Vpea nmepenoca cTOMMIbI BO3HMKIIA KaK Pe3y/bTaT He CTOIBKO BOEHHBIX WV SKOHOMMYECKUX
HOTPeOHOCTEl TOCYapCTBa, CKOMBKO MJEAMNCTUIECKUX MpPeACTaBIeHNI O BO3MOXHOCTY BO3-
pOXAeHNA aHTUYHOro Omecka AduH. OFHAKO POCKOIIHBIE KITACCUIVICTIYECKIe IPOEKThI HeMell-
KUX apXUTEKTOPOB He MOI/IM OBbITb pean30BaHBl 3a TOCYJAPCTBEHHBIN cyeT. IIpy coxpaHeHun
NepBOHAYA/IBHOM U/ley OOIMIl ITaH 3acTPOoky AQUH MPUIIIOCh MAaKCUMAIbHO yAeneBuThb. Ero
peanmsalusA pacTAHYIACh HAa HECKONIBKO AECATIIETHII, a BO3BefeHNe Hayuboee JOPOrOCTOAIIX
COOPY>KEHMII CTaZI0 BO3MOYKHO /IMIIb NPV MTOMOIIM MeLeHaTOB 13 AMACIOpPBL. 3a 3TO BpeMsA B ca-
MOJI TPaJOCTPOUTENbHOM KOHILIEMINY IIPOU30IIIO Ba)KHOE M3MEHEHNe: HeOK/IACCUIN3M ObLT I0-
TeCHEH HEOBV3AHTUIICKMM CTIEeM. DTO CBUJETE/IbCTBOBAJIO 00 MI3MEHEHUM He IIPOCTO BKYCOB,
HO camMouzieHTHdUKauyy rpedeckux anmut. Ha cMeHy cTpemiennio Bo3poauts JpesHioo [pennio,
BO MHOTOM HaBs3aHHOMY MHOCTPaHL[aMJ, IIPUIIIO Oojlee peaCTMYHOe HMOHVMaHNe efVHCTBA
rpeYecKoil UCTOPUM BO BPEMeHM U IPOCTPAHCTBE U >KelaHVe NpeBpaTuTh AQUHBI B IIVBU/IN3A-
IVIOHHBIJ LIEHTP I'PEYecKoro Mypa, KOTOPBII MOr Obl cTaTh ajbTepHaTVBO KOHCTaHTMHOMIOIIO.

Olga Petrunina
Lomonosov Moscow State University, Russia

ARCHITECTURE AND PoLITICS:
ATHENS DEVELOPMENT CONCEPT IN THE 19th CENTURY

This study analyzes the concept of Athens developed by German and Greek architects in the
1830s and its implementation as well as contemporary Greek socio-political primary sources.

In 1834 the Greek government decided to transfer the capital of the country from Nafplion to Athens.
But the famous ancient polis of Athens was only a small village at the beginning of the 19th century.
It had to be revived and rebuilt. Was it necessary to transfer the capital city and why? What was the
conception of the new capital? Was there any interaction between an architectural concept and so-
cio-political life in Greece?

The very idea of the capital city transfer had nothing to do with economic and military state needs.
It was born as a product of an idealistic thesis that the ancient glory of Athens could be restored. But
the Greek polity had no resources to embody the luxurious projects suggested by German architects. It was
a difficult task to reduce the price of the Athens development plan and to retain its main idea simultane-
ously. Implementation of this plan was a slow process that could be finished only with the influx of dias-
pora investments. Meanwhile the concept of the Greek capital was changing and finally supplemented
with Neo-Byzantine architecture. This modification indicates a significant change in Greek national
self-identification. More realistic understanding of national history came to take place of dictated by for-
eigners’ attempts to revive Ancient Greece. The new concept postulated temporal and spatial unity of na-
tional history, so Athens could become a real center of modern Hellenic world instead of Constantinople.

Hy6unxkas Oxcana Mocudosna
Accoyuanust uckyccmsosedos (Canxm-Ilemep6ype), Poccust

CHMBO/IN3M M aHTMIHOCTD: BocnpusaTne ckBo3b Npu3mMy cy0beKTMBHOM
«aBaHTapAHOM» 3CTETUKN

Kpusnc 80-x rr. XIX Beka B >KMBOINCK O3HaYasl HEYTO OoJIbllIee, YeM OaHaIbHOE BBICHEHVE, KTO
U3 XyJOXKHUKOB OKa3ajcA B aBaHrapge. UTo BaXkKHO, TaK 9TO TO, 4YTO B Pa3BUTUU A3bIKA KUBOIUCK
KacaeTcsi CyOBeKTUMBHOTO copepkanusi. He cTOIbKO HOBble MOTHBBI, CKOJIBKO HOBBIE ITOJXOJBL,
IIPONYyIeHHble CKBO3b HOBble (hOpMa/bHble METOHbI, «BHYIIAIOT» HOBble 3HadeHMs. IIpoexius
MBIC/IV VI YYBCTBA NPUOIIDKaeT IIPOU3BefieHNe VICKYCCTBA K 9TON UIeaIbHOI 1IeTy, BIeYeT 3a CO-
6011, BO3MOXXHO, VWITIOCTPUPYS IPUMEpPbI, KOTOpble celfdyac BOCIPUHUMAIOTCSA TaKUMY IIPUBbIY-
HBIMJ, YTO COBPEMEHHDII 3pUTE/Ib HE IIOHMMAET, I7ie HOBM3HA.
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TBopuectBo ITioBu me IllaBanna (1824-1898) HaxOAUTCA y MCTOKOB CMMBO/IM3MA.

Antnynsle cioxeTsl («Opdeii»), K KOTOppIM 00palaeTcsi Xy[OXKHUK, CBA3bIBA/IN €TI0 C JIUTe-
paTopaMi-CUMBOJIUCTaMy, a UMeHHO ¢ noaroM Illapnem Jlekontom pme JIunem n xputukom Teo-
¢unem ToTbe.

«CBsillleHHas! pola» — Ofja aHTUYHOCTI.

Haunnas c IToBu, coefrHeHMe anieropuy ¢ HACTPOEHMEM B XKMBOIIMCY CYMBOJIUCTBI BOCIIPH-
HVIMAIOT C IIOHVMMaHJeM, BbIOVpas Haubojee KOHI€HIAIbHOE VX COOCTBEHHBIM LIe/IAM: Ye[VIHEeH-
HOCTY U CaMOYTITTyOIeHHOCT MMYHOCTH. OHY NPUIUIN K 3aKTI0YEeHNIO, YTO IPEeKPacHO CKOMIIO-
HOBAHHBIII, C BBIYMTAHNEM BTOPOCTEIIEHHBIX JieTajleil, CTM/Ib OBUI JBOVHMKOM VX COOCTBEHHBIX
uziell CMHTETM3Ma, U 4TO 3a €r0 PeJyKTMBHBIMM KIACCMYECKUMM MIVJUIMAMM CYIIeCTBYeT MC-
TUHHO CUMBOJIMYECKUI CMBICIIL.

[tocTaB Mopo (1826-1898) — mounTaTe/nb NCKyCcCTBa aHTUYHOCTH.

Bonpexn 3amyranHoi ukonorpadum Mopo, ero mpousBefeHus (MM, HaAIpPOTUB, Ornaropaps
agaKoMy pebycy), ¢ Tex Iop, Kak IOCaHMsA MOIJIM OBITh IPOYNTAHHBIMY (M pas3raJlaHHBIMU Bep-
0a/bHO, B IeTaJIAX), KPUTHUKI U JIUTEPATOPBI CTaIM BOCHPUHMMATh MOpPO TakK, KaK IperogHOCHIT
cebs1 OH caM. A MMEHHO: UJEANTNCTOM, CO3JIaTeleM «MCKYCCTBA JiyXa, CepAlia M BOOOpaKeHMs»,
Ybs Ie/Ib «IIOCPEACTBOM JIHIY, apabecka 1 IVIACTYeCKMX BO3MOXKHOCTEN BOCKPECUTDb MBICTIbY.

Heynosumsie oTcbuiky Mopo K yiereHjaM aHTUYHOCTY OBV OTOXKECTBJIEHBI C JIETKOCTBIO OPUTH-
HaJIbHOTO BOCIIPYSITHS, C PA3/INIHBIMU «JOPOTaMI», BEAYIIVIMU OT PeaInit K UAesiM: « ATIONOH 1 Jie-
BATb My3», «lOmuTep n Cemenar, «®Pasron», «Ipun nu Chunker», «Opdeit Ha Mornae IBpUAUKN».

[nsa Mopo, HanipuMep, IIepBOHaYa/IbHOE 3HAUYEHME C/I0BA «C(UHKC» yTEePSHO. VI 3HAUMIO C7I0BO
MeHblIIe, YeM TallHa XU3HU, IpueMiIeMas KaK MaTepuanbHas 9K3MCTeHIs (IpeXOBHasd, BpaKzieo-
Has 1yxy). Mopo 6bU1 yBIeueH Teopueil UCKYCCTBa, 0003HaYeHHOII B dpumocodpckoM acce M. Me-
tepnauHKa. Ilo cytn, cumBonmmcrckont. [la m cuMBonmuka nseta y Mopo npefBocxuliama SKCIepu-
MEHTBI a0CTPaKIVOHNCTOB.

Mopo u ITroBu ge IllaBaHH HUKOIA HE BXOAWIN B 0O'beVIHEHVS CUMBOJIVICTOB, HO OBUIN X KY-
MIPAMIL.

Oksana Dubitskaya
The Association of Art Critics, Russia

SYMBOLISM AND ANTIQUITY: PERCEPTION THROUGH THE LENS OF SUBJECTIVE
“AVANT-GARDE” AESTHETICS

The crisis of the 80s of the 19th century in painting meant something more than just figuring out
which of the artists were in the vanguard. Clearly what is vital is the fact that in the development
of the language of painting refers to subjective content. Not so much new motives, new approaches,
perceived through new formal methods, “inspire” new values. The projection of thoughts and feel-
ings bring the artwork to this perfect goal, entails perhaps illustrating examples, which are now per-
ceived as commonplace so that the modern viewer doesn’t understand where the novelty is.

The works of Puvis de Chavannes(1824-1898) are at the origins of symbolism.

The ancient stories (“Orpheus”) the artist turned to linked him with the writers — symbolists, namely
with the poet Charles Leconte de Lisle and critic Théophile Gautier.

“Sacred grove” is an ode to antiquity.

Since Puvis, the symbolists perceive with understanding the connection of allegory with the mood
in painting, choosing the most congenial to their own purposes: privacy. They concluded that well-laid
out, the style corresponded to their own ideas of synthetism, and that for its reductive classical idylls
there is truly a symbolic meaning.

Gustave Moreau (1826-1898) was also an admirer of the art of antiquity.

Despite confusing iconography of Moreau, his writings (or, on the contrary, thanks to this rebus),
since the message could be read (and solved verbally, in detail), critics and writers began to perceive
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Moreau as he presented himself. Namely, the idealist, the creator of the “art of the spirit, heart and
imagination” whose goal was “through line, arabesque and plastic possibilities to resurrect the idea”.

Elusive references of Moreau to the legends of antiquity were equal with the easiness of original
perception, with the various “paths” leading from reality to ideas: “Apollo and the nine muses’, “Jupi-
ter and Semele”, “Phaeton”, “Oedipus and the Sphinx”, “Orpheus at the tomb of Eurydice”. For Moreau,
for example, the original meaning of the word “Sphinx” is lost. The word meant less than the mystery
of life which is accepted as a material existence (sinful, hostile to the spirit). Moreau was passionate
about art theory outlined in philosophical essays by M. Maeterlinck. And Moreau’s symbolism of color
anticipated the experiments of abstractionists.

Moreau and Puvis de Chavannes were never members of the Association of the symbolists, but
were their idols.

Jerzy Malinowski

Polish Institute of World Art Studies; Nicolaus Copernicus University of Torun, Poland
Irina Gavrash,

University of Gdansk, Poland

RENAISSANCE INSPIRATIONS IN THE POLISH PAINTINGS OF THE 19th AND 20th CENTURIES

The roots of the inspirations with the Renaissance painting in Polish art are related to the activi-
ties of the artistic colony in Rome formed around 1820. In the center of interest was mainly the work
of Raphael, to which Wojciech Korneli Stattler referred when he created The Maccabees (1830-1842),
the most important patriotic and symbolic painting of Polish Romanticism. In the next generation,

Henryk Rodakowski alluded in historical scenes and portraits (e.g. Portrait of Leonia Bluhdorn)
to the Venetian Renaissance (Titian and Veronese), creating an idealistic concept of beauty, expressed
in the style defined as “a sense of grandeur combined with simplicity”. Jan Matejko chose a different
way to hark back to the Renaissance, presenting “focal” moments of the Polish history in the 16th cen-
tury (Prussian homage), symbolically reaching for the splendor of the forms of Venetian painting.
A strong trend of the inspiration with the Renaissance developed around 1870 in the circle of the Pol-
ish colony in Munich. A mood of poetic dream, combined with the motifs of the Renaissance archi-
tecture and costumes appeared in the painting of Adam Chmielowski, whose attention was drawn
to Bocklin and Feuerbach (The Italian siesta). Similarly, with Aleksander Gierymski, the inspiration
with Titian (in The Italian siesta) led to a new color structure of the painting, with an analogy to Im-
pressionism. In the early 20th century, the work of classicizing artists like Eugeniusz Zak drew on Leon-
ardo (portraits), Botticelli (idyllic scenes, like The Bather). Quattrocento appealed to Waclaw Borowski
in the polychromy in the church in Miloslaw. These artists formed an interwar group “Rhythm”, which
was the last major one to reveal links with the art of the Renaissance. One of its members was Ludomir
Slendzinski, a graduate of the Academy of St. Petersburg, whose official propaganda works reflected
the reference to the patterns of the early Renaissance and Roman motifs of that time.

E>xxu MannHoBCcKn

Ionvckudi uHcmMumym uccied08aHus MUPOB020 UCKYCCMEa;
Topynckuii ynusepcumem umenu Huxonas Konepnuxa, Ilonvuia
Vpuna I'aBpai

Ioanvckuii ynusepcumem, Ilonvuia

PeneccaHcHbIe MOTUBBI B TONbCKOM ;KuBonucy XIX n XX BekoB

YBneyeHme nckyccTBoM PeHeccaHca cpey MONMbCKYX XY/IOXKHUKOB OBIIO CBA3aHO C AeATEIbHO-
CTBIO XYy[OXKeCTBEHHOV KonmoHuy B Pume, cdopmmposasuieiicss B 1820-e rr. VIHTepec BbI3bIBaIN
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