«Cset u uset» (1843). Hapany c yenedenuem lete, TepHep HaxopmTcs mmop BAMAHUEM upeit ¢pu-
3MKa-9KCIIepyMeHTaTopa 1 xumuka Maiikmia @apapes.

Ha xoncrax TepHepa Haxogwiu cBOe BU3yaJbHOE BOIUIOLIECHVE HayYHbIE TEOPUM M JIaXKe 00-
pasbl HOBBIX UJIell ¥ TeXHOJIOTUII 31I0XM. B Hamle BpeMs ero MO>XHO ObIJIO OBl Ha3BaTh «IOMYJIA-
pU3aTOPOM HayKI».

dapapeit, kak u TepHep, He ycTaBal CMOTpeTb Ha He0O, a KapTVHbI XYAOXKHMKA €r0 BOCXM-
mam. TepHep ke 4acTO KOHCY/IBTMPOBAJICA C HMM B BOIPOCAX 9KCIIEPMMEHTOB, a TakKe U3yde-
HJS XMIMIYECKOTO COCTaBa U CBOVICTB pa3nnyHbIX Kpacok. C TepHepom oHU Bemm Jonrue fpyxe-
ckie Gecenpl. Papafeil, IO CBUAETENBCTBAM COBPEMEHHVKOB, 00/Maial He3aypAJHBIM TaTaHTOM
Heflarora 1 JIeKTopa. YUeHbIT yMel 0O BACHATD TEOPUM U SIBJICHN MAaKCYMA/TIbHO HATIALHO U JO-
CTYIHO, 1 TepHepy 9TO IpUTOAUIOC.

Irina Ivanova
Russian State University for the Humanities, Russia

J.M.W. TURNER’S ART IN THE CONTEXT OF I. GOETHE AND M. FARADAY’S VIEWS

The report is devoted to the impact of the scientific views of I. Goethe and M. Faraday on William
Turner’s (1775-1851) work and methods in art.

Practical use of knowledge and science theories in the artist’s experience presents the main inter-
est in the context of this report.

Theory of colours by Goethe including his views on the nature of colours and how these are per-
ceived by humans had a great influence on Turner’s fascination with science and his views on art.
Turner was interested in some ideas when he worked on translation of Goethe’s tractate, which was
focused on the issue of color perception in art.

Inspired by these theories Turner experimented with colours, also he decided that visual impres-
sions that occur upon reflection, dispersion, refraction of light could be a worthy art challenge. He stu-
died these effects with optical experiments using prisms and lenses, tried to understand and use phe-
nomena such as coloured shadows, refraction, chromatic aberration.

In his art he studied different colours and colour groups watching their influence on each other,
their perception in various combinations. Light and color effects on his canvases allow suggesting:
Turner’s art “not only represented the light, but also symbolized its nature” So, “Light and Colour”
(exhibited 1843) could be claimed as a manifesto of artist’s experiments with colours.

Physicist and chemist Michael Faraday was never bored of watching the sky like Turner himself
and was fascinated by the artist’s works. As friends they had long talks, and Faraday was an excellent
scientist who conveyed his ideas in clear and simple language. His ideas and views could have influence
on Turner, the artist also asked Faraday about chemical structure and properties of different colours.

In Turner’s art one can see scientific theories presented on the canvas, new ideas and even tech-
nologies of his time. Nowadays he may be called a “popularizer of science”

IIToneaep Haranba BnagumuposHa
Poccuiickuti eocyoapcmeenHulii ynusepcumem mypusma u cepsuca, Poccus

PeneccaHcHblil BeKTOp B TBOpUYecTBe Pepaunanga Xopnepa

B cratbe mpepmararoTca K pacCMOTPEHMIO BOIIPOCHI IIepecedeHnil 1 Mmapajieneil TBOpYecTBa
®eppmuanpa Xoprepa (1856-1918) u uckyccrBa Peneccanca. Xymo)kecTBeHHasl IIPAaKTUKa BbIJA0-
LIErocs MBEMIIAPCKOTO MacTepa MMe/Na OYEBUIHYI0 TYMaHMCTUYECKYIO U aHTPOIIOLEHTPUYECKYIO
HaIlpaB/IeHHOCTb. [Ty00KuIil MHTepec K peHeCCAHCHBIM JOCTYDKEHNAM OKa3asl INIOJOTBOPHOE BIIU-
SHJE Y Ha €r0 CTAaHOBJIEHME, ¥ Ha Pa3BUTHE NPUHIUIIOB 3PEIOT0 TBOPYECTBA.
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bynyt npoananusupoBaHbl acleKThI NearOrNMYecKoll MpakTuku b. Menna, yunrena Xopnepa,
TYMaHVCTUYECKOe Cofiep>KaHle KOTOpOil pasOyanIo B MOIOJOM XY/ OXKHIIKe CTpeM/IeHIe K II03Ha-
HIIO0 OO'beKTVBHBIX 3aKOHOB, €CTeCTBEHHOHAYYHBII MHTepec. Takke pacCMOTpeHa XOIIepOBCKas
YHUBepca/bHasl TeOpU IapajUleN3Ma B KOHTEKCTe ero IIpoy3BefeHuil. BricBeuens! pakTmyeckme
¥ OIIOCpPeJiOBAaHHbIe BIVISIHM U IepecedeHus ¢ TBopyecTBoM A. [Tropepa u I. Tonb6eitna, [IxoTTO
U JPYTUX «UTaTbAHCKUX IPUMUTUBOB», MaHTeHbU ¥ MUKeIaHPKeNOo B IJIaHEe BOCIIPUATHSA, KOMIIO-
3UIIMY, TEXHOJIOTMYECKNX U IEKOPATUBHBIX NpueMoB. IIpoBeneH aHanms TMHENHO-IPOCTPAHCTBEH -
HBIX ITIOCTPOEHMII B QUTYPHBIX CMMBOIMCTCKMX KOMIIO3MIUAX XOfjIepa, a TakKe PacCMOTPEHBI
BOIIPOCHI, OTHOCAIMECA K NPUMEHEHUIO NVHUY, IIBETa ¥ CBETA XYO)KHUKOM B COIIOCTaBI€HNUU
C PEHECCAaHCHBIMM YCTPEM/IEHUAMI.

PasHocTopoHHee n3ydeHue XomiepoM 4enoBeKa, HaOmogaeMoe B psijie KOMIIO3UINIL, CBSI3aH-
HBIX C T€MOJ «CMEPTU — KU3HU» Y TEMOVI «TeI0 — ABVKEHIE — SMOLMA», TAaKXKe ABJAETCA Ipef-
MeTOM JJaHHOJI CTaThM. Teno Kak (eHOMEeH IpUPOAbI PacCMATPUBACTCA XYLOKHIUKOM B JiUajiore
peannCTIYecKOro n300pa>keHns ABVKEHVA, B TOM YJC/Ie TaHI[eBaJIbHOTO, I BHYTPEHHEN SMOLIVIL.
[I1aToHOBCKast 9BPUTMUA BCTPeYaeTCs 371eCb ¢ OOHOB/ICHHBIM BUJICHNMEM XYHIO>KHUKA-CYMBOJIN-
cta. Hay4HbIil OAXOX M 9KCIIPECCUBHOCTD BBIPAXKEHNA, ITOVMCK KPacOThl I OCO3HAHHAs KOMOU-
HaToOpyKa Guryp, ppeckoBble a/UTI03UM ¥ OOHOBJICHNE MAC/ITHON TEXHUKU — YePThl TBOPYECKOTO
Mertoga @. Xopnepa paccMaTpUBalTCA B KOHTEKCTE €BPOIENICKOTO MOJIEpHA U CMMBO/IM3MA.

XYIOXXHMK IIPEICTAET KAK «PEHECCAHCHAsA» IMYHOCTD B ITapafurMe ucKyccrsa Konya XIX — Ha-
yana XX B. XOAJIEPOBCKMUII OTBET Ha BBI3OBbI 3IIOXM: M3y4YEHME U IIPECTABIEHNE HOBOTO «IICHU-
X0pU3MUECKOrO» YeNIOBEKa, KOCMOCAa CaMOro B ceOe, KOTOPBINI Hepa3pbhIBHO CBA3aH C BEIVKON
TAllHOJ Herlo3HaBaeMoil Ipupoxabl. B TBopuecTBe Xopmepa rapMOHNs 4eloBeKa U MPUPObI 0OOHa-
PY>XMBaeTCA B IAPaJOKCAJIbHOM CXOX/E€HUM VHAVBUAJYalTbHOTO PeanuCTUYeCKOrO BU3YaJIbHOIO
XY/IO)KECTBEHHOTO f3bIKA U JIATEHTHBIX CMMBOJIMCTCKMX CMBICTIOB.

Natalia Shtolder
Russian State University of Tourism and Services Studies, Russia

RENAISSANCE VECTOR IN THE WORKS BY FERDINAND HODLER

The article proposes to consider the question of intersections and parallels of works of Ferdinand
Hodler (1856-1918) and the art of the Renaissance. Artistic practice of the outstanding Swiss master
had obvious humanist and anthropocentric focus. A deep interest in the achievements of the Renais-
sance had a fruitful influence on his formation and on the development of principles of the mature
works.

In the article we will analyze the aspects of the teaching practice of B. Menn, Hodler’s teacher,
whose humanistic content awakened in the young artist the natural science interest and the desire for
the knowledge of the objective laws of the nature. Also the article will consider Hodler’s universal the-
ory of parallelism in the context of his works. It will highlight the actual and indirect influence and
the intersection with the works of A. Diirer and H. Holbein, Giotto and other “Italian primitives,
Mantegna and Michelangelo in terms of perception, composition, technological and decorative meth-
ods. Analysis of linear-spatial constructions in Hodler’s symbolist figure compositions is carried out,
and issues concerning the use of line, color and light by the artist in relation to the Renaissance aspi-
rations are discussed.

Hodler’s diversifying study of a person that can be observed in a number of compositions relating
to the theme of “death —life”, and the theme of “body — motion — emotion” is also the subject of this
article. The body is considered by the artist as a natural phenomenon in the dialog between the real-
istic depiction of a motion, including dance motion, and the inner emotion. Platos eurhythmie meets
here with the renewed vision of the symbolist. The features of the creative method of E Hodler as a sci-
entific approach and art expression, the search of beauty and the conscious combinatorics of figures,
fresco allusions and update of the oil technology is considered in the context of the European Art
Nouveau and Symbolism.
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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
Hayuno-uccnedosamenvckuti UHCMUmMym meopuu U UCHopu apxumexmypol
u epadocmpoumenvcmea, Poccust

«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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