETbHBIC CTa-
TbU O (PPaHILy3CKOM MCKYCCTBE.

11 saBapst 1909 roma oTKpbUIACh BTO-
pasi OpraHM30BaHHAasT XYpPHAJIOM BBIC-
TaBka, KOTOpas MPOAOJIKWIA HayaTylo
«CaJtoHOM» TPaAUILINIO OOIIUX ¢ PpaHILy-
3aM¥ TBOPUYECKUX BCTped. B Helt mpuHsI-
JI1 yJactre 16 pycCKuX XyIoKHUKOB (110
roJyoOpO30BCKOI TpaauliM), MpeacTa-
puBIKX 111 mpoussenenuii, u 10 ¢ppan-
IIy3CKUX MacTepOB, IEMOHCTPUPOBABIIINX
44 pa6otbl. Cpeau ¢paHIly30B Ha 3TOT
pa3 mpeanoyTeHne OTAATU XyIOKHUKAM
HOBEUIIX TeUeHU! — B BBHICTaBKe TIPU-
Humanu yuactue K.bpak, A.JlepeH,
K. Ban [donreH, A.Mapke, A.Matucc,
K.Pyo, M.BnamuHk.

[MocnemHsist BBICTaBKa XXypHaja OT-
KpbLiach B KoHile 1909 roga u npomon-
>Kaiach B TeYEHUE BCETO STHBAPS CIIEYyI0-
mero, 1910 roga, xorna «3osnotoe PyHo»
odUIMaTBHO yXXe 3aKOHYMJI CBOIO Jesi-
TeJIbHOCTh. B Hell yyacTBOBaJIM TOJBKO
pycckue XynoxXHUKU. Bo3moxkHoO, mpuyu-
Ha 3TOro 3aKJIovyajiach B MaTepUaIbHOM
CTOPOHE BOIPOCa, HO U caMa HaJloOHOCTh
B KOHTaKTaX PyCCKUX MacTepoB ¢ (paH-
1Iy3aM¥ K TOMY BpeMeHHU B 3HAYNTETbHOM
creneHu otrnaja. Posib «3o00Toro PyHay,
o cyTH, ObuIa chirpaHa. [TouTn Kaxkmabrit
U3 WIEHOB 30JIOTOPYHHOI TPYMIIBI Je-
MOHCTpUpOBai Ha BbicTaBke 10 u Gosee
MPOU3BEIECHUI, 0COOEHHOU aKTUBHOCThIO
otauuwics M.JIapnoHOB, BEICTaBUBILINIA
22 paboThI.

Oco0eHHO BaXKHO OTMETUTD TO, YTO
B cocTaB Tpymmbl «3010Toro PyHa» Ha
TpeTheil BEICTaBKE BIMINCH HOBBIE MOJIO-
nblie aBaHrapauctel M. Mamkos, IT.KoH-
yanoBckuii, A.Kynpun, P.®danbk. B KoH-
e 1910 roma onu coBmectHo ¢ M.Jlapu-
oHOBbIM, H.ToHuapoBoii, A.JIeHTy/10BbIM,
B.Kangunckum u K.MajneBuyeM BbICTY-
MJIA CAMOCTOSITEJTbHO KaK HOBOE aBaH-
rapiaHoe OObeIMHEeHUe TOJl Ha3BaHWEeM
«ByOHOBBII BajieT». DTa rpyrina pycckKux
>KMBOTIUCIIEB TOXE UCTIbITaNIa OJ1ar0TBOP-
HOe (paHIly3CKOe BIUSHUE HAa BHICTAB-
Kax «3osnororo PyHa». B otiuuue ot ro-
JIyOOpO30BLEB, MX MPUBIEKIA MOIIHAs
«BEIIHOCTh» McKyccTBa Ce3aHHa. 3apo-
NUBIINCH B JIOHE TOJTYOOPO30BCKOTO HO-
BaTOPCTBA, PYCCKUI aBaHTapi C 3TOTO
BpeMeHU «oTopBajics» oT «lomyboii Po-
3bI» ¥ HAYaJl CAMOCTOSITETTbHOE HEYIep K-
Moe aBukeHue Brepen. «lonybas Poza»
1 «30J10T0e PyHO» SIBUJIUCH €r0 MUTaTe Ih-
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Meanwhile the “Rose” itself, significant-
ly reformed under French influences,
chose a unique course to pursue, which,
in the art of the movement’s prominent
artists, also proved its relevance and artis-
tic persuasiveness and took its rightful
place on the same plane as the Russian
avant-garde movement.

The magazine closed after it had bril-
liantly met the challenging goals it set for
itself and become a hallmark of its times: it
was exiting with dignity. In their farewell
address the editors wrote, “Parting now
with our readers, we do not feel the slight-
est hint of fatigue. Neither the unremitting
struggle we have been engaged in, over
more than three years, for the sake of art’s
future of our vision, nor the great technical
difficulties associated with printing the
illustrations, nor the regular confiscation
of our issues and publications by the cen-
sors, nor the indifference and the offen-
sives on the part of the newspaper review-
ers have sapped our energy. But now we
clearly feel that the movements that we
have been advocating both in literature and
in the visual arts have become sufficiently
strong and full-fledged to sustain an inde-
pendent development from now on and
that the “Golden Fleece” in this respect
has accomplished its mission... Rounding
up our effort of four years, we exit perfect-
ly assured that there will be nothing to
silence and ruin the artistic principles that

the ‘Golden Fleece’ has been champi-
oning.”’.

The magazine editors left it to us,
their descendants, to strike the final bal-
ance, believing that “only the future gen-
erations ... are to judge without bias the
achievements and failures.”® And indeed,
from the distance of a hundred years,
everything is restored to its true stature,
cleansed from superficial minutiae which,
in the heat of struggle, sometimes took
centre stage.

The phenomenon that came to be
known in the history of 20th-century
Russian culture under the name of
“Golden Fleece” played an epochal role.
At the time when Russian art was seeking
out venues where it could apply the pow-
erful energies fermenting within it and
ready to burst out, the “Golden Fleece”
when it became the ideological centre of
Russian art that shaped the era’s artistic
consciousness and conceptualized and
appraised what was going on from histor-
ically correct positions, channeled these
energies in the right direction and did all
it could to ensure free expression for this
art. When the new generation of Russian
artists became self-reliant enough and
looked to the French innovators as the
model, they raced along this path with
such a purely Russian daring and vigour
that soon they outran those whom they
were trying to catch up with and, more-
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7 Editorial // No. 11-12,
p.107.

8 Ibid.

over, carried them along to new, bolder
discoveries. And indeed, from then on
nothing could “silence and ruin the artis-
tic principles that the ‘Golden Fleece’
[had] been championing.”

One hundred years ago the “Golden
Fleece” contributed to the shaping,
within the Russian artistic environment,
of an artistic consciousness and appreci-
ation of the historical value of the most
important phenomena of European and
Russian art of the early 20th century
which have survived essentially intact to
this day. And there is no doubt that the
overall activities of that arts journal, a
leader of its time, and the journal’s
actions in individual cases were thought
out and carried through by none other
than the publisher himself, Nikolai
Ryabushinsky. It is known for a fact that
he generated the ideas, planned, organ-
ized, invited, made visits and coaxed; he
selected for the shows the works of great
artists and artists little-known, still strug-
gling but, in his opinion, promising; he
commissioned portraits of those public
figures whom he considered most worthy
and, as time showed, he never once was
mistaken in his choice; and he financed it
all without secking material gain for him-
self but only expending his wealth, the
costs being outrageous even for his great
fortune. That was the true feat of a patri-
ot, and such was his victory. Leaving his
mark in history, he is remembered as a
bright star.

Ryabushinsky’s contribution, and
this refers most of all to the Russian visu-
al arts, is equal to, if not greater than that
of Sergei Diaghilev. These two personali-
ties deserve equal respect as the true inno-
vators of 20th-century Russian culture,
although their lives were different.
Ryabushinsky had far less good luck: he
was not understood and appreciated by
his contemporaries, and future genera-
tions have yet to give him his due.

A few words by way of conclusion.
In addition to everything above, the
“Golden Fleece” is also a unique artefact
of graphic art of the early 20th century
which united Russia’s best graphic artists
of that time. The magazine’s design is
marked by a harmonious combination of
text and illustrations and a neat equilibri-
um between printing type and the live
lines of the images pictured. The head-
pieces, tailpieces, decorative initials by
the most prominent artists of the “World
of Art” and the “Blue Rose” groups
become an integral part of the text, while
the text becomes a piece of graphic art.

The look of the magazine itself came
to foster good taste, sensitivity to the visu-
al image, and a sense of beauty in the gen-
eral reading public. And this undoubtedly
was conducive to the magazine’s fame a
century ago, and to the present revival of
interest in the magazine and the epochal
phenomenon behind it at large, called the

HOW Cpelloid, naiu eMy UMITYJIbC, TOJTYOK.
Cawma «Po3a», cepbe3HO IepecTpOUBIINCH
IMOJ, BO3ICHCTBUEM (PPaHIy3CKOTO HC-
KyccTBa, M30pajia 0coObIii MyTh pa3BU-
THSI, KOTOPBIN TakKe OKaszaycsl BITOJHE
COBPEMEHHBIM U XyJI0XXECTBEHHO YOe 11~
TEJBHBIM M 3aHSUT JOCTOMHOE MECTO Psi-
JIOM C PYCCKUM aBaHTapIHbIM IBIKEHUEM.
2KypHat yxoIui TOCTOITHO, C YeCThIO
BBITIOJTHUB BCE ITOCTaBJIEHHBIE TIepel HUM
3ajauu. B mpomanbHom obdpaiieHuu Pe-
MAKIIMU TOBOPMIIOCH: «PaccTaBasich Terepb
C YMTATEJISIMU, MBI BOBCE HE UYBCTBYEM
cebs1 yToMJeHHBIMU. Hu TrocTostHHAs
6opbrOa, KOTOPYIO Mbl B IPOAOJIKEHUE
0oJiee Tpex JIET BeJeM 3a IOPOroe sl Hac
Oyayliee UCKYyCcCTBa, HU I'POMaiHbIE TeX-
HUYECKHE TPYIHOCTHU IedyaTaHUs XyHdo-
KECTBEHHOI'O OTIeNa, HU ChCTeMaThye-
CcKasg KOH(UCKALMSI HAIIMX HOMEPOB M
W3IaHWI LIEH3YpOi, HU PaBHOLYIIWE W
KaMIMaHWM Ta3eTHOW KPUTUKHU HE MOKO-
sebanu Hawei sHepruu. Ho tenepb Mbl
SICHO YYBCTBYEM, UTO T€UCHUsI, KOTOPHIC
Mbl OTCTaUBaJIM KaK B 00J1aCTU JIUTEPATy-
PBI, TaK U B 00JIACTH XKMBOTIUCH YK€ T0-
CTAaTOYHO OKPETUIN U BBIPA3WJINCh, UTOOBI
pa3BUBATLCS CAMOCTOSITEJIbHO U UTO “30-
JioToe PyHO” B 3TOM OTHOIIIEHUU YX€ UC-
ITOJTHUJI CBOIO MUCCHIO... 3aKaHUMBast Ha-
1Ty YeTHIPEXJICTHIO pabOoTy, MBI yXOIUM
CO CITOKOIHOI yBEpPEHHOCTbIO, UYTO HUYTO
YK€ He CMOXKET 3anTyIIUTh U YHUITOXUTD
TeX XYIOKECTBEHHBIX TIPUHIIUIIOB, 32 KO-
TOopbie 6Goposioch “3oj0T0e PyHO”»”.
[IpaBo MOABOAWTL UTOTM OESITENb-
HOCTU XypHayma Pemakmus ocrtaBuia
HaM, IOTOMKAaM, CYUTAasI, «4TO OOBEKTHUB-
Hasl OlleHKa JOCTUTHYTOTO U HE JOCTHUTI-
HyTOTO <...> IPUHAIIEXKUT TOJIBKO OyIy-
memMy»®. JIeiCTBUTEIbHO, B TIEPCIICKTUBE
JIJIMHOIO B CTO JIET BCe OOpeTaeT CBOIO
WCTUHHYIO IIEHHOCTD, OYMIIASCh OT CIIy-
YafHOTO U MEJIKOTO, YTO B TBLTY OOPHOBI
IOI9ac BLICTYIIAJIO Ha TIEPBbBIN TUIaH.
SBneHue, Bouleallee B HCTOPUIO
KYJABTYpbl XX CTOJIETHS IO Ha3BaHUEM
«3o0sotoe PyHO», ChIrpajio B Heil mouc-
TUHE CyIbOOHOCHYIO poJjib. B mopy, Kor-
Jla PYCCKOE MCKYCCTBO MCKAI0 BO3MOX-

Mapka xypHaia Graphic sign of the
«3o070t0e PyHo» “Golden Fleece”
(110 3cKU3Y magazine designed by

E.E.Jlancepe) Yevgeny Lansere

HOCTH MPUMEHEHUsI OPOAUBIINX B HEM U
TOTOBBIX TIPOPBATLCS HAPYKYy MOTYYMX
cu, «3osotoe PyHo», cTaB naeosornde-
CKUM ILIEHTPOM PYCCKOIO MCKYCCTBa,
OIpee/SIBIINM XYI0KECTBEHHOE CO3HA-
HUE 3IT0XU, UCTOPUYECKN TOYHO OCMBIC-
JIUB Y OLIEHWB MPOMCXOJsIlee, Harpa-
BWJIO 3Ty DHEPrUI0 B HYXXHOE PYyClIo U
0Ka3aj0 aKTMBHOE BCECTOPOHHEE CO-
JIeiCTBUE €€ CBOOOIHOMY MPOSIBJICHUIO.
HoBoe mnokoyieHue pycCKUX XyTOXHH-
KOB, 00peTsl yBEPEeHHOCTh, B3SIB PaBHE-
HUE Ha BEJIMKUX (DpaHIly3CKUX HOBATO-
POB, TIOHECJIOCH IO 3TOMY IMYTH C TaKOM
PYCCKOM yiajblo U pa3MaxoM, YTO BCKO-
pe 0KazaJloch BIIEpear TeX, KOTrO IMOHa-
Yyajy JOTOHSIJIO U, B CBOIO OUYepenb, MO-
BJIEKJIO UX BCJIe 32 COOOM K HOBBIM, €111e
0oJiee CMEIBIM OTKPBITUSIM. HuuTo yxke
HE CMOTJIO 3aTJIyIINTh U YHUYTOXUTh TEX
XyIOXKECTBEHHBIX IMMPUHIIMITOB, 32 KOTO-
pbie 6opostoch «30otoe PyHo».

Cro ner Ha3an «3o010Toe PyHO» co-
JIECTBOBAIO (POPMHUPOBAHUIO B PYCCKOM
KYJBTYPHOU Cpelie TAKOTO XyJI0KECTBEH-
HOTO MBILIJICHUS M TOHUMAaHUSI UICTOPU-
YEeCKOM LIEHHOCTU BaXKHEMIIMX SIBJICHUI
€BPOIEHCKOro U PYCCKOTO MCKYCCTBA Ha-
yaya XX BeKa, KOTOpoe, IO CYILECTBY, HE
W3MEHUJIOCH U 1O ceil AeHb. M HeT HrKa-
KOT'O COMHEHUS B TOM, UTO IeATETbHOCTh
3TOTO XyI0XXECTBEHHOTO XXypHaJja ornpe-
JIEJISIT M OCYIIECTBIISIT He KTO MHOM, KaK
cam uzgarenp — Hukonait PsOymimH-
ckuii. PakThl CBUIETEIBCTBYIOT O TOM,
YTO UMEHHO OH TMPUIYMBIBaJI, IJIAHUPO-
BaJT, OPTaHM30BBIBAJI, TIPUTJIALIAT K yJa-
CTUIO, €3IWJI U yroBapuBaJ, OTOMpa Ha
BBICTaBKM PaOOTHI BEJIUMKUX M Majou3-
BECTHBIX, HO TIEPCIIEKTUBHBIX, TTO €TO pa-
3YMEHUI0, MacTepOB. DTO OH 3aKa3bIBaj
MOPTPETHI TeX JAesTeei, KOTOPhIX CUMTAT
HauOoJiee TOCTOMHBIMHU, 1, KaK TOKa3a-
JIO BpeMsl, HU pa3y He omunobces B BRIOOpE,
3TO OH BCe (PMHAHCHUPOBAJ, HE TIpeciie-
Nyl HUKAKOM MaTepuaJibHOW BBITOIbI, a
WMesl OHY JIUIIb HETTOMEPHbBIE JaXe TTPu
ero 6orarcTBe pacxojbl. DTO ObLI TTOUC-
TUHE ero NnaTpuoTuyecKuii moasur. Hu-
Kosaii PSOymmHCKui chIrpa CBOO POJib
B MCTOPHMH U OCTAJICS B HEl SIPKOI 3BE3-
noii. Ero BKJaa, U mpexie BCero 3To Ka-
caeTcsl cyned pycCKOro n3o0pa3uTeabHO-
ro MCKYyCCTBa, HE MEHee, eclii He Oojiee
3HauUuTesIeH, yeM BKian Cepres srue-
Ba. O0e 3T (UTypbl AOCTOMHBI CTOSITH B
WCTOPUM OTEUYECTBEHHOM KyJIbTYphl XX
BEKa PSIJIOM, XOTS CYAbObI UX CJTOXWINChH
no-pasHomy. ®oprtyHa PsaGymmHcKoro
oKkazajiach MHoOro cyposeii. Ero He mo-
HSJTM U HE TIPUHSIIM COBPEMEHHUKM W
MOKa ellle He B JOJDKHOM Mepe OLECHWIN
MOTOMKH.

U B 3axiroueHNN — elie pa3 0 cCaMoOM
KypHajie. [ToMruMo Bcero BEIIIeCKa3aHHO-
ro, «30J0T0€ PyHO» TIpeacTaBsieT codoit
ellle M YHUKAJIbHBIN MaMSATHUK Tpaduye-
CKOTO MCKYCCTBa Hauajga XX CTOJICTHS,
00BEIVMHUBILNI BOKPYT ce0s1 BCe JTyUIIIne
CUJIBI PYCCKOM TpauKu TOro BpEeMEHMU.
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3nech HallIeHO TapMOHUYECKOE COOTHO-
LIeHMEe TeKCTa U WUTIOCTPaluii, TIPOay-
MaHO B3aMMOJIEUICTBUE TUTOTPAdCKOTO
mpudTa U XKUBOTO IITPUXA XYTOXKECT-
BEHHOTO pUcyHKa. MHOrourcIeHHbIE 3a-
CTaBKM, KOHIIOBKY, OYKBUIIbI, 3aTJIaBHbIE
JIUCTBl Pa3[esioB, BBIMOJHEHHbIE KpPYI-
Helmmu MactepaMu «Mupa UCKyccTBa»
u «Jomy6oit Po3bl», cTaHOBATCSI OpraHu-
YECKOI YacThIO TEKCTa, a TEKCT, B CBOIO
ouepelb, peBpalliaeTcs B Mpou3BeieHue
rpauyeckoro UCKyccTBa.

Cam 00K XypHasa ctail popmoit
BOCITUTaHUS BKYCa, UyBCTBA MPEKPACHOTO
B LIMPOKOI ynTaTeabckoit macce. M ato
HECOMHEHHO CBITPajo CBOIO 0JIATOTBOP-
HYIO POJTb B TTOMYJISIPU3AIINY TAHHOTO 13-
JIaHusl CTO JIeT Ha3al U B MPUBJICUYECHUU
IJTyOOKOTO MHTEpeca K XypHaly U TOMY
SMOXaTbHOMY SIBJIEHUIO, KOTOPOE WMe-
HyeTcs «30J0TbIM PyHOM», B HAllIU THU.
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