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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npexze Bcero npoussenenusa Padassa, Ha kotopsle onupancs Boituex Kopuennit Crarriep, cos-
maBasi cBoux «MakkaBeeB» (1830-1842), omHo U3 Hanboee 3HAYMMBIX, TATPUOTUYHBIX M CUMBO-
JNYECKMX NPOU3BENEHNI MOMbCKOrO0 poMaHTM3Ma. B cienyromem nokonenun Ienpux Pomakos-
CKUII B CBOMX KAapTMHAX HA MICTOPMYECKNE TeMBbl M B MOpPTpeTax (Hampumep, moprper Jleonmn
brofopH) obpaiaeTcss K HaCIeANIO BEHEIMAHCKUX XYAOXHIKOB a1oxy Bospoxxpenus, Tummana
u BepoHese, cosfiaBas cBOI upiean KpacoTbl ¥ CBOJ CTWU/Ib, COEAVHAIOINIA «BeINYNe U IPOCTOTY .
SIH Mareiiko n36pas MHOJ IIyTh COOTHeCEeHNs ¢ PeHeccaHcoM, 1300pakas BayKHeJIIe MOMEHTHI
nonbckoit nctopuy XVI B. 1 cTpeMsACh K (pOpMaTbHOMY BeIMKOIEINIO BEHEIIVIAHCKOI KIBOINCHL.
B 1870-e rr. yBreyeHne PeneccancoM 6bIIO pacIipOCTPaHEHO CPefyl XyHOXKHIKOB ITOTbCKOV KOJIOHNUM
B MionxeHe. MeuTaTe/llbHOe IIO9TUYECKOE HACTPOEHME M PEHECCAHCHbIE MOTUBBI B apXUTEKType
U KOCTIOMaX IIepCOHaXKell NMPUCYTCTBYIOT B KapTuHax Apmama XmenoBckoro («VrambsHckasa cue-
ctar). Taxke Anexcanzp lepbIMcknit, BTIOXHOB/IAACH Tunmanom («VITanpsHcKas cuecta»), Co3faeT
HOBYIO KOJIOPMCTUYECKYIO CTPYKTYpPy KapTMHBI, TOZOOHYI0 OIBITAM MMIIPECCMOHNUCTOB. B Ha-
ganie XX BeKa B IPOU3BEIEHNAX XYIO>KHIKOB-HEOK/IACCUKOB, TAKMX KaK EBrenmym 3ak, ncronbsy-
eTcs Hacnenue Jleonappo (moptpetsr), borTuyenmm (uanmmmyeckne CreHsl, Hanpumep, «Kymanb-
muia»). Pannee Bospoxxaenne BroxHossio Bamaa boposckoro (uepkoBb B Munocnase). 9tn
XYZOXXHVIKY BOIIUIM B Ipynny «PUTM», BOSHUKIIYIO B MEXXBOEHHBIN Iepyof, ¥ ObIBIIYIO IOC/IEN-
HVUM KPYIIHBIM XY/I0O>)KECTBEHHBIM SIBJIEHJEM, CBA3aHHBIM C MICKycCTBOM Peneccanca. OpHuM uns ye-
HOB 3TOro 00 beguHenns 6611 JIro6omup HlnenmxuHcknit, BBINyckHUK [leTepbyprekoit Akaemmn
XYIOXXECTB, B YbMX O(QUIATbHBIX IPONATaHAVICTCKIX IPOM3BENEHNAX OTPAasUIOCh UCIIOTb30Ba-
HIe MOTUBOB McKyccTBa Pannero Bospoxxpgenusa u JIpesnero Puma.

Knrommnua Enena BuranpeBHa
Cankm-Ilemep6ypeckuti eocyoapcmeennolii yHusepcumem, Poccus

Jlororpuduyecknit meroy Pepnana Knonda na npumepe ananmmsa
“I LocK THE DOOR UPON MYSELF”

VckycctBo @eprana KHomda, kak 1 0eIbruiickmii CMMBOIN3M B 1Lie/ioM, B Poccun Maro nccre-
moBaHO. KpoMe CKpOMHBIX YIIOMMHAHUI B OT/Ie/IbHBIX MOHOTPa(UAX, MOCBAIEHHbBIX 3allaJJHOEB-
POIEICKOMY MCKYCCTBY BTOPOII 10I0BMHbBI XIX B., MOXKHO Ha3BaTh JMIIb OfIHY HEJABHIOK CTaThIO
J.E. CBeTn0Ba, NOCBAILEHHYIO HEIIOCPEACTBEHHO KPAaTKOMY aHa/IN3y UKOHOTrpadudecknx ocobeH-
HOCTeNl MCKyccTBa 6enbruiickoro Mactepa. [lofo6HyIo cuTyanuio B oleHKe TBopuecTBa KHomda
ClIeflyeT pacCMaTpMBaTh KaK MCTOPUOrpaduYecKyr0 HeCIpaBelINBOCTb, UCIPABIeHNE KOTOPOIl
IIO3BOJIUT JIaTh BEPHYIO OLIEHKY ponyu benbrum B cio>xeHnm 3arajHOEBPOIIENICKOTO aBaHrapja py-
6exxa XIX-XX BB.

Xyno>xecTBeHHBIN MeTop, KHoI(a, 0603HaueHHBIIT BC/IeN 3a MeTKUM BeIpakeHreM [epmana bapa
KaK JIororpuduyaecKuii, MCCaeRyeTcs B JOKIae Ha IpuMepe mopooHoro aHanusa nonotHa “I lock
the door upon myself” (1891. MronxeH, HoBas [InnakoTeka), 60nbIe nsBecTHOro B Poccynm kax
«3arBopHULIa». Vcnonb3oBaHue CIbHO PEAYLMPOBAHHOIO PyCCKOTO MEpeBOjja Ha3BaHMA IIPOU3-
BeJIeHIIA, MICKXAOIET0 CMBICT, BOCIIPYATIE M 3Ha4YeHVe paboThl, n306eraeTcs B OKIaje IO Iie-
JIOMY PARY NPUYMH M COXPAHAETCA B ayTEHTVMYHOM AHIJIMIICKOM BapyMaHTe.

B noxmame mogHMMAOTCA TaKye 3HaUYMMble /1A ITOHMMaHMsA TBopuecTBa PepHana Knomnga npo6-
JIeMBI, KaK: aHIJIOMaHVs 1 BivistHye JKeiiMca YucTiepa Ha 6elbIuifiCKOro MCKYCCTBO IIepBOJi MO/IO-
BUHBI 1880-X IT., 0COOEHHOCTY BOCIPUATHA MICKYCCTBA QHTUYHOCTU MacTepaMy, pabOTaBIIVMMU
B bproccene Bo BTopoit monosuHe XIX B., mpo6reMa XXMBONVCHON pelpe3eHTaly TUITHOTUYe-
CKOTO TpaHCa B UCKYCCTBe U KynbType 1890-X IT., 0COO€HHOCTY IPOCTPAHCTBEHHOTO OCTPOEHNS
nponssenennit Knonda. OTaenpHO paccMaTpyBaeTcs BOIIPOC BOCHPUATHUA OEIbIMIICKMMU MacTe-
pamn mckycctBa CeBepHOro BospoxpeHnsa. AHamms3 «CeHCyanuMCTU4ecKol TexHuku» PepHaHa
KHonda, KoToporo coBpeMeHHVKN Ha3bIBAIM «COBPEMEHHBIM MeM/IMHIOM», IPeJoCTaBAeT JO-
IIO/IHUTE/IbHBIE K/IFOUM K MIOHMMAHUI0 0COOEHHOCTEN )XMBOMICHOTO MICKYCCTBA MacTepa.
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