The artist appears to be a “renaissance” identity in the paradigm of art of the late 19th — early
20th centuries. Hodler’s response to the challenges of the time: the study and presentation of the new
“psycho-physical” person as space within its inner self which is inextricably linked to the great mys-
tery of the nature beyond the grasp of mind. In the work of Hodler the harmony between man and
nature is found in the paradoxical convergence of individual realistic visual language of art and sym-
bolist latent meanings.

bemunnena ipuna Bukroposna
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«JlepeBsHHBIN peHecCaHC» B APXUTEKType 6aITUIICKNX KypOPTOB
koHna XIX —nauvama XX Beka

I[TepBble KypopTHI Ha I>KHOM IoOepexxbe bantuky mosswmich B konue XVIII B., a B KoHIe
XIX —Havane XX BB. HACTYNIW/I IOJ/IMHHDBINA paciBeT KypopTHOM Xu3Hu. B teuenne XIX B. mpo-
VICXO[MTIO CTIOKEHME TUIIONIOTUM apXUTEKTYPHBIX COOPY>KEHUN, KOTOpble COOTBETCTBOBA/IN Tpe-
00BaHMAM OTABIXA U JIEYEHVISA Y MOPS: TeIlIble VI XOTIOHbIe KYIa/JIbH, TOCTUHUIIBI, YaCTHBIE 0CO0-
HSKM, Kade, pecTOpaHbl, My3bIKalbHbIe IaBUIbOHBI, CMOTPOBBIE O€CeKV, IPOMEHA/bl I MOJIbI
VI T. I. BONBIIMHCTBO KypOPTHBIX IOCTPOEK BO3BOAWIN U3 [IepeBa, B TeXHMKe axBepka Wiy us ope-
BeH 1 0710k0B. B xoHIe XIX B. Ha0MOaeTCsI UCTUHHBIN «PEHECCAHC» ITOTO CTPOUTETBHOTO MaTe-
puana, 4To 00BACHAETCA KaK oOpallleHNeM K HapOZHBIM MCTOKAM M HAIVIOHAJIbHBIM TPagVILIVIsM,
TaK ¥ OBICTPOTON U JIETKOCTBIO BO3BEMIeHMSI, BOSMOXXHOCTBIO MCIIO/Ib30BATh CTaH/JAPTU3MPOBAH-
HBbIE JIeTanu I CO3[aHusA OPUTMHAIbHBIX apXUTEKTYPHBIX KoMnosunuit. Ha Kypoprax bantuku
IO CETO BPEMEHN COXPAHWM/IVICh MHOTOYVICIEHHbIE [IEPEBAHHbIE 3/IaHMNA, IOCTPOEHHBIE IO MH/IVBY-
IyaJIbHBIM WV 00pasIiOBBIM IPOEKTaM. BOJIbIIOl MOMY/ISPHOCTBIO ITO/Ib30BA/INCh Pas3/IMYHbIe Ka-
TaJIOT¥ JePEeBAHHBIX IIOCTPOEK, M3laBaeMble OTAEbHBIMY apXUTEKTOpaMI WM GYPMaMIy, TAKMMU
KaK «O611ecTBO 110 IMIIOPTY aMepPUKAHCKOTO fepeBa» 13 Bonbracra. CpaBHUTEIBHBIN aHAIN3 OT-
JIeTIbHBIX BUJLL, COXPaHUBIINXCS Ha ocTpoBe Proren (Iepmanust), Ha mobepexxbe KanmHuHrpazgckoin
obmactu (6wBuIass Bocrounas Ilpyccus), B Ilananre (JIutsa) eMOHCTpUPYET He TOIBKO OPUTH-
HaJIbHOCTb, HO U OOIIHOCTDh apXUTEKTYPHBIX PeIlIeHMI, OIpee/ X CBOeOOPa3HbIil KY/IbTyp-
HBII TaHAMA(T OANTUNCKUX KYPOPTOB.

Irina Belintseva
Research Institute of Theory and History of Architecture and Urban Planning, Russia

“WOODEN RENAISSANCE”IN THE ARCHITECTURE OF THE BALTIC RESORTS
OF THE LATE 19th AND EARLY 20th CENTURIES

The first resort on the southern coast of the Baltic Sea appeared in the late 18th century, and the
late 19th century — early 20th centuries witnessed true flowering of resort life. During the 19th cen-
tury architectural typology, which met the requirements of leisure and treatment at the sea was formed:
warm and cold baths, hotels, private houses, cafes, restaurants, music halls, viewing pavilions, board-
walks and piers, etc. Most spa buildings were built of wood, in the technique of open fachwerk or logs
and blocks. At the end of the 19th century there was a true “renaissance” of this building material,
which can be explained by the appeal to people’s roots and national traditions, and the speed and ease
of construction, the possibility of using standardized parts to create original architectural compositions.
At the resorts of the Baltic Sea numerous wooden houses have survived, which were built on individual
projects or model. Different catalogs of wooden buildings issued by individual architects or firms,
such as Wolgast’s “Society of American imports of wood” were very popular. Comparative analysis
of individual villas that have survived on the island of Riigen (Germany), on the coast of Kaliningrad
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region (former East Prussia), in Palanga (Lithuania) shows not only originality, but also common ar-
chitectural decisions determining the unique cultural landscape of the Baltic resorts.

bynpuna /Iropmuna AnekceeBHa
Examepunbypeckuii my3eti u3obpazumenvHulx uckyccms, Poccust

Bospoxxaenue o6bemMHoiIT Mo3ankn: Kamennsie purypku macrepckoit @abepike
U ee COBPEeMEeHHIKOB

CrnaBy mactepam ¢pupmbl Pabeprxe, HAPAAY € UMIIEPATOPCKVIMY ITACXaTbHBIMY SVLIAMI Vi UL -
HBIMJ 1[BETOYHBIMYU KOMIIO3MIMAMY, IPUHECIN KaMeHHble GUTIYPKY, UCIIOMHEHHbIE B CIOXKHENI-
IIejl TeXHJMKe 0O0BEeMHOI MO3aMKIA.

Jonroe Bpems co6cTBeHHO Dabeprke MPUINCHIBANIOCH M300peTeHNE 9TOTO CIIOCO0a CO3/aHMsA
HOMMXPOMHOM CKY/IbITYpBl. OFHAKO CIIPAaBENIMBOCTD TpeOyeT BCIIOMHUTb MHOTOYVIC/IEHHBIE T1a-
MSATHUKY, CO3/IJaHHbIE Ha 3aKaTe MTATbsIHCKOTO Bo3poxkpeHus B MacTepckoil Benukux repiioros
Memay v ee OC/IEZOBATEIAMM 13 TePMAHCKUX KHAXKECTB.

HoBbll BUTOK MHTepeca K 3aTPaTHOM, HO 3¢ (eKTHOI TeXHVKe IMPOMCXOAUT B ITOCTIeHEl JeT-
Beptu XIX B. Hapsapy ¢ xopoiro n3BecTHbIMU poccuiickumy Mactepckumu Kapma @abepike, Bbl-
nycTUBIINMM Ooree MOTycoTHU GUrypok mexay 1908 m 1916 rr., n Anexces JleHmcoa-Ypaib-
CKOTO, CO3[JaBLIETO HECKOIBKO CKYAbNTYp B 1914-1916 IT., K TeXHMKE KaMEHHOM ITOIUXPOMHON
IeKOPATVBHON CKY/IBITYPbI 0OPAIIAIOTCA eBPOIENICKIe XYTOXKHIKI.

Tak, B Vitanmuu ee Bospoxxpaer B Opificio delle pietre dure ITaono Puaun (Paolo Ricci), coznas-
Wi, 10 KpaiiHeil Mepe, Tpu Gurypsl B 310l TexHuke (1873-1881).

Bo ®pannun MoxxHO oTMeTUTh TBOpuecTBO Oriocta Bome (Auguste Alfred Vaudet), koTopsiit
VICTIOJIHVJI CKPOMHBII 10 pa3MepaM 6rocT Asxkca (1881), m Ommna Tonsapa (Emile Felix Gaulard),
aBTOopa HabopHoro penbeda «B HemzBecTHOE» (1902).

JI}060IIBITHO, YTO MPAKTUIECKV OHOBPEMEHHO C IOSIB/IEHMeM HAaOOpPHBIX KaMEeHHBIX (purypok
B accoptuMeHTe Gupmbl Pabepike K UX CO3[aHMIO ObpaIiaeTcs emje oauH (GpaHITy3CKMIT CKY/Ib-
ntop — YKopx Anpu Jlemap (Georges Henri Lemaire). Ero gocratouno MHOro4YucieHHble 00beM-
Hble MO3auKu Jatupyrorcs 1892-1914 rr.

Bce ynomsaHyTbIe MacTepa MIMPOKO SKCIIOHUPYIOT CBOU IIPOM3BEAEHNSA, B TOM YMC/Ie — Ha KPYII-
HBIX ME&XXYHAPOJHBIX XY 0>KeCTBEHHBIX I BceMUpPHBIX BbICTaBKaX. JTO II03BOJIAET TOBOPUTD O BO3-
POX/IEHNY TeXHMKI 0O0BEMHON KaMEHHOI MO3auKy Kak 0011ell eBPOIIeNICKOIT TeH/IeHIINY, a He yHU-
Ka/IbHOM SIBJIEHUY PYCCKOTO MPUK/IATHOTO MCKYCCTBA Hayama XX CTONMETHA.

Ludmila Budrina
Ekaterinburg Museum of Fine Art, Russia

THE RENAISSANCE OF THE RELIEF MOSAIC: STONE FIGURES
OF FABERGE WORKSHOP AND His CONTEMPORARIES

There weren’t only Imperial Easter eggs and elegant flowers which made Fabergé workshop so fa-
mous. Production of stonecutting figures, made in the technique of volume mosaic, was very popu-
lar at the same time.

For a long time the invention of this technique was attributed to Fabergé. However, it would be fair
to remember many monuments, created at the end of the Italian Renaissance in the workshop of Great
Duke of Medici and by its followers from German states in the time of the Baroque style.

Again the interest to this very expensive, but so attractive technical method arose in the last quar-
ter of the 19th century. Along with Fabergé workshop in Saint Petersburg, where between 1908 and
1916 about fifty figures were made, there was another atelier which belonged to Alexis Denissov-
Uralsky where craftsmen created some polychrome stone sculptures.
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