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BBEJAEHHUE

YuebHoe nmocobue «European Art and Artistsy mpeaHazHaAYEHO IS CTYICH-
TOB (akyIbTeTa MU3aiiHA U TEXHOJOTHUH, OOYJAIOIINXCS HAa HAIIPABJICHHUSIX MOATO-
ToBKH 54.03.01 «/Iuzaiin» u 54.05.01 «MoHyMeHTaIbHO-IIPUKIIATHOE UCKYCCTBOY.

YuebHoe mocobue COCTOUT M3 MATH dacTed. B ka)xaoi yacTtu comeprkarcs
TEKCTBhI, TOSICHEHUS reorpauuecKnX Ha3BaHUW U UMEH COOCTBEHHBIX, MPUTEKCTO-
BB CJIOBaph U JICKCUKO-TPAMMATHYECKHE YNPaKHEHHS. MaTepualioM sl 1oco-
Ousl MOCITYXWJIM OPUTHMHAIBHBIE TEKCThl AHTJIOA3BIYHBIX HMCKYCCTBOBEAOB. B OT-
JIETBHBIX CIIy4asiX TEKCThI MOJBEPIIIMCH COKPAIICHUIO.

CrnoBapb orpejieiieH TEMaTUKON TOCOOUS U COJEPIKUT, HAPSIAY ¢ PYCCKUMHU
AKBUBAJICHTAMHU, MTOSICHEHUE MMOHSTUS UJIN TEPMHUHA.

B KOHIIE KHUTHM HMMEETCS PYCCKO-aHTJIMUCKHUM CJIOBaphb, TJ€ MPUBOIATCS
OTOOpaHHBIE 110 TEMATHKE MOCOOHS CJIOBA M JAIOTCS UX aHTJIMHCKUE SKBUBAJICHTHI.
D70 cnenaHo s ya1o0CTBa MOJIb30BaHUS TIOCOOMEM U JAET BO3MOKHOCTh CTYJIEH-
Ty MO3HAKOMHUTBHCS CO BCEM OTOOPAHHBIM CJIOBApEM JIaKe B TOM Ciydae, eciu Ka-
KHe-JI100 pa3ieibl He ObLITU UM U3YUCHBI.

Cucrema ynpaxHEHHI MOCTPOEHA UJCHTUYHO B KaKJIOM OT/ICJIbHOM IOHUTE
MOCOOMS: TMOcyIe KaXKI0ro TEKCTa, B KOTOPOM KPAaTKO M3JIaratoTCsi OCHOBHBIC JTaITbl
JKU3HU U TBOPYECTBA XYI0KHUKA, JAIOTCS MOCIETEKCTOBBIC YIPaKHEHUS, LETbIO
KOTOPBIX SIBJIIETCS PACKpPBITh COJIEp)KAHUE M SI3bIK TEKCTa. bosbllioe BHUMaHUE
YACJSIETCS YCBOCHUIO W MIPOYHOMY 3aKPEIUICHUIO PEUYEBBIX 00pa3llOB U JIEKCHYe-
CKOr0 MaTepuajga COOTBETCTBYIOIIEH TEMbI IyTeM MHOTOKPATHOTO MOBTOPEHUS
PEYEBBIX €UHUI] B PA3HOOOPA3HBIX JICKCUUECKUX yIPaKHEHUAX. [ paMMaTuueckue
yIOpakHEHUsI, HallpaBJIeHHbIC Ha 3aKperyieHue yrnoTpeOsaeHus MpeasioroB U apTH-
KJICH, TOCTPOEHBI HA HOBOM TEKCTOBOM MaTepHalie, YTO JAET CTYJICHTaM BO3MOXK-
HOCTh MOJYYUTh JOTOTHUTEIbHYI0 HHPOPMAIIHIO 10 ONPECICHHON TeMe. 3aBep-
HIAOIINUM ATar paboThl HaJl TEKCTOM — MPOBEACHUE Oecell U TUCKYCCUH MO UCKYC-

CTBY, OIIMCAHUE KAPTHUH U APYTUX MPOU3BEICHUN UCKYCCTBA.



[To okoHYaHWU Kypca CTYIAEHTHI JOJKHBI OBJIAJIETh MPEIJaraéMoud TEPMH-
HOJIOTHEH, YCOBEPIICHCTBOBATh HABBIKM YTCHUS IO CIEIUATBHOCTH, TIEPEBOTUE-
CKHE€ HaBBIKH, YMCHUE aHAJIM3UPOBATh MaTEpHUal U BECTU OECeay IO CIenuaIbHO-
CTH Ha aHTJIUICKOM SI3BIKE.

JlarHOE y4eOHOE ToCcoOre MOXKET ObITh MCIIOIB30BAHO IS Ay TUTOPHBIX 3a-
HATHH U CaMOCTOSATENILHOU paOOThI CTYACHTOB HanpapieHui nmoarorosku 54.03.01

«JInzaiin» u 54.05.01 «MoHyMeHTaIbHO-TIPUKIIAIHOE UCKYCCTBOY.



UNIT 1. WESTERN EUROPEAN ART

Text 1. Western European Art

The Renaissance, an age of discovery, found painters deeply concerned with
investigations and experiments. New importance was given to the human figure,
which now became one of the essential motifs of all painting and the basis of Re-
naissance humanism. In its initial stages Renaissance painting was stimulated by
antique sculpture to an intensive study of the human body — its structure and
mechanism. The XVth century artists were fascinated by science, mathematics, ge-
ometry and above all perspective. The breadth of knowledge of these artists was
astounding, ranging from the simplest craft processes to the highest intellectual
speculation.

The latter part of the XVIth century marked the decline of Italian painting.
The men that came after Michelangelo and Tintoretto could only repeat what the
others had said or recombine the old thoughts and forms. This led inevitably to
imitation, over-refinement of style and conscious study of beauty, resulting in
mannerism and affectation. These men are known in art history as the Mannerists
and the men whose works they imitated were chiefly Raphael and Michelangelo.
Large, crowded compositions were produced with striking effects of light. Their
elegance was affected, their sentiment forced, their brilliancy superficial glitter.

As Mannerism faded, three artistic trends supplanted it: the so-called
academic movement, Barogue and Caravaggism. The eclectics sought to revive art
by correcting the faults of the mannerists. Contemporary with the eclectics sprang
up the Neapolitan School of Naturalists led by Caravaggio and his pupils. The
baroque trend was to have a profound effect not only in Italy but throughout
Europe as well. In the eighteenth century Baroque art had lost the sacred and en-
lightening inspiration it knew in the seventeenth century. Its high ideals were lost
in the frivolity of rococo.



Proper names

Renaissance — Peneccanc.

Michelangelo Buonarroti — Mukenanmkeno byornapporu.
Tintoretto — TunTopeTTO.

Raphael — Pagasis.

Mannerism — MmaHbEpH3M.

Baroque — 6apoxkxo.

Caravaggism — kapaBaI»KH3M.

Rococo — pokoxo.

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second passage.

3. React to the statements using the phrases of agreement and disagreement.

1. The Renaissance, an age of discovery, found painters deeply concerned
with investigations and experiments.

2. New importance was given to the color, which now became one of the
essential motifs of all painting and the basis of Renaissance humanism.

3. In its initial stages Renaissance painting was stimulated by contemporary
architecture.

4. The XVth century artists were fascinated by science, mathematics,
geometry and above all perspective.

5. The breadth of knowledge of these artists was astounding, ranging from
the simplest craft processes to the highest intellectual speculation.

6. The latter part of the XVIth century marked a sharp rise of Italian
painting.

7. The men that came after Michelangelo and Tintoretto could excel the

others and recombine the old thoughts and forms.
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8. This led inevitably to imitation, over-refinement of style and conscious
study of beauty, resulting in mannerism and affectation.

9. As Mannerism faded, three artistic trends supplanted it: the so-called
academic movement, Baroque and Caravaggism.

10. In the XVIIIth century Baroque art had revived its sacred and

enlightening inspiration.

4. Answer the questions on the text.

1. What were the painters deeply concerned with during the Renaissance
period?

2. What were the XV century artists fascinated by?

3. Why was the XVI™ century painting marked by imitation and over-
refinement of style?

4. What are the most characteristic features of the Mannerists’
compositions?

5. What artistic trends supplanted Mannerism? Give details to each

movement.

Vocabulary

. TO concern — UHTEpeCOBATHCHA.

. Investigation — uccnenosanue.

. Essential motif — Baxnas Tema.

. Basis of — ocHoga.

. Initial stage — nauansHas cragus.

. To stimulate — ctumynupoBaTh, TOOYKAATh.

. Intensive study — nHTEHCHBHOE, HANPSHKEHHOE U3yUCHHE.

. To fascinate — ouapoBbIBaTh, IICHATH.

© 00 N O O B~ W N P

. Breadth of knowledge — mmpora 3nanui.
10. Astounding — mopa3uTeabHbIH.

11. Decline — ynanox.



12. To lead to imitation — Bectu k moapakaHUI0, KOMMUPOBAHUIO.
13. Over-refinement of style — u3muIIHSISI TOHKOCTH CTHIIS.

14. Mannerism — MaHbEpHU3M.

15. Affectation — uCKycCTBEHHOCTD, IIPUTBOPCTBO.

16. Striking effect — mopasureabHbIi 3P HEKT.

17. Affected elegance — noka3Hoe, HeeCTECTBEHHOE U3SIIECTBO.
18. Forced sentiment — HeecTecTBEHHOE YYBCTRBO.

19. To supplant — 3anuMath MecTO.

20. To revive art — Bo3poxKaaTh HCKYCCTBO.

21. Inspiration — BAOXHOBEHHUE, BIIHSHHE.

22. Frivolity — ppuBOIBHOCTS, JTETKOMBICIIHE.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) to be deeply concerned with investigations and experiments; 2) basis of
Renaissance humanism; 3) initial stages of Renaissance painting; 4) intensive
study of the human body; 5) astounding breadth of knowledge; 6) over-refinement
of style; 7) affectation; 8) to revive art by correcting the faults of the mannerists;

9) sacred and enlightening inspiration; 10) frivolity of rococo.

Exercise 2. Give the English equivalents for the following word combinations:

1) uHTEepeCOBaTbCS HCCIICIOBAaHUAMH; 2) BaKHas TeMa B JKHBOIIUCH,
3) ouapoBbIBaTh; 4) yHaJ0K MTATLIHCKON KMBOIHMCH; 5) BECTH K MOAPAKAHUIO U
HEECTECTBEHHOCTH; 6) mopa3uTeabHbIN d3(PEeKT cBeTa; 7) HEECTCCTBEHHOE M3SIIIC-
CTBO W TMOKa3HbIE YYBCTBa; &) 3aHATh MecTO; 9) OapOKKO M KapaBaJKHU3M;

10) dpHBOIBHOCTH POKOKO.

Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. The Renaissance, the time of innovation, found painters deeply interested

with investigations and experiments.



2. New importance was given to the human figure, which now became one
of the important motifs of all works of art and the basis of Renaissance humanism.

3. This led inevitably to imitation, over-refinement of technique and
conscious study of beauty, resulting in mannerism and pretension.

4. Large, crowded pictures were created with remarkable effects of light.

5. As Mannerism faded, three creative trends replaced it: the so-called

academic movement, Baroque and Caravaggism.

Exercise 4. Insert the prepositions where necessary.

The supreme exponent ... the baroque movement outside Italy was Rubens,
whose compositions were immersed ... @ warm, heavy atmosphere ... billowing
mantles, theatrical poses and violent movement. While compositions laid out ...
the basis ... straight lines were generally employed ... such classical painters as
Raphael, interlocking curves were favored ... baroque artists seeking movement

and dynamic effects.

Exercise 5. Insert the articles where necessary.

... large size of ... canvases and their monumental character compositions
utilizing ... foreground alone, but filling it completely with figures, sometimes cut
off, but always on ... large scale. ... total lack of interest in landscape, interiors, or
any other sort of ... background, ... prevalence of religious subjects — realistically
treated and imbued with ... democratic spirit, with ordinary people as models —
and dramatic situations, powerful feelings, spectacular heroics, there are ...

elements that make up what is known as “Caravaggism”.

Exercise 6. Translate the sentences into English.

1. Xynoxxuuku smoxu PeHeccanca nHTEpECOBAIMCH UCCIIEIOBAHUSIMHE M DKC-
MEPUMEHTAMH B Pa3IMYHBIX 001aCTSIX HAYKH U UCKYCCTBA.

2. Oco0oe BHHMMaHHE YJIETsIOCh YEIOBEYECKOW (Qurype, KOTopas cTaja

BA)KHOU TEMOM B YKUBOITHCH.
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3. XapakTepHOW 4epTOoi >KMBOMHCH paHHETO PeHeccaHca sBIsSeTCS WHTEH-
CHUBHOE U3yUYECHHUE YEIIOBEUYECKOTO TENA.

4. llupoTa 3HaHUN XyAO0KHUKOB XV Beka Oblja MOpa3uTeIbHOM: OHU UHTE-
pecoBaIMCh MAaTEMATUKOM, TEOMETPUEH U IPEKE BCETO NEPCIIEKTUBOM.

5. Konenr XVI Beka ObuT OTMEUEH YITaJIKOM UTATbSIHCKOMN KUBOIIHUCH.

6. IlocnenoBatenu Mukenanaxeno 1 TUHTOPETTO MOIJIM JIMIIb CYyMMHPO-
BaTh CTApPhIC MBICIIH, IOBTOPUTH U3BECTHHIC ()OPMEI.

/. DTO HEU30EKHO BEJIO K MOAPAXKAHUIO, U3JIUIIHENH TOHKOCTH CTHJISI U CO-
3HATEJIbBHOMY M3YYECHHUIO KPAaCOTBI, PE3YJIbTATOM YETO CTAJIM MAaHbEPU3M U UCKYC-
CTBEHHOCTb.

8. OCHOBHBIE YepThl MaHbEPU3Ma — TOPA3UTEIbHBIE CBETOBBIC A((PEKTHI, HE-
€CTECTBEHHOE U3SIIIECTBO U MTOKa3HBIE YYBCTBA.

9. MecTo yBAIIETO MaHbEPU3MA 3AHSUIM TPU XYIOKECTBEHHBIX HaIlpaBlie-
HUS: aKaJIeMUYECKOEe JIBIKEHUE, 0ApOKKO U KapaBa>KU3M.

10. B XVIII Beke 6apokko MOTEpSASIO CBOE BIMSHHUE, €I0 BHICOKHUE HJIE€AIIBI

CMCHUIINCH q)pI/IBOJIBHOCTBIO POKOKO.
Exercise 7. Speak on the following topic:

1. Renaissance art.

2. Artistic trends and movements of the XVI™ century.
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UNIT 2. THE HIGH RENAISSANCE ART

Text 1. Leonardo da Vinci (1452—1519)

The history of western civilization records no man as gifted as Leonardo da
Vinci. He was outstanding as painter, sculptor, musician, architect, engineer,
scientist and philosopher, and was unquestionably the most glittering personality
of the High Renaissance in Italy. Leonardo was renowned in a period that
produced such giants as Raphael, Michelangelo, and Titian, and his fame, unlike
that of many of the great masters has suffered no eclipse to this day.

Leonardo da Vinci was born in Tuscany, the illegitimate son of a successful
notary and a peasant mother. By 1469 Leonardo lived in Florence where he served
an apprenticeship with Verrocchio, who, to quote an old story, "gave up the brush
when his pupil proved a greater artist than he."

In Verrocchio's workshop Leonardo could obtain the best education of his
time, not only in art but in independent and scientific thinking. In those days the
artists had to do everything themselves without outside help; they got ready suita-
ble panels or canvases, ground and mixed pigments, prepared oils, varnishes, and
glues. It was Verrocchio who not only transmitted the artistic ideals of Donatello to
Leonardo, but who also transmitted to him many technicalities of scientific re-
search and the love of science. In Verrocchio's studio Leonardo nourished his mind
and exercised his skill in every possible way.

Before Leonardo, there had been two parallel trends in Italian painting: the
monumental scientific side represented by Masaccio and the more decorative, line-
ar and poetic side, expressed in Botticelli. Leonardo achieved a combination of
these two trends. His impressive idealized forms are worked out with every
consideration for scientific knowledge, and yet seem surrounded by an aura of
poetic sentiment. By the 'eighties of the fifteenth century, however, he far outshone
his predecessors and contemporaries in the monumental composition of his

paintings and he laid the stress on visual plasticity.
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Unfortunately, few of Leonardo's paintings have come down to us: only
about eighteen in all, some left unfinished, some damaged as a result of his exper-
imental techniques. He tried out some new ideas with the paint that he used and
this was to prove most fatal as the picture began to peel and blister only a few
years after it was finished. "The Last Supper" is now only a ghost of its original
self. It was painted on a wall of the refectory of the Convent of Dominican Friars,
in Milan. It was painted not in true fresco but in an experimental oil technique and
in a short time began to deteriorate because of the dampness of the wall.

However, no matter how badly preserved Leonardo's paintings may be, they
all command our attention by a strange and intimate fascination. Unlike other Re-
naissance painters who sought to convey a clear and understandable message
through their paintings, Leonardo created an enigma, a problem to which he gives

NO answer.

Geographical and proper names

Leonardo da Vinci — Jleonapao na Bunuu.

Titian — Tunman.

Tuscany —r. Tockana.

Andrea del Verrocchio — Auapea Beppokkuo (an outstanding Florentine sculptor,
painter and goldsmith).

Masaccio — Masauyo.

Sandro Botticelli — Canapo Borruuenmm.

“The Last Supper” — «TaliHast Beueps».

Tasks
1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the third and fifth passages.

13



3. React to the statements using the phrases of agreement and disagreement.

1. The history of western civilization records many persons as gifted as
Leonardo da Vinci.

2. Leonardo’s fame has suffered no eclipse to this day.

3. By 1479 Leonardo lived in Paris where he served an apprenticeship with
Rubens.

4. In Verrocchio’s workshop Leonardo could obtain the best education in art
and independent scientific thinking.

5. Verrocchio transmitted to Leonardo technicalities of scientific research
and the love of science.

6. Unfortunately, Leonardo could not achieve a combination of two parallel
trends represented in Italian painting.

7. Leonardo was equal to his predecessors and contemporaries in the
monumental composition of his painting.

8. A great number of Leonardo’s masterpieces have come down to us.

9. Many of his paintings were damaged as a result of experimental
techniques.

10. All Leonardo’s works command our attention by a strange and intimate

fascination.

4. Answer the questions on the text.

1. Why is it said in the text that the history of western civilization records no
man as gifted as Leonardo da Vinci?

2. What was Andrea del Verrocchio? What role did he play in Leonardo’s
education?

3. A combination of what trends of Renaissance Italian painting did
Leonardo achieve in his work?

4. Why have so few of Leonardo’s paintings come down to us?

5. Why do Leonardo’s masterpieces command our attention?

14



Vocabulary

1. Gifted — omapennsIi, TananTIMBEIN; (gift — qap, TamanT).

2. Outstanding — BeIAArOIIHIACS.

3. Glittering personality — sipkast THYHOCTb.

4. Fame has suffered no eclipse — cnaBa He momepkiia.

5. To serve an apprenticeship (with smb) — HaxoauTbcs B y4YCHHH, MPOXOIUTH
oOyuenwue (y Koro-imbo).

6. To give up brush — otka3zatbcst oT )KxHBOIIUCH, ITEPECTATH PHCOBATH.

7. To obtain education — momyguTs 0Opa3oBaHHE.

8. Canvas — xoJcT, MoJ0THO, KapTUHA.

9. To transmit — mepeaaBaTh.

10. To achieve — nocturars.

11. To outshine — 3aTmeBarts.

12. Predecessor — npeaiiecTBEHHUK.

13. Contemporary — coBpeMeHHHUK.

14. To damage — noBpekaaTh, MOPTUTh, TPUHOCHTD BPE/I.

15. To preserve — coxpaHsThb.

16. To command attention — 3aBiiazeBaTs BHUMaHUEM, CTOUTH BHUMAHMUA.
17. Intimate — GJIM3KHIA, XOPOIIIO 3HAKOMBIH.

18. Fascination — ogapoBaHue, o0assHHE, TIPEICCTh.

19. To convey a message — nepenaBath, BbIpaXKaTh UJICI0, MBICIb, B3TJISI/IBI.

20. To create — co3maBaTh, TBOPHUTD.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) a gifted painter; 2) to serve an apprenticeship with; 3) to achieve; 4) to
transmit the artistic ideals; 5) outshone his predecessors; 6) a damaged canvas;
7) badly preserved paintings; 8) to convey a clear message; 9) to obtain the best

education of that time; 10) to create.
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Exercise 2. Give the English equivalents for the following word combinations:

1) BBIIAtOIIMIACS XYIOKHUK M CKYJIBIITOP; 2) camast sipKasi TMYHOCTh Brico-
koro Peneccanca; 3) ero ciaBa He nmomepkiia; 4) 10CTUYb KOMOMHALIUK JBYX Ia-
paJUIEIbHBIX HANPABICHUN B )KUBOIHMCH; 5) 3aTMUTh IIPEAIIECTBEHHUKOB U COBpE-
MEHHHUKOB; 6) NOBPEIUTh KapTUHY OJAPEHHOr0 XyJ0’KHHKA; 7) 3aBjlafieBaTh BHU-

MaHueM; §) 3HaKOMOe oudapoBaHue; 9) coxpaHuTh xoJcThl; 10) co3naBarh 1ieaeB-

pBI.

Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. Leonardo da Vinci was a talented painter, sculptor and architect and was

the brightest individuality of High Renaissance in Italy.

2. Leonardo was a pupil at Verrocchio’s studio where he could get the best
education of his time.

3. All his paintings are worth our attention due to their intimate charm.

4. Leonardo attained a combination of two parallel trends in Italian art.

5. Leonardo surpassed many of his predecessors and fellow painters in the

monumental composition of his painting and his fame did not dwindle to this day.

Exercise 4. Insert the missing prepositions. Retell the text.

Leonardo’s “sfumato” is ... no way impressionistic or sketchy; it is the
technique ... creating vague and veiled edges to the shading ... the bodies. This
playing alternately ... light and deep transparent shadows ... figures, anatomically
perfect and strongly plastic, gives the forms a vibrant and living quality. They
seem to throb ... life under our very eyes, a striking contrast ... the more static and

definitely outlined figures ... the predominant fifteenth-century tradition.

* Sfumato — «cdymaroy», «IpIMUATOCTEY», T.€. CMATYCHHOCTh ()OPMBI, TUIAB-

HOCTL IIepexoaa OT CB€TA K TCHHU.
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Exercise 5. Insert the articles where necessary.

Leonardo’s drawing, “The Adoration of the Magi”*, one of ... few that have
come down to us, reveals to us one of ... first versions of his arrangement of ...
figures in ... picture. In order to give ... impression of movement, Leonardo places
... figures in ... foreground along ... strict geometric diagonal. ... background is

conceived as ... dynamic chord struck to magnify ... feeling of movement.

* “The Adoration of the Magi” — «IlokoHEeHHE BOIXBOBY.

Exercise 6. Translate the sentences into English.

1. Jleonapao na BuHuu ObUT OJIapEHHBIM XYA0KHUKOM, CKYJBIITOPOM, apXH-
TEKTOPOM, U ObLI, 6€3yCIIOBHO, CaMOi sIpKOM JTMYHOCTHIO Bhicokoro Peneccanca B
Urtanun.

2. CnaBa JleoHap10 HE MOMEpKJIA.

3. Jleonapao na BunHuu cimyxui B yueHU4YecTBe y BeppoKKkuo, KOTOPBIi, 10
JIETEHJIe, TEepPeCTal 3aHUMAThCA JKUBOIHUCBHIO, KOT/JA YYEHUK MPEB3OIIET CBOETO
YUUTENS.

4. B mactepckoi Beppokkuo Jleonapao momy4du jrydiiee oOpa3oBaHUE CBO-
€ro BpEMEHU HE TOJIbKO B UCKYCCTBE, HO U B HAYYHOM MBIIICHUH.

5. Beppokkuo nepena cBoeMy YUYEHUKY HE TOJIBKO XY/I0KECTBEHHBIEC Uca-
JIbI IPEIIIECTBEHHUKOB, HO 1 OCOOEHHOCTH HayYHOTO UCCIICIOBAHMUS.

6. Jleonapo cMor 1OCTHYb KOMOMHAIIMK ABYX MapajlieIbHbIX HAMPaBICHUM
B Utaneauckoit xuBonucu XV Beka.

7. JleoHapmo 3aTMUJI CBOMX MPEIIIECTBEHHUKOB U COBPEMEHHUKOB B MOHY-
MEHTAIBHOW KOMITO3HUIINU KUBOIKCH.

8. K coxanenuto, 10 Hac JOLLIM JUIIb 18 paboT 3TOro BBIAAIOLIETOCS XY-
JIO’)KHUKA: MHOTO XOJICTOB OBLIIO MOBPEXKACHO B PE3YJIHTATE €0 SKCIEPUMEHTOB C
KpaCKaMH.

9. Bce meaeBpsl JIeonapao 3aBiaaaeBatoT HAIIMM BHUMAHHUEM.
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10. B otanune oT CBOMX COBPEMEHHUKOB, KOTOPBIE C MOMOIIBI0 PadOT BbI-
pakaiu CBOM B3IUIAAbL, JIeoHapo co3maBan aTMoc(epy TAMHCTBEHHOCTH, 3arajKy,

Ha KOTOPYIO XYIOXHHUK HC IaCT OTBCTA.

Exercise 7. Speak on the following topic:

Leonardo’s painting and artistic influence.

Exercise 8. Describe one of the pictures by Leonardo da Vinci. Use the scheme.
"Mona Lisa"* is one of Leonardo's greatest works because of its plasticity,
the delicate rendering of light and shade, and the poetic use of his so-called
"sfumato™ to emphasize the gentleness and serenity of the sitter's face and the
beauty of her hands. It is the supreme example of Leonardo's unique ability to
create a masterpiece which lies between the realm of poetry and the concrete
realism of a portrait. That is why the painting is so disquieting and why it has
aroused so many divergent theories. Actually, the portrait is the fusion of Leonar-
do's artistic beliefs: the idea that it is humanly possible to represent nature visually
in all the fullness of its realism; the deep nostalgia, characteristic of Leonardo's
generation, for a calm and remote beauty; and the individual characterization
which was the aim of Renaissance portraiture. The landscape background is a
splendid page of romanticized geology, a natural lock, below, holding back the

blue lake and the river.

* "Mona Lisa" — «Momna JIuza» («JxoxoHaa»).

Leonardo's “Last Supper”* was painted on the end wall of the refectory of
the Monastery of Santa Maria delle Grazie in Milan in 1495. In the fresco Christ
discloses to his followers that soon one of their number will betray him and their
cause. The composition is the product of the moment of action and meaning. The
Apostles are presented in four groups of three each. Each of these numbers has
many meanings: the multiplication of the Gospels by the Trinity is only one, and
twelve itself is not merely the number of the Apostles but of the months of the year
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and the hours of the day and of the night. The numerical division helps to throw the
fundamental character of each of the Apostles into full relief, from the innocence
of John on Christ's right to the horror of James on his left and to the protestation of
Philip, who placed his hand on his breast. Only Judas knows, and the light does not
shine upon his face. The Last Supper is a humanistic interpretation of the narrative.
Leonardo has painted a higher reality, thus making a complete break with the Early
Renaissance and establishing the ideal world in which Michelangelo and Raphael
later operated. Leonardo painted his masterpiece in an oil-and-tempera emulsion
on the dry plaster, and it began rapidly to peel off. As a result the surface is

severely damaged.

*“Last Supper” — «TaitHas Beuepsi»

“The Madonna and Saint Anna”* was designed in Florence in 1501 and
completed many years later in Milan. It represents a revolutionary rethinking of the
conventional theme of the Holy Family. Leonardo intertwined the figures to form a
pyramidal composition. Leonardo makes the Virgin sit on her mother's lap and
merges their bodies in such a way that their heads are like twin heads rising from a
single trunk. St. Anna's head mirrors her daughter's image. The Virgin, as in tradi-
tional representations of this subject, is shown reaching for the Christ Child, who
in his turn attempts to ride upon a lamb, the symbol of his sacrificial death. The
background is one of the most impressive mountain pictures ever painted. Valleys,
rocks and peaks diminish progressively into the bluish haze of the distance until

they can no longer be distinguished.

* “The Madonna and Saint Anna” — «Csitass AnHa ¢ Mapueit u miajaeHIeM

XpuUcTom».
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Text 2. Raphael (1483—1520)

Raphaello Sanzo, known as Raphael, was born in Urbino in 1483. At an
early age Raphael came under the influence of Pietro Perugino's art. In the serene
beauty and tranquil flowing lines of Perugino's compositions, the young Raphael
recognized the perfection of his own artistic aspirations.

About 1505 Raphael arrived in Florence. During his three-year stay there he
painted a great number of portraits and Madonnas. In all his Madonna
compositions the movements and groupings are handled with such ingenuity and
naturalness that the spectator can hardly ever be aware of the careful planning, the
precise calculation of even each brushstroke.

We have no direct knowledge of Raphael's working habits, except what we
can deduce from his pictures and drawings. Each picture by Raphael seems to tell
that the search for perfection even in the smallest detail was his compelling
passion. And his drawings show what infinite pains he took to achieve perfection.
Raphael was born with an uncommonly keen eye and a sensitive hand which was
entirely at his eye's command.

Raphael's figures are true to life and reveal a complete knowledge of the
human form. He often drew a full-length figure, though it was to appear in the
picture only partially, so as to avoid the impression that a composition was pieced
together from fragments. Thus, Raphael succeeded in giving the appearance of
completeness to each figure in a crowd, however much it may be concealed behind
others (as, for instance in his famous "The School of Athens").

During the brief seven years before Raphael's death an astonishing number
of masterpieces were created. In addition, innumerable ideas and artistic inventions
of Raphael survive in numerous easel-paintings, altarpieces, portraits, engravings,

woodcuts and studio-paintings.

Geographical and proper names
Pitro Perugino — ITeetpo Iepymxuno (an Italian painter, 1446-1523).

Urbino —r. Ypoumo.
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“The School of Athens” — «Adunckas mxkosnay» (one of the frescoes painted for the

Vatican stanza).

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second and fourth

passages.

3. React to the statements using the phrases of agreement and disagreement.

1. In the serene beauty and tranquil flowing lines of Perugino's
compositions, the young Raphael recognized the perfection of his own artistic
aspirations.

2. In all his Madonna compositions the movements and groupings are
handled with ingenuity and naturalness.

3. The spectator can easily realize the careful planning, the precise
calculation of even each brushstroke.

4. The search for perfection even in the smallest detail was Raphael’s
compelling passion.

5. His drawings show that the artist achieved perfection without any efforts.

6. Raphael’s figures are fantastic and visionary.

7. Raphael's figures reveal a complete knowledge of the human form.

8. He drew a full-length figure only if it was to appear in the picture fully.

9. Unfortunately, Raphael created only e few masterpieces.

10. Innumerable ideas and artistic inventions of Raphael survive in
numerous easel-paintings, altarpieces, mythologies, portraits, engravings,
woodcuts and studio-paintings.

4. Answer the questions on the text.

1. Who exerted artistic influence on the young Raphael?
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2. What is characteristic of Raphael’s Madonna compositions?

3. What do Raphael’s pictures and drawings tell us about his working

habits?

4. How did the painter succeed in making his figures so true to life?

5. What Raphael’s works show his innumerable ideas and artistic

inventions?

Vocabulary

© 00 N O O B~ W DN P

N NN P R R R R R R R R
N PP O © 00 N OO0 O b WO N - O

. Influence — BiustamE.

. Serene beauty — 6e3msTexxHas kpacora.

. Tranquil flowing lines — criokoiiHbIe MIaBHBIC THHUU.

. To recognize — y3HaBath, IPU3HABATH.

. Perfection — coBepiieHCTBO.

. Aspiration — cTpemiieHHE, CHIIBHOE XKEJIaHHE.

. To handle groupings — pa3memars Gurypsi.

. To handle movements — nepegaBaTh ABHIKCHUSI.

. To handle a composition — cTpouTh KOMITO3UITHUIO.

. Ingenuity and naturalness — nCkyCHOCTb U €CTECTBEHHOCTb.
. Spectator — 3puTensb.

. To be aware of — ocoznaBars.

. Precise calculation — tmatensHoe 001yMbIBaHHE.

. Brushstroke — mazoxk.

. Search for perfection — mouck coBeprieHcTBa.

. Compelling passion — HempeogoauMas CTpacTh.

. To achieve — nocturars.

. True to life figures — peanuctuynbie GUrypsl.

. To reveal — moka3siBaTh, 0OHAPYKHUBATH.

. Complete knowledge — noaHOe, coBepIiIcHHOE 3HAHUE.
. Full-length figure — ¢urypa, nusobpaxkeHHast B OJIHBII POCT.

. To succeed in smth.— npeycneBaTh B 4eM-ToO.
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23. Completeness — 3aKkOHYEHHOCTb, 3aBEPIICHHOCTb.
24. To conceal — ckpwiBaTh, MpsTATS.

25. Astonishing — yAMBUTEIbHBIH, H3YMUTCIIbHBIH.
26. Masterpiece — meneBp.

27.To create — co3naBatb, TBOPUTh.

28. To survive — cyIiecTBOBaTh, YIEIETh.

29. Engraving — rpasropa.

30. Woodcut — rpaBropa Ha jaepese.

31. Easel-painting — crankoBast )KHBOTIHCH.

32. Altarpieces — 3anpecTobHBIN 00pa3s.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) to come under the influence of; 2) to recognize the perfection of his own
artistic aspiration; 3) to handle movements (groupings, compositions); 4) to be
aware of precise calculation; 5) search for perfection; 6) to achieve perfection;
7) true to life figures; 8) complete knowledge of the human form; 9) appearance of

completeness; 10) to create masterpieces.

Exercise 2. Give the English equivalents for the following word combinations:

1) 6e3MaTekHas KpacoTa U CIOKOMHBIC TUTABHBIC JTUHUU Kommo3uiui Ile-
PY/UKMHO, 2) pacroiaraTb (QUIypbl ¢ E©CTECTBEHHOCTBIO W HCKYCHOCTBIO;
3) TIIaTeabHO TPOAYMBIBATh KaXKIbI Ma30K; 4) HENpPeoa0JIMMas CTpPacTh;
5) peanuctiunbie  GuUrypel; 6) ¢urypa, uzoOpakeHHas B IOJHBIA POCT;
7) moKa3bIBaTh COBEPIICHHOE 3HAHUE YEIIOBEYECKUX (opM; &) YAUBUTEIBHOE KO-
JUYECTBO ILIEAEBPOB; 9) CTaHKOBAsi U CTyAUiHAsA XKUBONUCH; 10) cyliecTBOBaTh B

rpaBIOpax U IpaBloOpax Ha JEpeBe.
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Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. In all his Madonna compositions the movements and figures are created

with such skill and spontaneity that the onlooker can hardly ever be conscious of

the careful planning, the accurate calculation of even each brushstroke.

2. The search for exactness even in the smallest detail was his forceful
fervor.

3. Raphael's figures are realistic and reveal an absolute understanding of the

human form.

4. Raphael was able to give the appearance of entirety to each figure in a
crowd, however much it may be hidden behind others.

5. During the brief seven years before Raphael's death a surprising number

of pictures were painted.

Exercise 4. Insert the prepositions where necessary.

... 1505 Raphael arrived ... Florence and achieved immediate success. Leo-
nardo and Michelangelo, who were working there ... the murals ... the council
chamber ... the Palazzo Vecchio, had established the High Renaissance style.
Raphael met the demand ... ease and grace. Having absorbed Perugino's feeling ...
light and color, Leonardo's composition, Michelangelo's strength and power,
Raphael put his personal stamp ... everything he did; he was called the «Apostle
... Beauty».

Exercise 5. Insert the articles where necessary.

Rafael transformed ... drapery motifs of his teachers. ... clothes that he
painted look no longer as though artfully arranged over ... puppet and frozen
forever; they flow and they reflect ... live body underneath. No wonder that some
artists of ... early nineteenth century suspected them to be drawn from draped live

models rather than from ... immobile wooden figure.
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Exercise 6. Translate the sentences into English.

1. B pannem Bo3pacrte Padasnps nonan nox Bausinue uckyccrsa Ilberpo Ile-
PYAXKHUHO.

2. B 0e3mATeKHOM KpacoTe W CIHOKOWHBIX TUTABHBIX JHHHUSIX KOMIIO3HUITUI
[lepymxuno Padasinb y3Hal COBEPIIEHCTBO CBOMX COOCTBEHHBIX XY 10KECTBEHHBIX
CTPEMJICHUM.

3. Bo Bcex mzoOpaxkeHusx manoHH Padasne pasmeman gurypsl u nmepena-
BaJI IBUJKEHUS C UCKYCHOCTBIO U €CTECTBEHHOCTBIO.

4. I'nans va meaeBpsl Padaniis, Bpsm 11 MOKHO IOTAIaThCs, YTO XYIOKHUK
TIIATEIBHO MPOIYMBIBAIT KXl Ma30K KUCTH.

5. Ilouck cOBEpIIECHCTBA, IaXke B MAJICUIITUX JACTaNISIX, ObUT HEMPEO0IUMOMN
cTpactbio Padasns.

6. Pucynku u xaptunsl Padasis mokaspIBaloT, CKOJIBKO YCHIJIMM Mpuiarai
XYJ0KHHK, YTOOBI JOCTUYb COBEPIIICHCTBA.

7. @urypsl Padasing peanucTuyHbl U MOKa3bIBAOT COBEPILIEHHOE 3HAHKE Ye-
JIOBEYECKUX (hOpM.

8. Padasnp dacto m3zoOpaxkan (urypy B TONHBIA POCT, JaXe €CIM OHa
JIOJKHA MOSIBUTHCS B KAPTHHE JIMIIb YACTHYHO.

9. B nocnegnue cemb jet xu3Hu Padasnb co3man yaAMBUTEIBHOE KOJIHYE-
CTBO HIEJEBPOB.

10. beckoHeunbie uaen M XyJ0KeCTBeHHbIe M300peTeHus: Padasns cymie-
CTBYIOT B €r0 MHOTOYHMCJIEHHBIX TpaBlOpax, rpaBlOpax Ha JepeBe, MOpTpeTax,

CTAHKOBOM M CTYJIHMHOW KMBOIIUCH.

Exercise 7. Speak on the following topic.

Raphael is the artist of the High Renaissance ideal of harmony.

Exercise 8. Describe one of the pictures by Raphael.
“The Sistine Madonna”* is called so because Saint Sixtus Il kneels at the

Virgin's right. The picture was intended to commemorate the death of Julius Il in
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1513. The saint's bearded face is a portrait of the aged pontiff. Saint Barbara,
patron saint of the hour, of death, looks down at his coffin, on which the papal tiara
rests. The Virgin, showing the Child, walks toward the observers on the luminous
clouds. In harmonizing form and movement this painting represents the pinnacle of
Raphael's achievements. The Virgin and Child in their perfect beauty represent the
ultimate in the High Renaissance vision of the nobility of the human countenance

and form.

* “The Sistine Madonna” — «Cukctunckas MaoHHay.

One of Raphael's last and greatest paintings was “The Transfiguration of
Christ”*, painted in 1517. In contrast to the traditional rendering of the subject,
Raphael painted an accompanying incident as well. It was told by Matthew and
Luke. When Peter, James, and John had accompanied Christ to the top of a high
mountain, the remaining Apostles were unable without his presence to cast out the
demons from the possessed boy. The lower section is composed of the agitated
figures of the Apostles and the youth plunged into semidarkness. The upper loop is
composed of Christ, Moses, Elijah, and three Apostles. Christ and the prophets fly
in the air as if lifted up by the spiritual experience. In this vision of Christ Raphael

embodied his beliefs.

* “The Transfiguration of Christ” — «I[Ipeobpaxenue.
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Text 3. El Greco (1541 — 1614)

Born Domenicos Theotocopoulos on the island of Crete, he was later called
El Greco, “The Greek”, by the Spaniards. He went to Italy as a young man
bringing with him memories of the long austere figures of Byzantine art.

Along with his personal vision, his ability to fuse two seemingly antithetical
modes of Italy and Byzantium makes El Greco’s work unique technically. In Crete
he had learned the pictorial discipline of the icon-maker. In general, the icon strove
to convey its message simply and directly, but with a maximum of emotional
effect. Accordingly, the icon-makers reduced the color and drawing of figures and
nature to strong, clear patterns. Such highly stylized designs influenced certain of
El Greco’s conceptions and his ideal of religious expression. In Venice, on the
other hand, he had mastered an art of representation of events and characters — a
dramatic, realistic art, which attempted to show you the saint in action against a
background of the human world.

Later on El Greco’s figures became symbolic distortions and elongations to
evoke a great religious and mystical response suitable to that particular moment of

Spanish history.

Geographical and proper names
El Greco (Domenicos Theotocopoulos) — Db I'peko (Jlomenunko TeoTokomyian).

Crete — o-B Kpur.

Tasks
1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second passage.

3. React to the statements using the phrases of agreement and disagreement.
1. El Greco went to Italy as a young man bringing with him memories of the

long austere figures of Byzantine art.
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2. El Greco’s personal vision makes his works unique technically.

3. The painter was able to fuse two seemingly antithetical modes of Italy and
Byzantium.

4. In Crete he had learned the pictorial discipline of the landscape-panting.

5. Icon-makers increased the color and drawing of figures and nature to
elaborate patterns.

6. Such highly stylized designs had no influence on El Greco’s conceptions
and his ideal of religious expression.

7. In Venice he had mastered an art of representation of events and
characters — a dramatic, realistic art, which attempted to show you the saint in
action against a background of the human world.

8. Later on El Greco’s figures became symbolic distortions and elongations
to evoke a great religious and mystical response suitable to that particular moment

of Spanish history.

4. Answer the questions on the text.

1. What makes El Greco’s works unique technically?

2. What two different modes of painting did EIl Greco fuse in his work?

3. Why did the painter distort the form and actual color of the objects in his
painting?

4. What dramatic and realistic art did El Greco master in Venice?

5. Why did later of El Greco’s figures become symbolic distortions and

elongations?

Vocabulary

1. Austere figures — ctporue, CypoBbie GUTYPBHI.

2. Personal vision — uHAMBHyaIbHOE BOCIIPUSITHE.
3. Ability — cocoGHOCTS.

4. To fuse — coeqnHATH, 00BEIUHATD, CIUBATH.

5. Antithetical modes — npoTHBOMONIOKHBIE METO/IBI.
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6. Pictorial — ;xuBonMCHBIH, N1300pa3UTEIHHBIH.

7. To strive — ctpeMHTBCSI.

8. To convey a message — nepeaBaTh, BEIpaXaTh UJICH0, B3IJIS/IbI, MBICIIH.
9. To reduce — cHmKaTh, OCIAOIATE.

10. Clear pattern — yeTkuit pUCyHOK.

11. Stylized design — cTuan3oBaHHas KOMITO3HIIH.
12. To influence — BiusATH, OKa3bIBATH BIUSHHUE.
13. Conception — 3ambice, uaesl.

14. To master — oBiageBaTs.

15. The saint — cBsTOiA,

16. Distortion — uckaxenue.

17. Elongation — yiuHeHHE.

18. To evoke — BbI3bIBaTh, IPOOYKIATH..

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) long austere figures of Byzantine art; 2) ability; 3) seemingly antithetical
modes; 4) pictorial discipline of the icon-maker; 5) to strive; 6) to reduce the color;
7) clear patterns; 8) to influence the conceptions and ideals of the artist; 9) to mas-

ter an art of representation of events and characters; 10) the saint.

Exercise 2. Give the English equivalents for the following word combinations:

1) crporue ¢purypsl; 2) MHIUBHAYATbHOE BOCHPUSITHE; 3) CIIOCOOHOCTh 00b-
€AVUHUTh IPOTHUBOIIOJOXKHBIE METOABL; 4) CTPEMHUTHCS BBIPA3UTh HJCHO;
5) cTunu3oBaHHAs KOMIIO3UIIUS; 6) MOBJIMATE Ha; 7) OBJIAIETh UCKYCCTBOM MKOHO-
nucy; 8) n300paxaTh CBATHIX Ha (OHE MHUpA Jto/ieH; 9) CUMBOJIMYECKHUE MCKaKE-

Hus U ynnuHenus; 10) mpoOykaaTh peuruo3Hble OTKIUKY.
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Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. Along with his individual idea, his talent to blend two seemingly opposing

methods of Italy and Byzantium makes El Greco’s work unique technically.

2. In general, the icon strove to express its points simply and honestly, but

with a maximum of touching effect.
3. Accordingly, the icon-makers decreased the color and portrayal of figures
and nature to strong, clear drawings.

4. Such highly stylized compositions affected certain of El Greco’s ideas and

his ideal of religious expression.

5. In Venice he had learnt an ability of depicting events and characters — a

dramatic, realistic art, which attempted to show you the saint in action against a

setting of the human world.

Exercise 4. Insert the prepositions where necessary.

... Venice El Greco was affected ... the compositions ... Titian and the elon-
gated twisting forms and broken colors ... Tintoretto. ... Rome it was the power-
fully contorted later sculpture ... Michelangelo that impressed him, both ... its
form and its intensely spiritual qualities. Around 1576 the painter went ... Spain

and settled ... Toledo.

Exercise 5. Insert the articles where necessary.

“... view of ... city of Toledo™* is typical of ... painter’s treatment of ... na-
ture. “... view of Toledo” is ... rather strange interpretation, considering that ...
city in ... very center of Spain would ordinarily be changed with sunlight — every
form crystal-clear and crisp. EI Greco had characteristically chosen to show ... city
in ... unusual aspect — during or just before ... storm — and ... ordinary color and
space elements are deliberately altered for ... artist’s purposes. ... inhospitable
grayish-greens that suffuse ... picture are just as “unreal” as ... arbitrary
rearrangement of ... buildings and ... movement of ... space upward instead of

back into ... picture.
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Exercise 6. Translate the sentences into English.

1. MonoasiM yenoBekoMm Imb ['peko npuexan B Mranuto, npusesst ¢ codoi
BOCITIOMHHAHUS O TTMHHBIX CTPOTUX (PUTYpax BH3AaHTUHCKOTO UCKYCCTBA.

2. UnnuBuayansHoe Bocmpusitie Oib ['peko nenaer ero paboThl YHUKAIIb-
HBIMU T10 TEXHUKE.

3. Db I'pexo cMor 00BbEIMHUTH JIBE, Ka3aJI0Ch Obl, TPOTUBOMOIOXKHBIE MO-
nenu — Urannu u Buzantuu.

4. B 11eJ10M MKOHA CTPEMUJIACH MEpeAaTh U0 YETKO U MPSIMO, HO C MAKCH-
MaJIbHBIM 3MOLIMOHAIBHBIM 3P (HEKTOM.

5. UkoHomucibl ocnabiisiyiv 1BET, CO3/1aBasi YETKUNM PUCYHOK.

6. OTH cTUIM30BaHHBIE KOMITO3UIIMY TIOBIHUSIIN HA MJIEU M WUCANIbl PEIUTH-
O3HOTO BbIpaxkeHus b ['peko.

7. B Benenuu Onp I'pexo oBiajen peaqsucTHUECKHMM HCKYCCTBOM H300pa-
aTh CBATHIX HA (DOHE MPOCTHIX JIFOJIEH.

8. YV nmozauero Dmb ['pexo GuUrypsl CTaHOBSITCS CUMBOJMYECKUA UCKAKEHHBI-

MU U YIJIMHCHHBIMHU.

Exercise 7. Speak on the following topic.

El Greco’s conceptions and ideals of icon-painting.

Exercise 8. Describe one of the pictures by El Greco.

The spirit and meaning of El Greco’s art may be seen clearly in the well-
known “St. Martin and the Beggar”*. The forms are lengthened and twisted; the
heads become tiny entities resting on flame like bodies. Color also is raised to
expressive level. In order to achieve a spiritual rather than a physical effect, the
artist distorts the actual color of the objects and transforms them into mood
symbols. The proportions of the figures in relation to the background are so altered
that they seem to loom formidably over it and almost to absorb it with their great

size. These thin-faced, elongated individuals are brought together by the cold
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yellow-green of the cloak which St. Martin is dividing with the beggar, and by the
mutual glances of their melancholy eyes. St. Martin and his horse are so
impressively large and looming that they seem to reach up into the very sky itself
where grayish clouds part to make way for them. As is often the case in El Greco’s

art, most of the compositional elements seem to emphasize the upward movement.

* “St. Martin and the Beggar” — «CsiToit MapTuH u HUIIHI.

“The View of the City of Toledo”. For El Greco this ancient place is not a
city of joy and light; it is rather a symbol of doom and dark despair. On the right
bank of the river in the lower part of the picture there are tiny wormlike creatures
which seem to be human beings. But they are unimportant; it is the general
emotional and mystical effect of this land that the painter wishes to convey. Never
has such a landscape been painted. All the simplest and usual elements of a
landscape painting are there: sky, hills, a city, meadows, roads. But the main thing
Is missing: the feeling of space and distance. Dominant instead is the feeling of
activity and drama, a feeling usually conveyed only by the human figure. The sky
is rent in a chaotic rush of clouds while the earth dashes to meet it in an upward
surge. The menacing anger is accumulated behind the zone of Toledo’s most
conspicuous and haughty buildings: the Cathedral and the Castle, the embodiment

of the joint powers of the city, the Church and the State.

* “The View of the City of Toledo” — «Bung ropoaa Tomnemno».
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UNIT 3. XVII CENTURY ART

Text 1. Rubens (1577—1640)

Peter Paul Rubens, prince of baroque painters, was a versatile genius who
rivals in inventive faculty the great mind of the Italian Renaissance. He was a
humanist and classical archaeologist, a sumptuous designer of religious, historical
and allegorical canvases and a supreme master in "pure" landscape.

Italian art continued to be the basis of his taste and manner for a long time.
Along this course he passed from the most extreme dynamism to new images of
serenity and calm, from the fieriest violence of contrasting tones to atmospheric
delicacy, almost anticipating the atmospheric refinements of the eighteenth
century. In his most original and spontaneous works Rubens was able to give his
impetuous brush free rein; there is a perfection and completeness even in his
impressionistic initial drafts. As his creative talents developed, we notice growing
vigor in his forms and a livelier and brighter action.

Rubens was a great painter above all because of the charm of his colors, the
softness of his impasto and the luminosity of his flesh-tints. His works do not
overwhelm the spirit or enter the soul by force and make it tremble; they strike us
by the strength of their color and ardor of their brush-work. But only very

occasionally can they really move us with total abandonment to sorrow.

Proper names

Peter Paul Rubens — ITurep [1ayn PyGenc.

Tasks
1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second passage.
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3. React to the statements using the phrases of agreement and disagreement.

1. Rubens was a versatile genius who rivals in inventive faculty the great
minds of the Italian Renaissance.

2. Rubens was a sumptuous designer of realistic canvases and a supreme
master of self-portraits.

3. The basis of Rubens’ taste and manner was French impressionist art.

4. Rubens passed from the fieriest violence of contrasting tones to
atmospheric delicacy.

5. Rubens anticipated the atmospheric refinements of the eighteenth century.

6. In his most original and spontaneous works Rubens was not able to give
his impetuous brush free rein.

7. There is a perfection and completeness even in his impressionistic initial
drafts.

8. Rubens’s works overwhelm the spirit and enter the soul by force and

make it tremble.

4. Answer the questions on the text.

1. What art genres are represented in Rubens’ works?

2. What was the basis of his taste and manner for a long time?

3. What extremes of taste and manner can be found in the works of this
genius?

4. In what works was Rubens able to give his impetuous brush free rein?

5. Why was Rubens a great painter above all? Why do his works strike us so

much?

Vocabulary

1. Versatile — MHOTOCTOpPOHHHMA, Pa3HOCTOPOHHHMH.
2. Genius — renui, 0AapEHHOCTh, TCHUATBLHOCTb.
3. To rival — conepHuyath, KOHKYPHUPOBATh.

4. Inventive faculty — cnocoOHOCTB, ap, H300peTaTEILHOCTb.
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5. SUMptuoUs — BEIMKOJISITHBI.

6. Supreme master — mpeBOCXOHBINA MacTep, BEIUKHUI XyT0KHUK.

7. Basis of — ocHoBa.

8. Serenity — sICHOCTB, 0€3MATEHKHOCTD.

9. Fieriest violence — cuna, HEeHCTOBOCTb.

10. Contrasting tones — KOHTPAaCTHBIC TOHA.

11. To anticipate — mpeq4yBCTBOBATH, MPEIBOCXUIIATE, IPUOIIKATH.

12. Refinement — yToHY€HHOCTb, U3SIIECTBO, U3BICKAHHOCTD.

13. Impetuous — cTpeMUTeIbHBIH.

14. To give rein — 1ath BOJIIO.

15. Perfection and completeness — coBepiieHCTBO ¥ 3aKOHYCHHOCTb.

16. Initial drafts — mepBbie HAOPOCKH, ICKU3HI.

17. Vigor — cuna, sHeprusl.

18. Impasto — macTo3Has )KUBOMUCH (HATOKEHUE KPACOK TYCTHIM CIIOEM).
19. Luminosity — SsCHOCT®b.

20. Flesh-tints — TenecHslil LBeT.

21. To overwhelm (syn. to strike) — mopaxatb, OIICIOMIIATH, TPOU3BOIUTH BIIC-

HaTJICHHC.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) a versatile genius; 2) a supreme master of “pure” landscape; 3) basis of
his taste and manner; 4) new images of serenity and calm; 5) fieriest violence; 6) to
anticipate; 7) initial drafts; 8) growing vigor in forms; 9) luminosity of flesh-tints;
10) to strike.

Exercise 2. Give the English equivalents for the following word combinations:
1) conepHUYAaTh C BBIIAIOLMIMMHUCS XYJOKHUKAMH; 2) IPEBOCXOIHBIA MacTep
neiszaxa; 3) obpa3 0e3MATESKHOCTH W TOKOsI; 4) CIOCOOHOCTB; 5) HEHMCTOBOCTH

KOHTPACTHBIX TOHOB; 0) YTOHUEHHOCTh; 7) AaTh BOJIIO CBOEH CTPEMUTEIILHOU KHU-
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cTH, 8) COBEpPIIICHCTBO W  3aKOHYEHHOCTh, 9) TAacTo3Has  >KHBOIIKCH;

10) omreIoMISATh 3PUTES CHIIOH KPACOK.

Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. Rubens is a remarkable designer of religious, historical and allegorical
pictures and an outstanding master in “pure” landscape.

2. There is a excellence and completeness even in his impressionistic first
drafts.

3. As his artistic talents developed, we notice growing strength in his forms.

4. Rubens was a great artist above all because of the fascination of his

colors, the softness of his impasto and the luminosity of his flesh-tints.

5. Rubens’ works overwhelm the spectators by strength of their colors and

ardor of their brush-work.

Exercise 4. Insert the prepositions where necessary.

Peter Paul Rubens was a skilful diplomat who ... times was entrusted ... del-
icate peace missions ... the Southern and Northern Netherlands and also ... Spain
and England. During his trip to Italy ... 1600, and prior to his return to Flanders ...
1608, he made copies ... the works ... Titian and studied the sculpturesque paint-
ing ... Michelangelo. ... this period he also produced some ... his finest portraits

... various princely Italian courts.

Exercise 5. Insert the articles where necessary.
Rubens’ virtuoso painting can best be seen in ... numerous rapid preliminary
sketches he made for his work in ... studio. What strikes one first is ... beauty of

... color, which is laid on with ... lightest touch possible.

Exercise 6. Translate the sentences into English.
1. PyGeHCc — MHOTOCTOPOHHUI T€HHM, TaJaHT KOTOPOTO MOT COTIEPHUYATDH C

CaMbIMU BBIJIAIOIIMMUCA XyA0KHUKaMHU Bbicokoro Peneccanca.
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2. DTOT BEJIUKOJICITHBIN XYyI0KHUK PHCOBAJI PEIIUTHO3HBIC, UCTOPUUECKUAC U
AJIETOPUYCCKUE XOJICTHI U OBLT MTPEBOCXOAHBIM MaCTEPOM «UUCTOTO) TEH3axKa.

3. B cBoem TBOpuecTBe PyOeHC mporien oT HEMCTOBOCTH KOHTPACTHBIX TO-
HOB JI0 HOBBIX 00pa30B 0€3MSATEKHOCTU U MOKOSI.

4. PyGeHc NpeBOCXUTHI YTOHYEHHOCTDh M m3siecTBo kuBonucu XVIII Be-
Ka.

5. laxxe B caMbIX CIOHTaHHBIX pabotax PyOGeHC maeT BOJIO CBOEH CTpeMH-
TEJIBHOU KUCTHU.

6. Jlasxke B mepBBIX HAOPOCKAX ITOTO XYIOKHHKA BUIHBI COBEPIICHCTBO U
3aKOHYCHHOCTb.

/. PyOeHc IpeBOCXOAMII MHOTUX XYJI0KHUKOB OJlarojiapsi O4apoBaHUIO Kpa-
COK, MSTKOCTH ITACTO3HOW KUBOIUCH U SICHOCTH IIBETA.

8. lllemeBpsl PyOeHca mopakaroT 3pUTENIs CHUJIONM KPAacOK M M3SIIECTBOM

dhopm.

Exercise 7. Speak on the following topic:
Rubens is a versatile genius and a supreme master of religious, historical and

allegorical canvases.

Exercise 8. Describe one of the pictures by Rubens.

Look at his exquisite "Portrait of a Child"*. Observe the way the hair, the
eyes, the tip of the nose and the mouth are drawn. Through the sure handling of
these, Rubens has characterized the individual features of his son, Nicholas, in a
superb study for an Infant Christ. There is in the portrait an absence of the classic
restraint of the Renaissance. The details of the face are less sharply drawn than if
done by an Italian Renaissance master. We have, instead, something warmer, in the

brilliant rendering of the Child's mood.

*“Portrait of a Child” — «IToptpet pedeHkay.
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Rubens’ “Garden of Love”* painted about 1638, is a fantasy in which seven
of the Fourment sisters are happily disposed throughout the foreground before the
fantastic fountain-house in Rubens's own garden in Antwerp. Cupids fly above the
scene with bows, arrows, a rose garland, and torches, and on the right sits a statue
of Venus astride a dolphin. All the movements of Rubens's color, all the energy of
his composition are summed up in the radiance of the picture, the happiest Baroque

testament to the redeeming power of love.

*“Garden of Love” — «Ca HacIaXX1eHUN».

Text 2. Velasquez (1599—1660)

Diego Velasquez undoubtedly stood head and shoulders above his fellow
painters of 17th century Spain. This native of Seville first concentrated on still-lifes
and tavern scenes, handled in a Caravaggesque mould. In 1628 he shared his
Madrid studio with Rubens and the influences stemming from this relationship can
be seen from Velasquez's "Bacchus", now in the Prado. Velasquez here tackled the
Olympian gods for the first time but he did so in a spirit very different from Titian
or Rubens. He looked at the world of gods with the same directness and freshness
of vision which he had brought to the characters of the people of the streets and
markets in his Seville period.

Rubens also induced Velasquez to visit Italy and in 1629 he went to Rome.
Later, in Venice, he was to discover the work of Titian, who affected him more
strongly than any other artist. Under Titian's liberating influence, Velasquez
gradually abandoned the limited naturalism of his early years for a lighter toned
style of direct painting, notable for its discreet mastery of optical effects, its subtle
and beautiful colors, and its ability to convey an impartial sense of character. He
specialized in portraits, but he also painted mythological scenes.

Velasquez undertook the most diverse subjects with equal success; he ap-
proached domestic interiors as seriously as historical scenes, portraits of peasants
with as much respect as those of great noblemen, and a simple still-life with as

much exactness and care as a composition on a grand scale.
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Velasquez stands in the impregnable position of a great master; his

perfection sets him beyond criticism.

Proper names
Diego Velasquez — Jluero Benackec.

“Bacchus” — «baxyc».

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second and third

passages.

3. React to the statements using the phrases of agreement and disagreement.

1. Diego Velasquez was equal to his fellow painters in Spain.

2. This native of Seville first concentrated on portraits and landscapes.

3. In 1628 Velasquez shared his studio with Rembrandt.

4. Velasquez looked at the world of gods with directness and freshness of
vision.

5. In Venice Velasquez discovered the work of Titian, who affected him
greatly.

6. Velasquez abandoned the limited naturalism for a lighter toned style of
direct painting.

7. Velasquez undertook the diverse subjects with equal success.

8. Velasquez perfection sets him beyond criticism.

4. Answer the questions on the text.
1. What was the style of Velasquez’s early works?

2. What influences are evident in Velasquez’s “Bacchus”?
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3. What influence did Titian have upon Velasquez and how is it reflected in
his paintings?
4. How did Velasquez undertake the most diverse subjects of his paintings?

5. What sets this painter beyond criticism?

Vocabulary

1. To stand head and shoulders above — npeBocxoauTs.

2. Still life — maTropmopT.

3. To handle — BemonHsATE, 0OpamaThCs, nepeaaBarhb.

4. Caravaggesque mould — B ctuie Kapapaxo.

5. Influence of — BiusHue.

6. Directness and freshness of vision — HemOCPeACTBEHHOCTh U CBEXKECTh BOCIIPUSI-
THSL.

7. To discover — oOHapyXHBaTh, y3HABATh.

8. To affect (syn. to influence) — BausATH, BO31€HCTBOBATE.

9. To abandon — nmokuaaTh, OCTaBIATh, OTKA3bIBATHCA.

10. Ability to convey — criocoOHOCTB TiepeaBaTh, BHIPAKATh.

11. To undertake — nmpeANpUHUMATH.

12. Diverse (ant. equal) — pa3HooOpa3HbIii (aHT. paBHBIN, OUHAKOBBIN).
13. To approach — moaxoauTh, MPUOIUKATHCS.

14. Exactness — TO4HOCTb.

15. Domestic interiors — sxaHpOBbIC KAPTHHBI B OBITOBOM HHTEPHEPE.
16. Impregnable — cTolikuii, HEMOKOJICOUMBIH.

17. To set beyond criticism — cTaBUTh BHE KPUTHKH.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:
1) to stand head and shoulders above the contemporary painters; 2) to con-

centrate on still lifes; 3) influence of; 4) to discover; 5) to affect; 6) ability to con-
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vey an impartial sense of character; 7) equal success; 8) domestic interiors;

9) exactness of composition; 10) to set beyond criticism.

Exercise 2. Give the English equivalents for the following word combinations:

1) mpeBocxoauTh; 2) BHITIOIHATH KapTUHBI B cTUie KapaBamko; 3) BiausHue
ITUX BSaHMOOTHOHIGHHﬁ; 4) HCIIOCPCACTBCHHOCTE M CBCIKCCTH BOCIIPpUATHA,
5) y3Hath TBopuecTBO THIMaHa; 6) MOBIHMATHh Ha XYJI0KHUKA; 7) pUCOBATh OJIMHA-
KOBO XOpOIIO KapTHUHBI HA PA3HBIC TCMBI, 8) [HOAXOOUTD K, 9) TOYHOCTH KOMIIO3HU-

1uu; 10) cToikas mo3HITUs.

Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. Velasquez was undoubtedly superior to his contemporary painters.

2. Velasquez shared his Madrid workshop with Rubens and the influences of
this relationship can be seen from his picture “Bacchus”.

3. In Venice Velasquez learnt the work of Titian, who influenced him more

strongly than any other painter.

4. Under Titian’s influence Velasquez neglected the limited naturalism for a
lighter toned technique of direct painting.

5. Velasquez stands in a stable position of a great master; his perfection sets

him beyond criticism.

Exercise 4. Insert the prepositions where necessary.

Velasquez achieved great success as a portrait painter. Unlike many other
court painters, he was concerned ... the true nature ...the man or woman ... him,
setting ... what was most characteristic ... appearance and inner qualities as he saw

them. He never flattered ... his aristocratic sitters.

Exercise 5. Insert the articles where necessary.
Whether he paints ... peasants or noblemen, clowns or infants, Velasquez is

never ... slave of his subject, even in his historical pictures; he arranges his compo-
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sition; he applies his colors to give ... required values; he places his figures or ob-
jects so as to create ... space he has planned. There is ... air of certainty in his per-
fection; he is confident of being ... master of ... technique, and everything else —

whether of sentimental or literary interest — is merely ... adjunct.

Exercise 6. Translate the sentences into English.

1. Iuero Bemnackec, 0e3 COMHEHMsI, TPEBOCXOINII CBOUX COBPEMEHHHUKOB B
HNcnannn XVII Beka.

2. CHavanma OH COCpENOTOYMBAJICS HAa HATIOPMOPTaxX U OBITOBBIX CIIEHKAaX,
BBINIOJIHAS MX B cTuiie KapaBamxko.

3. B 1628 rogy Benackec pazaenun CBOO MaApHJICKYIO CTyauio ¢ PyOeH-
COM, U BJIMSIHUE 3TUX B3aMMOOTHOILLEHUI MOKHO YBUAETh B KapTuHE «baxycy.

4. Benackec cMOTpes Ha MUp OOTOB C HEMOCPEACTBEHHOCTBIO U CBEXKECTHIO
BOCIIPUSATHS.

5. B Benenun Benmackec mO3HAKOMUIICSA ¢ TBOPYECTBOM THIIMAaHA, KOTOPBIN
MOBJIMSJI HA HETO CUJIBHEE JIF000T0 APYTOro XyA0KHHKA.

6. Benackec mucan 0IMHAKOBO XOPOILIO KapTHUHBI HA CaMble pa3HOOOpa3HbIE
TEMBI.

7. Benackec moaxoaui K >KaHPOBBIM KapTHHAM B OBITOBOM MHTEphEpPE TaK
e CEepPbE3HO, KaK U K UICTOPUYECKUM padoTaMm.

8. Benackec HenmokoyneOMMO 3aHUMAET MO3ULUIO BBIAAIOIIETOCS XY10KHHKA;

€TI0 COBCPIICHCTBO CTAaBHUT €TI0 BHC KPUTHKHU.

Exercise 7. Speak on the following topic:

Velasquez is a great realist and master of composition.

Exercise 8. Describe one of the pictures by Diego Velasquez.
The work “Bacchus” is better known as "The Topers"* than by its correct
name. It shows a group of lively men in rags and shabby hats, elated with wine,

restricted and unsteady in the wavering movements of heads, hands and drinking-
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cups, their eyes winking and sparkling, and with somewhat stupefied smiles on
their faces. Close by them are the semi-nude figures of Bacchus arid his

companions, their heads wreathed in vine leaves and bunches of grapes.

*'The Topers" — «IIbsHULIBI».

"The Surrender at Breda"*. The besieged fortress town of Breda in North
Brabant surrendered to the Spanish general Spinola after a staunch resistance of
twelve months. The victorious general had granted honorable terms to the captured
garrison. The ceremony of the delivery-of the keys is the subject of Velasquez's
painting. The work was soon popularly renamed "The Lances", because of the
verticals which seemed to express the peaceful halt of the army at the moment of
surrender. It has been considered the best historical work in West European paint-
ing. Velasquez makes the distinction between the various physical types of Span-
lards and Dutch with great perspicacity. The land and sea of Holland is
recognizable. The colors are rich and pure, though not blaring or discordant,
and blend together in the light midday air. The drawing is superlative, and the
natural ease of the two opposing generals, the sorrowful dignity of the loser and the

courteous smile of the victor, are extraordinary.

* "The Surrender at Breda" — «Cnada bpebi».
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Text 3. Rembrandt (1606—1669)

We come now to the inimitable, timeless art of Rembrandt van Rijn, master
of mystery and characterization; a towering, versatile genius and one of the giant
painters and draughtsmen of the centuries.

Three distinct phases can be distinguished in Rembrandt's artistic career. His
early works, portraits or biblical subjects, feature fine, smooth brush-work. The
second phase, marked by the "Night Watch", is far more forceful and dynamic,
while in the third phase Rembrandt sought textual effects, almost grinding his
pigments into the canvas.

We are often inclined to put freedom and spontaneity of execution above all
other artistic qualities, and from this point of view, Rembrandt's drawing exerts an
even greater influence than his painted work. The language of Rembrandt's
drawing is surely more articulate and intimate, more immediate and more
expressive than anything known in the seventeenth century. To him drawing
became an art for its own sake, which allowed him to express his visions more
speedily, yet no less articulately, than in any other technique. And it is in his
drawings that we can best follow the inventive activity of his mind. Rembrandt's
draughtsmanship is distinguished by its rare, electrifying vividness and
suggestiveness, its extraordinary directness and pictorial sensitiveness.

Landscape subjects became increasingly popular, and it is a sign of
Rembrandt's keenness and universality that he participated so actively in Dutch
landscape art. But this he did in a very individual manner, for which no exact
parallel can be found among his contemporaries. He gained a conception of space
in its most comprehensive aspect and learned in landscape work how to
subordinate the individual form to a larger whole. Another impressive feature is the
suggestion of air and atmosphere, which gains added significance as an element of
pictorial animation. Rembrandt achieved this by his vibrant lines and tones, and by

a subtly graded aerial perspective.
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Proper names
Rembrandt van Rijn — PemOpannr Ban Peiin.

"Night Watch" —«HouHoit 1030p».

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the third passage.

3. React to the statements using the phrases of agreement and disagreement.

1. Rembrandt is a master of mystery and characterization; a towering,
versatile genius and one of the giant painters and draughtsmen of the centuries.

2. In Rembrandt’s artistic career we can distinguish five distinct phases.

3. Rembrandt’s early works, portraits or biblical subjects, feature fine,
smooth brush-work.

4. In the third phase Rembrandt sought textual effects, almost grinding his
pigments into the canvas.

5. The language of Rembrandt's drawing is surely less articulate and
intimate, more immediate and more expressive than anything known in the
seventeenth century.

6. For Rembrandt drawing became an art for its own sake, allowing him to
express his visions.

7. Rembrandt's draughtsmanship is distinguished by its rare vividness and
suggestiveness.

8. Rembrandt participated in Dutch landscape art actively due to his
keenness and universality.

9. Rembrandt learned in portraiture how to subordinate the individual form
to a larger whole.

10. Rembrandt achieved the suggestion of air by his vibrant lines and tones,

and by a subtly graded aerial perspective.
45



4. Answer the questions on the text.
1. What mediums and genres are represented in Rembrandt’s work?
2. What are the distinguishing qualities of his early works?
3. What place does drawing occupy in Rembrandt’s art?
4. What are the distinctive features of his draftsmanship?
5. What are the impressive features of Rembrandt’s landscapes? How did he

achieve it?

Vocabulary

1. A versatile genius — MHOTOCTOPOHHUH TCHHIA.

2. Characterization — ymenue co3aaBatb XapakTep.

3. Draftsman (~ship) — mactep pucyHka, pucoBajIbIIUK/ (PUCYHOK).

4. To distinguish — BeIIeIIATE, pa3inyaTh.

5. To feature/ a feature — moka3eiBaTh, OBITh XapaKTEPHOH YEPTOI/ OCOOCHHOCTB,
CBOWCTBO, XapaKTepHas uepTa.

6. Smooth brush-work — ciokoitnast maHepa.

7. To seek textual effect — ctpeMuThest K CBOCOOpaA3HBIM Xy 10KECTBEHHBIM 3P eK-
TaMm.

8. To grind pigment — BTuparthb Kpacky.

9. Spontaneity of execution — HCKPEHHOCTb BBITTOJIHEHHS .

10. Drawing — prCyHOK.

11. To exert influence — oka3bIBaTh BIUSHUE.

12. Articulate and intimate — yeTKuit 1 COKpOBCHHBIH.

13. Art for art’s sake — MCKycCTBO pajy HICKyCCTBa.

14. To allow — no3BoJIsITh, pa3peraTh.

15. To express Vision — BeIpakaTh BUACHHUE, B3I,

16. Vividness and suggestiveness — sCHOCTh 1 MHOTO3HAYUTEILHOCTb.

17. Pictorial — >kuBONMCHBIH, H300pa3UTEIbHBIH.

18. Sensitiveness — 4yBCTBUTEIILHOCTb.
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19. Landscape — nefizax.

20. Keenness and universality — npoHHIIaTeIbHOCTh U YHUBEPCAITEHOCTb.
21. To participate — ygyacTBOBaTb.

22. To gain — noOuBaThCs, TOCTUTATh.

23. A conception of space — moHuMaHue MPOCTPaHCTBA

24. Comprehensive — oOMUpPHBIN, BCECTOPOHHHIA.

25. To subordinate — mog4nHATS.

26. Vibrant — tpenernymuii, IposKamuii.

27. Subtly graded perspective — nCkyCHO N3MEHSOIIASICS MTEPCIICKTHRA.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) a versatile genius; 2) a giant draftsman; 3) to distinguish distinct phases in
artistic career; 4) to grind pigments into the canvas; 5) to exert influence;
6) articulate and intimate; 7) to express visions; 8) vividness and suggestiveness;

9) to participate; 10) a conception of grace.

Exercise 2. Give the English equivalents for the following word combinations:

1) mokas3pIBaTh CHOKOMHYIO MaHEpy >KMBOIMCH; 2) CTPEMHUTHCS K CBOEOO-
pa3HbM 3¢ dexram; 3) cBoOOga U UCKPEHHOCTh BBIMOJHEHUS; 4) UCKYCCTBO pajiu
UCKYCCTBA; 5) MpsIMOTa U YyBCTBUTEIBHOCTD; 6) Meh3ax; 7) NOCTUYh TOHUMAaHUS
MPOCTPAHCTBA; §) MPOHUILATENLHOCTh U YHUBEPCATBHOCTD; 9) MOJUHMHUTH OTAENb-
Hble (hOpMBbI eTMHOMY 1ieroMy; 10) UCKYCHO M3MEHSIoIIasACca BO3AYyIIHAs IEPCIEK-

THUBA.
Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. In the third phase Rembrandt strove for textual effects, almost grinding his

colors into the texture.

47



2. We are often inclined to put freedom and naturalness of execution above

all other creative skills, and from this point of view, Rembrandt's drafts exerts an

even greater influence than his painted work.

3. Rembrandt's draughtsmanship is characterized by its rare, electrifying

brightness and suggestiveness, its extraordinary sincerity and pictorial
sensitiveness.

4. It is a sign of Rembrandt's keenness and universality that he took part so
actively in Dutch landscape painting.

5. Rembrandt achieved another notable feature of painting, the rendering of

air, by his vibrant lines and tones, and by a subtly graded aerial perspective.

Exercise 4. Insert the prepositions where necessary.

... receiving a humanist education ... the University ... Leyden, he worked
... Jacob van Swanenburg's studio ... transferring to Peter Lastman's workshop ...
Amsterdam, where painting had assimilated the innovations ... Caravaggio. Win-
ning instant acclaim ... his "Anatomy Lesson"*, Rembrandt then received many
commissions ... portraits and ... 1631 had many pupils ... his own. One ... his fa-
vorite themes, the Meditating Philosopher, appeared ... his work as early as about
1633.

* " Anatomy Lesson of Dr. Tulp” — «Ypoxk anatomuu gokropa Tymnmay.

Exercise 5. Insert the articles where necessary.

Etching played ... special role in Rembrandt's vast production. He produced
more than 290 etchings. For him it was ... independent art form. ... painter was
unique in exploring various etching techniques. His etchings differed from those of
his contemporaries in ... loose, freechand style. Rembrandt had ... large collection
of drawings and prints by other artists including Mantegna, Carracci, Titian, Raph-
ael and Bruegel. He used their works for inspiration, but there was also ... element

of competition: Rembrandt tried to surpass his predecessors.
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Exercise 6. Translate the sentences into English.

1. PeMOpaHaT — MHOTOCTOPOHHUI T€HUN U OJUH U3 BEIMYANIINX XY T0KHU-
KOB U pHUCOBAJIBIIIUKOB.

2. B xynoxxecTBeHHOI Kapbepe PeMOpaHaTa MOXHO BBIACIUTH TPU YETKUX
nepuoa.

3. PanHne paboThl 3TOT0 BBIJAIONIETOCS XYA0KHUKA, TOPTPETHI U OUOei-
CKHE CIO’KETBHI, IOKA3bIBAIOT €r0 U3SUIHYIO CIIOKOMHYIO MAHEpY.

4. B Tpetbeli (aze XyAOKHUK CTPEMUTCS K CBOCOOpPA3HBIM XyJI0KECTBEH-
HBIM 3¢ heKTam, MPaKTUIECKH BTUPAs KPacKy B XOJICT.

5. IlpuHATO CcuuTaTh, YTO CBOOOAA M E€CTECTBEHHOCTH BBIIIOJIHEHHS CTOSIT
BBIILIE APYTUX XYyJ10)KECTBEHHBIX KauecTB PemOpanaTa.

6. S3bik pucynka y PemOpanara Oosiee 4eTKuid M COKPOBEHHBIHN, HETIOCPE/I-
CTBEHHBII U BBIPA3UTEIIbHBII, YEM B €T0 KUBOIIHCH.

7. PucyHok no3Bosis1 PemOpaHaTy BbIpaxaTb €ro B3IVIAIbI SICHO U COKpO-
BEHHO.

8. Pucynok PemOpanara oTinnyaeTcsi peKoil Y4eTKOCTbIO U YyBCTBUTEIbHO-
CTBIO.

9. B neitzaxke PeMOpanAT yumiicsi TOAYUHATE OTACIbHBIE (DOPMBI €TUHOMY
LEJIOMY.

10. JIpyroit ocobeHHOCTBIO Tiel3akelt PemMOpaHaTa ABIsETCS YeTKas Tmepe-
Jlaya BO3AYLIHOM cpefpl. DTOro XyJ0KHHUK JOCTUTAN C MTOMOILBIO IpOXKAIIHUX JIH-

HUM ¥ UCKYCHO M3MEHSIIONIENCS EPCIICKTUBBI.

Exercise 7. Speak on the following topic:

Rembrandt is a giant painter and draftsman of the centuries.

Exercise 8. Describe one of the pictures by Rembrandt.
In the "Night Watch"* the young artist has shown the guards at a moment of
striking activity, each making his preparations to fall in at the expected command.

Since the figures are life-size, an overwhelming effect is produced by the outward
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movement in wedge-shaped formation from the dark doorway. The composition is
tilted to give a three-dimensional effect. The group is arranged as a triangle but the
central figure is projected toward the spectator and accentuated by being strongly
lit.

The contrast with the flanking groups and with figures moving in opposite
directions, the diagonals furnished by standard, muskets, halberds, and pikes, and
the distribution of colors intensify the impression of forward movement which cen-

ters in the outstretched right arm of the captain.

*'Night Watch" —«Houno# 1030p».

Probably in 1669, the year of his own death, Rembrandt painted the “Return
of the Prodigal Son”*. In Rembrandt's dark background one can distinguish two
dim faces, a seated figure, and more brightly lighted the law-abiding eldest son. In
a spontaneous gesture of loving forgiveness, the gentle, aged father comes into
light to press to his bosom the cropped head of his ragged son. Faces are reduced.
Only the hands of the father and the tired feet of the son are painted in detail. The
painting is an allegory of the earthly pilgrimage of man finding rest and meaning in
divine redemption. Rembrandt's language in this work is entirely that of color and
texture. Rich tans and ochres in the prodigal's worn garments are inundated by the
glowing red of his father's festal cloak against the deep brown of the encom-

passing dark; solid masses in thick impastos gleam against the translucent glazed.

* “Return of the Prodigal Son” — «Bo3BpaineHnue 01y THOTO ChIHAY.

Rembrandt's greatest landscape etching, the "Three Trees", represents the
country after a rain as the storm retreats before a flood of sunlight. Trees are damp
and clouds are drifting off; the sky behind the dark, silhouetted trees has cleared so
that the trees once more cast shadows. Note the breeze turning the branches and the
light along the contours of the trees. A farm wagon is seen behind the trees on the

right, and road and shrubbery at the end of the bluff stand out in full sunlight. As
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we look over the flat countryside the misty distance is streaked with cloud shad-
ows, producing a spectacle of light and shade and transparent atmosphere. Rem-
brandt was also a sensitive designer. The trees as a group contribute to the general
spaciousness; if the trees were enlarged, something of the spatial effect would be
lost.
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UNIT 4. XVII-XIX CENTURY ART

Text 1. Thomas Gainsborough (1727—1788)

The particular discovery of Gainsborough was the creation of a form of art
in which the sitters and the background merge into a single entity. The landscape is
not kept in the background, but in most cases man and nature are fused in a single
whole through the atmospheric harmony of mood. It is no accident that in the
works of Gainsborough's late maturity the figures blend with the background to
such an extent that they become almost transparent.

This effect was possible only by situating the figures in the background, not
in order to add an element to the portrait but with the sole purpose of achieving the
greatest possible degree of spontaneity. It was the same striving for spontaneity
which prevented Gainsborough from portraying his society people in historical
costume or striking attitudes. This was a distinct innovation at a time when the
whole tradition was to extol an ideal and historical concept of beauty and to
abandon nature in portrait painting.

Each of Gainsborough's portraits is distinct and individual. Gainsborough's
truthful and subtle rendering of character is typical of his portrait painting. His
special insight into the psychology of women makes him essentially the woman's

painter.

Proper names

Thomas Gainsborough — Tomac I'efincoopo.

Tasks
1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second passage.
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3. React to the statements using the phrases of agreement and disagreement.

1. The particular discovery of Gainsborough was the creation of a form of art
in which the sitters and the background merge into a single entity.

2. The landscape is kept in the background.

3. In the works of Gainsborough's late maturity the figures blend with the
background to such an extent that they become almost transparent.

4. This effect was possible only by situating the figures in the foreground.

5. Gainsborough’s sole purpose was to achieve the greatest possible degree
of spontaneity.

6. Gainsborough portrayed his society people in historical costume or
striking attitudes.

7. Striving for spontaneity was a distinct innovation at a time when the
whole tradition was to extol an ideal and historical concept of beauty and to
abandon nature in portrait painting.

8. Each of Gainsborough's portraits is distinct and individual.

9. Gainsborough's truthful and subtle rendering of character is typical of his
portrait painting.

10. His special insight into the psychology of men makes him essentially the

man's painter.

4. Answer the questions on the text.

1. What new attitude did Gainsborough bring to English portrait painting?

2. What was the function of landscape in Gainsborough’s portraits?

3. What prevented Gainsborough from portraying his society people in
historical costume or striking attitudes?

4. Why did Gainsborough abandon the tradition to extol an ideal of beauty in
portrait painting?

5. Why is Gainsborough considered to be essentially the woman’s painter?

53



Vocabulary

1. Creation — TBOpeHHUE, TBOPUECTBO, CO3/IAHHE.

2. Sitter — mo3upyIomuii.

3. Background — 3agnawmii utaH, ¢oH.

4. To merge (syn. to fuse in, to blend with) — cauBaThcs, cMeIIMBaTHCS, COCIH-
HATHCH.

5. Single entity (syn. single whole) — egunoe memnoe.

6. Atmospheric — Bo3xyIIIHBIA.

7. Maturity — 3pesiocTh, TOCTHKCHHE ITOJTHOTO PAa3BUTHS.

8. Transparent — mpo3pa4yHbIii.

9. To achieve — nocturars.

10. To strive for spontaneity — cTpeMUTBCS K €CTECTBEHHOCTH.

11. To prevent from — memiathb, IpensSITCTBOBATh, PEIOCTEPEraTh.
12. Striking attitudes — 3¢ ek THBIE MO3BI.

13. Distinct innovation — sBHOE€ HOBOBBEJICHHUE.

14. To extol — npeBO3HOCHTS.

15. To abandon — oTka3biBaThCS.

16. Truthful and subtle — mpaBauBBINi U TOHKHIA.

17. Rendering of character — nepenaua xapakrepa.

18. Insight — mpoHUIIATEIEHOCTD, CITOCOOHOCTH IPOHUKHOBEHHUSI.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) creation of a form of art; 2) to merge into a single entity; 3) atmospheric
harmony of mood; 4) maturity; 5) to become transparent; 6) to achieve spontanei-
ty; 7) to prevent from; 8) striking attitudes; 9) to extol an ideal of beauty; 10) in-
sight into psychology of women.
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Exercise 2. Give the English equivalents for the following word combinations:

1) mo3upyromuii ¥ POH CIMBAIOTCS B €IMHOE LEJ0E; 2) NMeH3ax MOJAETC HE
3aJHUM IUIAaHOM; 3) 4eJIOBEK U NMPUPOAA CIUBAIOTCS; 4) CTPEMIIEHUE K €CTECTBEH-
HOCTH; 5) m3o0pakaTh drofe B 3(PQEeKTHBIX M03ax; 6) SBHOE HOBOBBEJICHUE;
7) IPEeBO3HOCUTP HICATBl KPACOTHI; §) OTKAa3bIBAThCS OT MPHUPOBI; 9) paBanBas U

TOHKag nepeaayda xapakrepa; 10) moHMMaHNUEe )KEHCKOU MCUXOJIOTHUH.

Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. The particular innovation of Gainsborough was the creation of a form of

painting in which the models and the setting fuse into a single whole.

2. Striving for naturalness prevented Gainsborough from depicting his
society people in historical costume or remarkable attitudes.

3. This was a distinct novelty at a time when the whole tradition was to
admire an ideal and historical idea of beauty and to abandon nature in portrait
painting.

4. Gainsborough's frank and delicate representation of character is

characteristic of his portrait painting.

5. His special understanding of the psychology of women makes him essen-

tially the woman's artist.

Exercise 4. Insert the prepositions where necessary.

Contrasts ... light and shade ... a context ... flowing, curved and broken
lines, produce an impression ... animation and mobility which is the characteristic
... Gainsborough's art. This mobility is directly connected ... his technique ...
seizing an effect ... a rapid stroke, so that a beauty ... form emerges ... his bold

execution and masterly technique.

Exercise 5. Insert the articles where necessary.
Gainsborough turned to ... Old Masters, especially to Van Dyck. To this

study he brought ... innate genius for drawing that Reynolds never possessed, and
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... sensuous delight in color and movement that seems at times to amount to al-
most ... intoxication with them. No other painter has thus caught, at his best, ...
essence of silks and lace in motion, nor ... tremulous flicker of ... eyelash. In con-
trast to Reynolds', ... essence of his genius was intuitive, ... touch of ... brush get-

ting ever lighter, ... atmosphere ever more aerial.

Exercise 6. Translate the sentences into English.

1. T'eitHcOOpO co3nan Takyo GopMy mopTpeTa, B KOTOPOM MO3UPYIOUIUN U
3aJIHAM IJIaH CIIMBAIOTCS B €IMHOE LIEJIOE.

2. Ieli3axk mogaeTcss HE 3aIHUM IUIAHOM, HO YEJIOBEK W MPHUPOJA COCIUHS-
I0TCS B €IMHOE LIENOE.

3. B 3penbix pabdorax ['eitHcOOpO (DUTYpHI CAMBAIOTCS C TTEH3aKEeM J0 TaKOM
CTEIEHH, YTO CTAHOBATCS IPAKTUYECKHU MTPO3PAYHBIMHU.

4. EnuHCTBEHHOM 1IEJIbI0 ATOTO XYJOKHHUKA OBLJIO JOCTHYb B paboTax Mak-
CUMAaJIbHOM €CTECTBEHHOCTH.

5. CTpeMsich K ecTecTBEHHOCTH, ['eifHcOOpo He m300paxan Jroae B UCTO-
PUYECKUX KOCTIOMAaxX WK 3(PPEKTHBIX M03aX.

6. Manepa ['eliHcOOpo cTana SBHBIM HOBOBBEJIECHHEM B TO BpeMsl, KOTna
TpaJMIINE MOPTPETHOMN KUBOMKUCH OBLIO BOCXBAJIEHHWE UACATIOB KPACOTHI M OTKA3
OT MPUPOJBI.

7. IlpaBnuBasi ¥ TOHKas mepejava XxapakTepa THUIIHYHA I TOPTPETHON JKU-
BonucH ['eliHcOopo.

8. bnaromapsi nOHMMaHHUIO TICUXOJIOTHH KeHIIMH ['eifHCOOpo pucoBai KeH-

CKHE MOPTPETHI C 0CO00H UCKPEHHOCTHIO U €CTECTBEHHOCTEHIO.

Exercise 7. Speak on the following topic:

Gainsborough’s contribution to portrait painting.
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Exercise 8. Describe the picture “Blue Boy” by Gainsborough.

The famous “Blue Boy”* is remarkable for the spontaneity of his pose and
the natural expression of his youthful face. His figure stands out against the
background of a receding river bank, a somber sky and a forest that is barely

suggested.

*“Blue Boy” — «MaibuuK B TOJIyO0OM»

Text 2. Goya (1746—1828)

Goya found his style in portraiture. For Goya the portrait was a problem of
the technique of painting and the passionate search for the mystery of the human
individuality. The most important thing for him was to go straight to the heart, to
sum up quickly his model's character. His son wrote, many years after his death,
that the portraits which had given the artist greatest satisfaction were those of his
friends, for which he needed not more than one sitting. Spontaneity, rapidity, frank
and gay execution were Goya's ideals in portrait painting. He was always affected
by his models and so his portraits could be very unequal. His liking or revulsion
for the person before him were unmistakably reflected in his painting.

The magic technique that has given us so many masterpieces, portrayed with
surprising sincerity, is very much his own. All Goya's art, his marvelously
simplified complexity, his rare gifts as a "pure" painter, his desire to tell the truth
are poured out together in masterly fashion. We recognize the work of a great
artist: Goya has not sacrificed character to grace; he avoids seduction by his re-
straint, he treats a dangerously pleasing subject without letting the danger be

apparent, and finally he has achieved a perfect style, without exaggerating form.

Geographical and proper names

Francisco Goya — ®@pancucko ['oiis.

Tasks
1. Read the text for detailed understanding.
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2. Do the phonetic reading and literary translation of the first passage.

3. React to the statements using the phrases of agreement and disagreement.

1. Goya found his style in landscape painting.

2. For Goya the portrait was a problem of the technique of painting and the
passionate search for the mystery of the human individuality.

3. The most important thing for him was to render the likeness of his
models.

4. Goya was never affected by his models and so his portraits were very
similar.

5. Goya’s liking or revulsion for the person before him were reflected in his
paintings.

6. The magic technique that has given us so many masterpieces is very much
his own.

7. All Goya’s artistic qualities are poured out together in masterly fashion.

8. Goya always sacrificed character to grace.

9. He avoids seduction by his restraint.

10. Goya has finally achieved a perfect style without exaggerating form.

4. Answer the questions on the text.
1. In what art genres did Goya reveal his creative talent?
2. What was Goya’s approach to portrait painting?
3. Why could he not be impartial to his models?
4. What artistic qualities are poured out together in his masterly fashion?

5. What style did the painter finally achieve?

Vocabulary
1. Portraiture / portrait — mopTpeTHast )KMBOIUCH/ TOPTPET.

2. To portray — pucoBaTh HOPTPET, U300pAXKATh.
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3. Passionate search for — ctpacTHbIii mouck.

4. Rapidity — ckopocTb, OBICTpPOTA.

5. Execution — ucrionHeHue, BBIIOIHEHHE.

6. To be affected by — ObITh IO1 BIIUSHHEM.

7. Liking and revulsion — m000Bb ¥ OTBpaIllcHHUE.
8. To reflect — orpakats.

9. Sincerity — HICKpEeHHOCTb.

10. Complexity — c1okHOCTb, 3aITyTaHHOCTb.
11. To pour out — TUTHCSI, BIUBATHCS.

12. Masterly — coBepiieHHBI, UCKYCHBIIA.

13. Fashion — o6pa3, manepa.

14. To sacrifice — sxepTBOBaTb.

15. To avoid seduction — u3beratsb coba3Ha.
16. Restraint — caep»xaHHOCTb, CaMOOOJIaIaHNE.
17. To treat — TpakTOBaTH.

18. To achieve — nocturars.

19. To exaggerate — mpeyBeTUIUBATh.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) to find style in portraiture; 2) search for; 3) frank execution; 4) to be af-
fected by models; 5) surprising sincerity; 6) marvelously simplified complexity;
7) masterly fashion; 8) to sacrifice character to9 grace; 9) restraint; 10) to achieve a

perfect style.

Exercise 2. Give the English equivalents for the following word combinations:

1) mopTpeTHas KHUBOIHUCH; 2) CTPACTHBIM MOMCK TAWHBI YSIIOBCUCCKON MH/IH-
BUIyaJbHOCTH; 3) M1000Bbh WJIM OTBpallleHHE K 4eoBeKy; 4) n3o0paxkath C HUC-
KPEHHOCTBIO; 5) CIIMTBHCSA B COBEPIICHHBIM 00pa3; 6) »KepTBOBaTh; 7) U30eraTh CO-

Ona3Ha; 8) TpakTOBaTh; 9) MOCTUYH COBEPIICHCTBA CTWIIS;, 10) MpeyBeIMUnNBaTh.
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Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. For Goya the portrait was a problem of the technique of painting and the

obsessive looking for the mystery of the human personality.

2. He was always influenced by his sitters and so his portraits could be very
different.
3. His love or disqust for the person before him were unmistakably reflected

in his pictures.
4. The magic skill that has given us so many masterpieces, depicted with

astonishing naturalness, is very much his own.

5. All Goya's talent, his marvelously simplified complication, his rare gifts

as a "pure" artist, his desire to tell the truth are fused out together in skillful

manner.

Exercise 4. Insert the prepositions where necessary.

... the very height ... his success Goya was struck down ... a violent illness
... Seville. This frank jovial man, who loved society, conversation, theatres, bull-
fights and his friends, was now cut ... from it all ... deafness.

It is not only ... his engravings that we see the impact ... the crisis but also
... anew type ... painting; imaginative pictures ... which he gives full expression
to his interior world. His ideas are given forms. His technique becomes more free

and daring, and his palette more violent and personal.

Exercise 5. Insert the articles where necessary.

... even more pessimistic Goya appeared after his recovery in 1820, in ...

so-called black paintings and ... etchings of "... Incongruities" or "Proverbs". ...
new crisis and ... new style, ... extension of what he had begun in "... Capri-
chos"*.
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... expressionist art, violent, painted in grayish ochre and black, also covered
... walls of his ... country house. Twisted imagination, hallucinations, supernatural

visions were painted with great spontaneity and sincerity.

* “The Caprichos” — «Kampuauaocy.

Exercise 6. Translate the sentences into English.

1. I'o¥ist Hamen CBOW CTUJIb B TOPTPETHOM KUBOIUCH.

2. JIna T'otin mopTpeT ObLT CTPACTHBIM MOMCKOM TalHBI YETOBEUECKOM WH-
JTMBHUIYaJIbHOCTH.

3. CaMbIM Ba)XHBIM JIJISI 9TOTO BBIAAIONIETOCS IMOPTPETHUCTA OBLIO TIEpEaaTh
XapakTep CBOEU MOJEIU C UCKPEHHOCTBIO U €CTECTBEHHOCTHIO.

4. Uneanamu ['olin B MOPTPETHOM >KMBONKCH ObUIM HEMOCPEACTBEHHOCTh U
VCKPEHHOCTD UCIIOITHEHNS.

5. ot Bcerma ObUT MO BIAMSIHUEM CBOMX MOJIENIEH, U €ro paboThl MOoJTyda-
JIMCh OYEHD Pa3HBIMH.

6. JItoO0Bb MM OTBpallleHHE XyI0KHUKA K MOJIEIN ObLITH 0€301IMO0YHO OT-
pakeHbl B €ro paboTax.

7. Bce meneBpsl ['oiin BBITIOIHEHBI C TOPA3UTENbHON UCKPEHHOCTHIO.

8. XynoxecTBeHHbIC HaBBIKM ['OMHM M pEeIKHN Jap «YHUCTOrO» XYyJIO)KHHUKA
CJIIMJIMCH B €0 UCKYCHYIO MaHEpy )KUBOIUCH.

9. I'otisg He XKepTBOBAJI XapaKTEPOM PaTH KPacOTHI.

10. B utore I'oiist ocTUr COBEPIIIEHCTBA CTUJIS, HE TIPEYBETUYNBas (DOPMBI.

Exercise 7. Speak on the following topic:

Goya’s portraits and how they are related to the models.

Exercise 8. Describe the picture “The Condesa del Carpio” by Goya.

In the portrait of "The Condesa del Carpio"*, as well as in his many other
paintings, we see Goya's supreme artistry. The Condesa is silhouetted against a
background of a single wash of paint, as Goya liked to place his models. No
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concession has been made in the treatment of the face; it is modeled with magic
skill as are the two gloved hands, the fan and the dancing shoes elegantly
supporting the sitter's light and expressively feminine weight. And the background

sings in exactly the right note, as in the work of all great masters.

* "The Condesa del Carpio" — «I"paduns neias Kaprmoy.

Text 3. Eugene Delacroix (1798 — 1863)

In Delacroix’s art we find the themes so characteristic of what is loosely
called the Romantic Movement: scenes of violent physical action and emotional
conflict; the struggle for liberty; moments of great psychological drama.
Delacroix’s romantic temperament reveals in his whirlwind execution, use of pure
color and the dynamics of his visible brush-work.

In his own period Delacroix’s genius exerted great influence on modern art.
The first contribution of this artist to modern painting was his general sensibility.
And there were his actual technical discoveries in color, which helped to free the
next generation from the opaque shadows of prevailing pictorial style. The full
implications of these discoveries were not realized by Delacroix, but the Neo-
impressionists later systematized his method of modeling form with broad touches
of juxtaposed color and found new possibilities of luminosity in the splendors of
his palette.

The interest of modern painters in him can be associated with his statement
that “light, shade, reflections and atmosphere cannot be substituted by line and
style”. This remark implied a new approach to painting based on natural
observations. In his journal Delacroix noted from direct observation that nature
was full of color and that her most luminous effects could be analyzed as the
strongest opposition of contrasting color.

“(At noonday) the gray of the evening clouds turns into blue; the part of the
sky which is clear is bright yellow or orange. The general law is: the more the

contrast, the more the brilliancy.”



Proper names

Eugene Delacroix — Oxen [lenakpya.

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the first and second
passages.
3. React to the statements using the phrases of agreement and disagreement.

1. In Delacroix’s art we find the themes so characteristic of what is loosely
called the Impressionist Movement.

2. Delacroix depicted scenes of violent physical action and emotional
conflict; the struggle for liberty; moments of great psychological drama.

3. Delacroix’s romantic temperament reveals in his whirlwind execution, use
of pure color and the dynamics of his visible brush-work.

4. In his own period Delacroix’s genius exerted little influence on modern
art.

5. The first contribution of this artist to modern painting was his general
sensibility.

6. Delacroix’s contributions to modern painting were his actual technical
discoveries in color.

7. The full implications of these discoveries were fully realized by
Delacroix.

8. The Neo-impressionists later systematized his method of modeling form
with broad touches of juxtaposed color and found new possibilities of luminosity
in the splendors of his palette.

9. His statement that “light, shade, reflections and atmosphere cannot be
substituted by line and style” implied a new approach to painting based on

technical discoveries of color.
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10. The most luminous effects of nature could be analyzed as the strongest

opposition of contrasting color.

4. Answer the questions on the text.
1. What scenes of Delacroix’s art are characteristic of Romantic Movement?
2. How does Delacroix’s romantic temperament reveal itself in his painting?
3. What was Delacroix’s artistic contribution to modern painting?
4. What Delacroix’s remark implied a new approach to painting based on
natural observations? Do you agree with this statement?
5. What is the general law of color, according to Delacroix’s direct

observation of nature?

Vocabulary

1. Scene of violent physical action and emotional conflict — u3zo6paxenue 6ypHoro
JBUKCHHS K BHYTPEHHUX CTPACTEH.

. To reveal — oTKpbIBaTh, OKA3bIBATh.

. Whirlwind execution — remnepaMmeHTHOE UCTIOJTHEHUE, BHITIOJTHCHHUE.

. Pure color — uncras kpacka.

. Visible brush-work — aBuble, BugyuMsie Ma3Kku.

. To exert influence — oxa3aTp BHsIHUE.

. To contribute / contribution — ciocodcTBOBaTH, AcHaTh BKIIAM/ BKIIA.

. Discovery — oTkpbITHE.
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. Opaque shadows — TemHbIe, HEMPO3PAYHBIC TCHHU.

10. Prevailing pictorial style — npeo6agaromuii CTHUIIb KUBOITUCH.
11. Implication — cMmbIic, 3HaYCHNE.

12. To model form — moaenupoBath Gpopmy.

13. Broad touches — mupokue Ma3ku.

14. To juxtapose color — HakyaapIBaTh IBETA APYT HA JApYTa.

15. Luminosity — sicHOCTh, MPO3PAYHOCTb.

16. Splendor of palette — BenukoenHE MATUTPHI.
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17. Reflection — peduiekc (Hanbomnee cBeTIOE MECTO HAa TEHEBOW YaCTH MPEIMETA).
18. To substitute — 3ameHATb.

19. To imply — o3Ha4ath, 3HAYUTH, TOAPA3YMEBATh.

20. Approach — nmoaxo.

21. Observation — vaGroneHuE.

22. Opposition — mpOTUBOMOIOKHOCTh, IPOTHBOCTOSHHE.

23. Contrasting colors — koHTpacTHBIE BETA.

24. Brilliancy — sipkocTb.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) scenes of violent physical action and emotional conflict; 2) whirlwind ex-
ecution; 3) contribution to modern painting; 4) technical discoveries of color;
5) opaque shadows; 6) implication of the discovery; 7) broad touches of juxtaposed

color; 8) splendors of his palette; 9) natural observation; 10) brilliancy.

Exercise 2. Give the English equivalents for the following word combinations:

1) mposSBUTH POMAaHTHUCCKUI TEMIICPAMEHT B MPUMEHEHUH YUCTON KPACKH;
2) TeMIIepaMEHTHOE MCIIOJHEHUE; 3) OKa3aTh OrPOMHOE BIMSHUE Ha COBPEMCHHOE
UCKYCCTBO; 4) mpeoOiaatoninil CTUJIb KUBOMKUCH; 5) 0CO3HATh 3HAYECHHUE OTKPHI-
TUi; 6) MomenupoBath GOpMy HIUPOKUMHU Ma3KaMu; 7) SICHOCTh; §) HaKJIaJbIBaTh
LBETa APYT Ha Apyra; 9) 3aMEeHUTh CBET, T€Hb, PeIEKChl U aTMOChepy JHUHUEH U

CTHUIIEM, 10) IMPOTHUBOITIOJIOKHOCTh KOHTPACTHBIX IBECTOB.

Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. Delacroix’s romantic nature reveals in his rapid execution, use of pure

pigment and the dynamics of his evident brush-work.
2. In his own period Delacroix’s brilliance exerted great influence on

contemporary painting.
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3. The Neo-impressionists later systematized his manner of modeling form

with broad touches of juxtaposed paint and found new possibilities of light in the
splendors of his palette.

4. The remark that “light, shadow and atmosphere cannot be replaced by line
and style” meant a new approach to painting based on natural observations.

5. Delacroix noted from direct observation that nature was full of color and

that her most serene effects could be analyzed as the strongest resistance of

different color.

Exercise 4. Insert the prepositions where necessary.

... most ... his drawings, as ... his paintings, Delacroix thinks ... the com-
position as a whole rather than ... the various parts. This is perfectly illustrated ...
the “Arab Rider Attacked ... a Lion”. Such drawings reflect his pictorial ideas ex-
pressed ... a nervous draughtsmanship ... rhythmic accents, broken contours and
dramatic emphasis. Delacroix depicts force and struggle. ... his drawings there is
hurried movement and super-human strength. His line betrays emotion as he at-

tempts to recreate the rich and changing visions ... his imagination.

Exercise 5. Insert the articles where necessary.

At ... very end of his life Delacroix applied ... radical theories of brilliance
through contrast when he was called on to decorate ... Chapel of St. Sulpice, in
Paris. Since ... paintings were to be seen at some distance and were to be large, he
dramatized his effects by setting down many small, broken areas of contrasting
color, to be blended by ... eye. ... results were more lively than premixed color
would have been. He thus anticipated ... divided color and optical mixtures of ...

Impressionists.
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Exercise 6. Translate the sentences into English.

1. B uckycctBe Jlenakpya Mbl HAXOJUM TE€MBI, XapaKTEpHbIC JJII POMAHTU3-
Ma: u3o0pakeHne OYpHOTO ABMIKCHHS U BHYTPEHHHUX CTpacTei, 00pbObI 3a CBOOO-
1Ty, MOMEHTBI TICUXOJIOTUYECKON JPaMBI.

2. PomanTtuueckuii TemmnepaMeHT Jlemakpya OTKpBIBAETCS B €r0 JKHUBOM HC-
MOJTHEHUH, TPUMEHEHUH YUCTON KPACKU M TWHAMUKE SIBCTBEHHBIX Ma3KOB.

3. 'ennit Jlenakpya okazaj OrpOMHOE BIUSHUE Ha COBPEMEHHOE HUCKYCCTBO.

4. TeXxHHUYeCKHEe OTKPBITHS B IIBET€ OCBOOOMIIM MOCIEIYIOIINE TTOKOJICHUS
XYJIO’)KHUKOB OT MPAYHbIX TE€HEH, XapaKTEepHBIX AJIs1 MPeoOIaTatomnuX CTUICH K1-
BOTIHCH.

5. Jlenakpya He 0OCO3HaBaJ BCETO 3HAUEHHUSI CBOMX OTKPBITHIA.

6. HeonMIpecCHOHUCTBI CHUCTEMATU3UPOBAIM €r0 METOJ MOJECITMPOBAHHS
(GbopMBI MIMPOKUMH Ma3KaMH M HAJIO)KEHUEM KPacOK JIPYT Ha Jpyra.

/. OHU HAIUTK HOBBIE BO3MOXXHOCTH SPKOCTH B BEJIHMKOJICTIMH MaTUTpbl Jle-
JaKpya.

8. YTBepxkaenue Jlenakpya, 4To «CBET, TEHb, pe(IeKChl U aTMOC(hEpy HETb-
35 3aMEHUTH JTMHUEU U CTUJIEM», O3HAYHIIO HOBBIN MOAXO]T K KHUBOIIUCH, OCHOBAH-
HBIM Ha HAOJIOJIEHUAX 32 IPUPOJIOM.

9. Dxen Jlenakpya oTMeuas, 4TO caMmble spkue 3(PPEKThl MPUPOABI MOKHO
IPOAHATM3UPOBATH KaK MPOTUBOCTOSIHUE KOHTPACTHBIX IIBETOB.

10. «YeMm cunibHEE KOHTPACT, TEM sipue 1BET», — Hamucai Jlenakpya B cBoeM

JTHEBHHKE.

Exercise 7. Speak on the following topic.

Delacroix’s theory of colors and his contribution to modern painting.

Exercise 8. Describe one of the pictures by Delacroix.
Delacroix’s major work “The Massacre at Chios”*, of 1824, was not easily
accepted. The subject was an incident from the Greek wars of liberation against the

Turks, which had excited the sympathies of romantic spirit everywhere. The
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foreground is scattered with bodies. The neobaroque composition is diffused in
Delacroix’s centrifugal curves, which part to display the distant slaughter and
conflagration. The observer’s sympathies are supposed to be with the sufferings of
the Greeks, but their rendering is not convincing. The expressions tend to become
standardized; the head of the young woman at the lower left almost repeats that of
the dead mother at the lower right. The picture was called the “massacre of
painting”. The color shows a richness and vibrancy not visible in French painting
since the Rococo. Delacroix investigated color contrasts on the canvas and in

nature and derived a law — “the more the contrast the greater the force”.

* “The Massacre at Chios” — «Pe3ns B Xuoce.

With “The Death of Sardanapalus”* as a manifesto of Romanism, the artist
drew down upon himself the disapproval of royal administrators. The legendary
subject concerns the last of the Assyrian monarchs, besieged in his palace for two
years by the Medes. On hearing that the enemy had at last breached the walls, the
king had all his concubines, slaves, and horses slaughtered and his treasures
destroyed before his eyes, as he lay upon a couch soon to become his funeral pyre.
Inspired by the Greek struggle for independence, the painting becomes a feast of
violence, spread out in glowing colors against the smoke of distance battle. The
picture is a phantasmagoria in which no real cruelty is exerted. Faces are paralyzed
with fear but no blood flows. Quivering female flesh is heaped like flowers or
fruit, among the glittering jewels and the fabrics of crimson. In his solitary fantasy
the artist, identifying himself in imagination with the king and the executioners,

discharges all his creative and destructive energy in an explosion of tones.

* “The Death of Sardanapalus” — «Cmepts Capranamnanay.
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UNIT 5. FRENCH ART (XIX-XX CENTURIES)

Text 1. Auguste Renoir (1841—1919)

Renoir participated in the 1876 exhibition of the Impressionists with a series
of canvases in which the light playing over the bright clothes of the figures is the
main feature. Even the shadows in these paintings are full of color, and the
painting as a whole becomes a shimmering and quivering surface.

During his Impressionist period that is from 1872—1883, Renoir practiced a
variety of techniques, putting on his color now in thick, squashing strokes, now in
thin layers, now in distinct, separate touches, now in smooth strokes that melted
into one another.

It was not unusual for Renoir to switch from one technique to another in the
same picture as in "The Path Winding up through Tall Grass". Only the grass in the
foreground is painted in thick, vigorous comma-like brush strokes, while the
middle distance and the background glide away in thin, flat patches of colors
merging into one another.

In his compositions of 1875 and 1876 he comes to use the human figure in a
very original fashion, like a subject that is part of a landscape, on which light may
play with greater richness and fantasy. In this spirit he produces "The Swing" and
the great composition of the "Moulin de la Galette", one of the finest, most smiling
of his masterpieces. It is like a marvelous tissue of interwoven sunlight and soft
hazy Dblue. In this picture the small separate touches he used for so many
landscapes at this period, he painted with criss-crossing brush strokes, laid on in
thin, successive layers and melting into one another, which repeated form and
volume, while at the same time rendering the luminous atmosphere bathing the fig-
ures.

Later on in his career, Renoir abandoned the Impressionist technique of
painting with sketchy touches of thick paint, and defined his forms with layers of
thin, transparent glazes that gave his tones a deep inner glow rather than a surface

sparkle.
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Proper names

Auguste Renoir — Ortoct Penyap.

"The Path Winding up through Tall Grass” — «TponuHKa B BBICOKOH TpaBe».
"The Swing" — «Kauenm».

"Moulin de la Galette" — «Myumnen ge aa ["amerT.

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the second and third

passages.

3. React to the statements using the phrases of agreement and disagreement.

1. Renoir participated in the 1876 exhibition of the Impressionists with a
series of canvases in which a human figure placed against a simple background is
the main feature.

2. Even the shadows in these paintings are full of color, and the painting as a
whole becomes a shimmering and quivering surface.

3. During his Impressionist period Renoir practiced only the pointillist
technique, putting on his color in little spots.

4. It was not usual for Renoir to switch from one technique to another in the
same picture.

5. Only the grass in the foreground is painted in thick, vigorous comma-like
brush strokes, while the middle distance and the background glide away in thin,
flat patches of colors merging into one another.

6. In his compositions of 1875 and 1876 he comes to use the human figure in
a very ordinary fashion.

7. One of the finest, most smiling of Renoir’s masterpieces is the "Moulin de

la Galette".
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8. Renoir painted small separate touches with criss-crossing brush strokes,
laid on in thin, successive layers and melting into one another.

9. Later on in his career, Renoir continued the Impressionist technique of
painting with sketchy touches of thick paint.

10. Renoir defined his forms with layers of thin, transparent glazes that gave

his tones a deep inner glow rather than a surface sparkle.

4. Answer the questions on the text.

1. What characterized Renoir’s canvases shown at the 1876 exhibition?

2. What technique did Renoir practice? How did he put his color?

3. Was it usual for Renoir to switch from one technique of painting to
another in the same picture?

4. How does Renoir treat the human figure in the compositions painted
during his Impressionist period?

5. How did Renoir’s manner of painting change after he abandoned the

Impressionist technique?

Vocabulary

. Feature — yepra, 0cOOEHHOCTH, XapaKTepHas 4epTa.

. Shimmering and quivering surface — mepuaromias u aApokaiias HOBEPXHOCTb.
. To practice — 31.; MPUMEHSTb.

. Variety of techniques — maoroo6pasue, pa3HoOOpa3ue TEXHHUK.

. Stroke (syn. touch) — ma30k, IITPHX.

. Layer — croii.

. Smooth — riaxkwii, pOBHBIH, IJIABHBIH.

. To melt — He3aMEeTHO MEePEXOIUTh, TasITh.
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. To switch from ...to... — mepexoauTh OT... K...
10. Foreground (ant. background) — nepeanwuii maax (aHT. 3aaHAN TUTaH, GOH).
11. Vigorous — sHepriuyHbIid, CHIBHBIH.

12. Comma-like brush-strokes — ma3ku B hopme 3amsThIX.
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13. Patch — msiTHO HenpaBMIIbHOM (HOPMBI.

14. To merge — ciuBaThCs, COSUHATHCS.

15. Fashion — manepa.

16. Tissue — cruieTeHue.

17. To interweave — cruieTaThCs, IepeIIeTaThes.

18. Soft hazy blue — msarkas ronybas apIMKa.

20. Criss-crossing brush-strokes — ma3kwu, mosiosxeHHBIE KPECT-HAKPECT.
21. Luminous — cBeTibli, ICHBIM.

22. To bathe — 3anmuBats (0 cBeTe).

23. To abandon — ocTaBiaTh, MOKKUAATEH, OTKA3BIBATHCS OT. ..

24. Sketchy — scku3HbBINH, CBOOOIHBIH.

25. Glaze — neccupoBka, TOHKHI CJIOH MTPO3pavHON Kpacku (OJMH M3 MHOTHX CJIO-
€B, HAKJIAJILIBACMBIX JIPYT HA JPyTa).

26. Inner glow — BHyTpeHHUIT CBET.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) the main feature; 2) shimmering and quivering surface; 3) to put color in
smooth strokes; 4) to melt into one another; 5) foreground; 6) flat patches of color;
7) a marvelous tissue of interwoven sunlight; 8) luminous atmosphere bathing the
figures; 9) to abandon the Impressionist technique of painting; 10) transparent

glazes.

Exercise 2. Give the English equivalents for the following word combinations:

1) npuMeHsITh MHOTOOOpa3ue TEXHUK; 2) HAKJIaIbIBATh KPACKU TO KHUPHBIMU
Ma3KaMH, TO TOHKHUM CJIOEM; 3) OTAEJbHbIE Ma3KH, HE3aMETHO MEPEXOISIINE OJUH
B Jpyroi; 4) nepexoAuTh OT OJHOW TEXHUKH MUCbMA K APYTOW; 5) SHEpruvHbIC
Ma3KH, NOX0KHE Ha 3amdrbie; 6) MsITHa Kpackd, CIUBAIOIIMECS APYT C JIPYrom;
7) opuruHajgbHasE MaHepa M300paKeHUs YCIOBCUECKOW (QUTyphl; 8) Msrkas rojy-

Oas ApIMKa; 9) HAKJIaIbIBaTh Ma3Ku KpecT-HakpecT; 10) BHyTpeHHUH CBET.
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Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. Renoir took part in the 1876 exposition of the Impressionists with a series
of pictures in which the light playing over the bright clothes of the figures is the

main peculiarity.
2. During his Impressionist period Renoir experienced a range of techniques,

putting on his paint now in thick, squashing strokes, now in thin layers, now in
distinct, separate touches, now in smooth strokes that merged into one another.

3. In his compositions of 1875 and 1876 he comes to employ the human
figure in a very original manner, like a subject that is part of a landscape, on which
light may play with greater richness and fantasy.

4. In this painting the small separate touches he painted with criss-crossing
brush strokes, laid on in thin, successive layers and melting into one another,

which repeated form and volume, while at the same time depicting the shimmering

atmosphere bathing the figures.
5. Later on in his career, Renoir neglected the Impressionist technique of

painting with rough touches of thick paint, and defined his forms with layers of

thin, clear glazes that gave his tones a deep inner shine rather than a surface

twinkle.

Exercise 4. Insert the prepositions where necessary.

The work ... Auguste Renoir is distinguished ... its vitality and his warmth,
intimate view ... the world ... him. Renoir did not deal ... any important social
problems; his work consisted entirely ... genre scenes full ... joy ... life. His inter-
est ... conveying fugitive effects ... nature, brought him ... contact ... the Impres-
sionists ... the 1870s. Renoir’s transparent color, and especially his treatment ...
reflected light to convey atmospheric phenomena serve as a means ... rendering

the mass ... his figures convincingly.
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Exercise 5. Insert the articles where necessary.

Outings in ... country and boating on ... river were themes that never failed
to inspire ... Impressionist painters. After ... pleasure garden of ... "Moulin de la
Galette", Renoir painted here ... sunny animated atmosphere of ... riverside restau-
rant on ... Seine, just outside of Paris. Now he tried his hand at special effects of
light filtering through ... awning, and superbly evoked ... beauty of ... summer
day out of ... doors. Nor did he ever succeed better than here in individualizing his

figures, recording their every movement and attitude.

Exercise 6. Translate the sentences into English.

1. Penyap npuHuman y4yactue B BBICTaBKE€ MMIIpECCHOHUCTOB 1876 rona c
CepHel XOJICTOB, OCHOBHOM OCOOEHHOCTBIO KOTOPBIX ObLI CBET, UTPAIOILIMN Ha fp-
KHX OfexXJax (uryp.

2. Jlaxke TeHM B 3TUX KapTUHAX IOJHBI CBETA, U BCE MOJOTHO Ka)XXeTCs Mep-
HAOIIUM U APOKALIUM.

3. Bo Bpems nepuona umnpeccuonusma PeHyap mpuMeHsis MHOTooOpasue
TEXHUK.

4. Xy[0KHUK HAKJIAJIbIBAJ KPACKU TO >KUPHBIMU Ma3KaMH, TO POBHBIM CIIO-
€M, TO OTAEJIbHBIMU TJIAJKUMU Ma3KaMH, HE3aMETHO NEPEXOAAIIMMU OJUH B JpY-
roil.

5. Penyapy ObUTO CBOMCTBEHHO MEPEXOIUTH OT OJHOW TEXHHKH MUChMa K
JOPYroM B OJHOM M TOU K€ KapTUHE.

6. B kaptune «TpomuHKa B BBICOKOM TpaBe» TpaBa Ha MEPEIHEM ILJIAHE
HApHUCOBAHA HEPIUYHBIMUA Ma3KaMH, ITIOX0KMMH Ha 3amsThle, a 3aJHUM IJIaH BBbI-
MOJIHEH TOHKUMHU ISTHAMH KPACOK, CIMBAIOLIMMHUCS OJHO C IPYTHM.

7. Wenesp Penyapa «Mynen ne na ['aneTr» — 3T0 BEJIIMKOJIEITHOE CIIJIETCHUE
COJTHEYHOTO CBETA U MATKOM rosry0oil IbIMKH.

8. Ma3ku, MoJ0XKEeHHbIE KPECT-HAKPECT TOHKUMHU CIOSIMH, TOBTOPSIIOT Pop-

My U OOBEM M B TO € BpeMs MEPEeNaroT SICHYI0 atMocdepy, 3aIUBaromlyo Qury-

pBL.
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9. ITo3:xe Penyap oTkazancs OT UMIIPECCUOHUCTCKOW TEXHUKHU MUChMa CBO-
OOJIHBIMU Ma3KaMU KUPHOUN KpPacKH.
10. On navan uzoOpaxars GUTYpPhl TOHKUMH MPO3PAYHBIMU CIOSMH, KOTO-

pBIE 1aBaJM €ro KpacKaM BHYTPEHHUM CBET.

Exercise 7. Speak on the following topic.

Renoir’s most characteristic style and technique.

Exercise 8. Describe one of the pictures by Renoir.

"The Portrait of Jeanne Samary"* may well be the most impressionist of-
Renoir's portraits. With no hint of shadows or darkness anywhere, with little or no
variation in values, the whole canvas is a quilt of tiny quivering touches alive with
light and a gemlike sparkle. The sitter in this work was Jeanne Samary, an actress
at the Come die Francoise who had the natural charm and beauty that Renoir
required in his models, as well as a luminous complexion — so that, in the artist's

words "she seemed to radiate a light from within".

* "The Portrait of Jeanne Samary" — «IToptpet XKanusr Camapu».

"Luncheon of the Boating Party"* is certainly one of Renoir's finest canvas-
es. There are however several passages that may strike us as being a trifle dry. The
light, on the other hand, is beyond all praise, playing beautifully over the young
woman holding a puppy in the left foreground —none other than Aline Charigot
soon to become Renoir's wife —and the still life on the table, the leftovers of the
picnic lunch. The girl in the center, lolling on the railing, outlined against the
landscape is again Renoir at his best. But we get a dissonant note in the lower right
hand corner of the canvas, particularly in the man straddling the chair, with his hat

rakishly back, who is handled more dryly than the rest, and seen in a harsher light.

* "Luncheon of the Boating Party" — «3aBTpak j10J04HUKOBY.



Text 2. Vincent Van Gogh (1853—1890)

The Dutchman Vincent van Gogh came to Paris in 1886 to study painting. In
Paris he met the Impressionists Degas, Seurat and Lautrec whose works dazzled
him. Their bright and singing colors, the light created by the separation of their
brush strokes, the suppression of local color, contour and chiaroscuro, the fervor
and love of nature in the pursuit of its most fugitive effects fascinated him.

He worked with Signac, lightening his dark northern palette with bright,
sunny colors and employing paint in the pointillist technique.

Varying the Impressionist technique, he applied his spots of paint in a
systematic personal manner. Tiny wriggles of pure pigment were squeezed out of
the tube directly onto the canvas. His "La Mousme" utilizes this trick of color
application. The emphasis now is on sinuous curving movements, on rough and

irregular outlines of forms.

Proper names

Vincent Van Gogh — Buncent Ban Ior.

Edgar Degas — Darap [era (a French painter, 1834-1917).

Georges Seurat — Xopsx Cépa (a French painter, 1859-1891).

Henri Toulouse-Lautrec — Aupu Tyiy3 Jlorpek (a French painter, 1864-1901).
Paul Signac — ITone Cunbsik (a French painter, 1863-1935).

"La Mousme" — «SmoHouka.

Tasks
1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the first and third passages.

3. React to the statements using the phrases of agreement and disagreement.
1. The Dutchman Vincent Van Gogh came to London to study Physics.

2. In Paris he met Realistic painters whose works did not impress him.
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3. Their bright and singing colors, the light created by the separation of their
brush strokes, the suppression of local color, contour and chiaroscuro, the fervor
and love of nature in the pursuit of its most fugitive effects fascinated him.

4. Van Gogh worked with Signac, lightening his dark northern palette with
bright, sunny colors.

5. Van Gogh employed paint in the pointillist technique.

6. Van Gogh applied his spots of paint in an ordinary manner.

7. Tiny wriggles of pure pigment were squeezed out of the tube directly onto
the canvas.

8. The emphasis now is on sinuous curving movements, on rough and

irregular outlines of forms.

4. Answer the questions on the text.
1. How did the works of the Impressionists affect Van Gogh?
2. What fascinated VVan Gogh in Impressionists technique?
3. How do Van Gogh'’s pictures differ from those of the Impressionists?
4. What trick of color application is utilized in his “La Mousme™?

5. What is mainly emphasized in this picture?

Vocabulary

. To dazzle — ocnerisTh, mopakaTh TaTaHTOM.

. TO create — co3gaBatbh, TBOPUTb.

. Separation of brush-strokes — pa3aenenue Ma3KkoB.

. Suppression of local color — momaBenue TOKaILHOTO I[BETA.
. Contour (syn. outline) — koHTYp, odepTaHusl.

. Chiaroscuro — pacnpezenenne CBETOTEHH.

. Pursuit of — crpemnenue, mouck.

. Fugitive effect — mumonetHbIii 3P PeKT.
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. To fascinate — ouapoBbIBaTh, IICHATH.

10. To lighten the palette — ocBeTssITh TAUTDY .
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11. To employ (syn. to apply, to utilize) — npumMeHsTH, UCTTOTH30BATH.

12. Pointillist technique (syn. spot technique) — myanTrIN3M.

13. Spots of paint — nsTHA KpacKH.

14. Pure pigment — uncras kpacka (0e3 100aBJIeHHUS IPYToM).

15. To squeeze out — BEDKMMATh, BbIJIaBJIMBATb.

16. Trick of color application — crioco6 npuMeHeHwMs LIBETA.

17. Emphasis — ocodboe BHHUMaHME, aKICHT.

18. Sinuous curving movements — u3BHBarOIIKECS BOJTHOOOPA3HbIC IBUKCHHS.

19. Rough and irregular outlines — rpy0Obie HepoBHBIE OUYEpTAHHS.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) light created by the separation of the brush-strokes; 2) contour and chiaro-
scuro; 3) to fascinate; 4) to employ paint; 5) to apply spots of color; 6) pure pig-
ment; 7) to utilize; 8) emphasis; 9) sinuous movements; 10) rough and irregular

outlines.

Exercise 2. Give the English equivalents for the following word combinations:

1) monmaBiieHHE JIOKAJIBHOTO I[BETa; 2) TMOUCK MHMOJETHBIX 3(QeKTOB;
3) OCBETIUTh MATUTPY IPKUMH KpackaMu; 4) HaKJIabIBaTh KPACKy B TEXHHUKE Iy-
aHTWIN3MA; 5) MSTHA KPacKku; 6) BBIIABIMBATH KPACKY HA XOJICT; 7) UMCTAs KPAcKa;
8) cmoco0 mnpumeHeHUsI 1BeTa; 9) U3BWIMCTBIE BOJIHOOOPA3HBIC JIBUXKCHMUS;

10) rpyOble HEpOBHBIE OUYePTaHUS HOPM.

Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. Their light produced by the separation of their brush strokes, the
repression of local color, outline and chiaroscuro, the fervor and love of nature in

the search for its most fugitive effects dazzled him.

2. He lightened his palette with brilliant, sunny colors and applying paint in

the spot technique.
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3. Changing the Impressionist manner, he employed his spots of paint in a

systematic personal style.

4. Tiny wriggles of pure color were squeezed out of the tube directly onto
the picture.

5. The stress now is on flowing curving movements, on uneven and

asymmetrical outlines of forms.

Exercise 4. Insert the prepositions where necessary.

Van Gogh worked ... different ways, now ... a brush, now ... a palette
knife, sometimes painting ... a transparent wash, sometimes ... a thick impasto
hatching and cross-hatching ... a variety ... ways. ... his portraits, Van Gogh did
not achieve a likeness ... dint ... a slow building ... ... the forms; he caught the
likeness ... a few swift brush strokes, setting ... only the essential. He revealed the
character ... a person ... exaggeration ... the drawing and ... the arbitrary use ...

color.

Exercise 5. Insert the articles where necessary.

Superficial charm and surface description are ... furthest things from ...
painter's mind. He distorts ... various elements of ... figure and makes them con-
form to ... outline of ... chair; ... body is reduced to ... series of color and form

patterns.

Exercise 6. Translate the sentences into English.

1. 'onnannen, Buncent Ban IN'or mpuexan B [lapuk, T/i€ OH TO3HAKOMUJICA C
nmnpeccuonrctamu Jlera, Cépa u Jlorpexom.

2. VX sApkue Morolye 1BeTa, CBET, CO3JaHHbIM pa3jieIeHUEM Ma3KOB, IO-
JIaBJICHUE JIOKAJIBHOIO IIBETA TOpa3wiv BuHceHTa.

3. Ctpacth u 11000Bb K TIPUPOJIC, B TIOUCKE €€ CaMbIX MUMOJICTHBIX 3 (DeK-

TOB O049apoOBaJil XyJOKHHKA.
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4. Baun T'or pa6ortan ¢ Ilonem CUHBSKOM, OCBETJIAA €r0 TEMHYIO MAUTPY
SPKUMHU COTHEYHBIMHU KPACKaMH.

5. Bappupysl TeXHUKY UMIIPECCUOHM3MA, OH HAKJIa/bIBaJ KPacKy Ha XOJICT B
MaHepe MyaHTUIIM3Ma.

6. Ban ['or BbAAaBIIMBAJ YUCTYIO KPACKY MPSIMO HA XOJICT.

7. B xapTuHe «S1oHOYKa» UCIIONb3YETCs ATOT CIOCOO MPUMEHEHHUS 1IBETA.

8. Ban l'or nmemaer akieHT Ha M3BWIKMCTHIX BOJHOOOPA3HBIX JBIKEHUSAX U

rpyOBIX HEPOBHBIX OYEPTAHUSIX (POpM.

Exercise 7. Speak on the following topic:

The works of Van Gogh and their impact on the viewer.

Exercise 8. Describe one of the pictures by Van Gogh.

One of the pictures in which he most completely expressed himself was
"The Prison Yard»*. Here he conjures up with forcible economy the tragic aspect
of these prisoners pacing their monotonous round and makes the high walls
eloguent of the impossibility of escape. Nothing is more affecting than the endless
rotation of these marching figures, their circular movement emphasized in its

monotony by their radiating shadows.

* "The Prison Yard” — « TropeMHBbI#1 ABOpY».

In "The Portrait of Dr. Ray" the energetic and smiling features of the subject
have been observed and recorded with great penetration, the likeness caught by a
sure hand. Forms have been outlined and volume emphasized with equal certainty.
The same confidence is evident in the way Van Gogh has placed the model against
the green background of the ornamental spiral and lozenge shapes which are close-

ly related to the inflections of the sitter's shoulders and facial rotundities.

* "The Portrait of Dr. Ray” — «IToptpet noxropa Pas».
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Text 3. Pablo Picasso (1881—1973)

Pablo Picasso, Spanish painter, the initiator of Cubism exerted probably the
paramount influence on the art of the 20th century.

During "the blue period” with its predominant cool tones of blue and blue-
green (1901—1904), Picasso concentrated almost exclusively on the human figure
which he placed usually alone and still against a simple background.

The painting of a blind guitarist ("The Old Guitarist") summarizes the stylis-
tic extremes of "the blue period”. The color is persistently monochrome and the
composition characteristic is a single figure placed against a relatively simple
background. The expressive distortions, reminiscent of EI Greco, have been so
exaggerated that they seem mannered.

Around 1905 Picasso lightened his palette, relieving it with pink and rose,
yellow-ochre and grey. He began to paint circus performers, harlequins and
acrobats in a more graceful manner, with extraordinary subtlety and sensibility.

In 1906 Picasso abandoned his "'rose period” and experimented in a ruggedly
simplified new style, as evidenced in his "Les Demoiselles d'Avignon”. This
picture is essentially an arrangement of figures, with the background draperies
flattened and violently broken up into geometric planes.

In the "Seated Nude", painted in 1909—1910, realistic details, atmospheric
effects and naturalistic color were abandoned. Attention was focused on movement
in space, on seeing things from diverse angles, and on artistic means rather than on
subject matter.

During Picasso's earlier Cubist period, the surfaces of his canvases were
delicately toned in brown or grey by dots in pointillist fashion, displaying some
constructive design, mainly abstract, though here and there realistic fragments of

recognizable objects were introduced.

Proper names
Pablo Picasso — ITa6so ITukacco.

"The OId Guitarist" — «Crapblii THTapUCTY.
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"Les Demoiselles d'Avignon" — « ABUHBOHCKHE JI€BHUIIBI».

Tasks

1. Read the text for detailed understanding.

2. Do the phonetic reading and literary translation of the third and seventh

passages.

3. React to the statements using the phrases of agreement and disagreement.

1. Pablo Picasso was the initiator of Avant-Garde who exerted a little
influence on the art of the 20th century.

2. During "the blue period" Picasso concentrated on the human figure placed
alone and still against a simple background.

3. The painting of a blind guitarist summarizes the stylistic extremes of “the
blue period".

4. The color is persistently polychrome, and the composition characteristic is
a group of people placed against a complex background.

5. The expressive distortions, reminiscent of EI Greco, seem natural.

6. In 1905 Picasso lightened his palette, relieving it with pink and rose,
yellow-ochre and grey.

7. Picasso painted circus performers, harlequins and acrobats with
extraordinary subtlety and sensibility.

8. After Picasso had abandoned his “Rose Period” he began to experiment in
a ruggedly simplified new style.

9. In the “Seated Nudes” Picasso focused his attention on the subject matter.

10. During his Cubist period Picasso delicately toned the surfaces of the

canvases in pointillist fashion.
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4. Answer the questions on the text.

1. Why did Picasso have the paramount influence on the art of the twentieth
century?

2. What are the main composition characteristics of the “Blue Period”?

3. What changes came about in Picasso’s palette after his “Blue Period”?

4. What changes in manner and style can be traced in Picasso’s work and
how are they related to the subject?

5. What are the main features of Picasso’s Cubist period?

Vocabulary

. Initiator — 0cHOBOITOI0KHUK, OCHOBATEIIb.

. To exert influence — okasarp BiusHUE.

. Background — ¢on, 3aaHwmii mtaH.

. To summarize — cyMMHpOBaTh, MOJABOIUTH UTOIH.

. Stylistic extremes — cTunrcTUYECKHE KPAHOCTH.

. Persistently monochrome — mocTosiHHO OHOI[BETHBIH.

. Expressive distortions — BeIpa3uTelIbHOC HCKPUBIICHUE, HCKAKEHUE.

. Reminiscent — sarroMuHaOMMNA.

© 00 N OO O B~ W DN P

. To exaggerate — npeyBeIM4YUBATh.

[HEN
o

. Mannered — MmaHepHBIiA, BBIYYPHBIH.

[EEY
[EEN

. To lighten the palette — ocBeTs1s1Th TAUTDY.

[HEN
N

. To relieve — 31. cMEHSTB.

[HEN
w

. Subtlety and sensibility — ToHkoCTh M 9yBCTBUTEIBHOCTD.

[HEY
SN

. To abandon — npekpariath, OCTaBJIsATh, OTKa3bIBATHCS OT. ..

[HEN
o1

. Ruggedly simplified style — rpy6o ympoIieHHbIi CTHITb.

[EEY
(o))

. Broken up into geometric planes — pa30ouThlIif B TeOMETPHUUECKUX IIIOCKOCTSIX.

[EEY
\l

. From diverse angles — ¢ pa3HbIX CTOPOH, IO/ Pa3HBIMH YTIIaMH.

[HEN
o

. Artistic means — Xy 10)keCTBEHHBIC CPE/ICTBA.

[EEY
©

. Subject matter — tema, coaeprkanue, mpeaMeT.

N
o

. Surface of canvas — moBepxXHOCTb XO0JICTA.
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21. Delicately toned — uckycHO CMSTYEHHBIH.
22. Pointillism (syn. spot technique) — myasTrIn3m.

23. Constructive design — KOHCTPYKTHBHAs KOMITO3HUIIHSI.

Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following word combinations:

1) initiator of Cubism; 2) persistently monochrome; 3) expressive distor-
tions; 4) to exaggerate; 5) to lighten the palette; 6) extraordinary subtlety and sen-
sibility; 7) to abandon “Rose Period”; 8) to see things from diverse angles;
9) subject matter; 10) delicately toned in brown or grey by dots in pointillist fash-

ion.

Exercise 2. Give the English equivalents for the following word combinations:

1) pacnionarate ¢urypy Ha npoctoM (oHe; 2) CyMMHUPOBATh CTHIUCTHYC-
ckue KkpaiiHoctu «lomyOoro mnepuona»; 3) HamoOMHHAIOMUNA;, 4) BBIYYPHBIN;
5) ocBeTNIUTH HATUTPY; 6) TPy0O YIPOIICHHBIH CTUIIb; 7) pa30MThI B reOMETpUYEC-
CKUX TUIOCKOCTAX; 8) OTKa3aThCsl OT BO3AYIIHBIX 3((EKTOB U €CTECTBEHHBIX I[BE-

TOB; 9) XynoxecTBeHHbIE cpeacTBa; 10) UCKYCHO CMSTUYUTDH MOBEPXHOCTH XOJICTA.

Exercise 3. Paraphrase the underlined words using your active vocabulary.

1. The picture of a sightless guitarist sums up the stylistic extremes of “the

blue period".

2. The color is steadily colorless and the composition characteristic is a

single figure placed against a relatively uncomplicated background.

3. In 1906 Picasso neglected his "rose period” and experimented in a
ruggedly simplified new manner.
4. Attention was paid to the movement in space, on seeing things from

different sides, and on inventive means rather than on subject matter.
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5. During Picasso's earlier Cubist period, the textures of his pictures were
skillfully toned in brown or grey by dots in pointillist manner, displaying some

constructive design.

Exercise 4. Insert the prepositions where necessary.
... 1918 Picasso returned mainly to traditional paths and based his pictures
. natural form. His paintings became magnificently plastic and monumental.
Then he changed again. Much ... his work ... 1925 is fantastic and visionary ...

character.

Exercise 5. Insert the articles where necessary.

... paintings of "... blue period", with their predominant cool tones of blue
and blue-green, usually dwell on sad or desolate people — blind men, beggars, ...
hopelessly poor. ... painfully thin body of ... aged man in Picasso’s “... Old Gui-
tarist” is cramped and twisted into ... sitting position. Like ... window, whose
glimpse of sky silhouettes ... bent head, ... straight lines of ... picture frame em-

phasize ... angular pose of ... cross-legged musician.

Exercise 6. Translate the sentences into English.

1. Tlukacco, OCHOBOMOJIOKHUK KyOH3Ma, OKa3ajl CUJIbHOE BIIMSIHUE HA HC-
KyccTBO XX BeEka.

2. B teuenue «I'omy6oro nepuoia» XyJa0KHUK COCPEAOTOUYMBAIICS HA YeJIo-
BeUYECKOM (hUrype, KOTOpYyIo OH pacroiarai Ha IpocToM (oHe.

3. Kaptuna «Cnenoit rutapuct» Ilukacco CyMMHUpYET CTUIMCTHYECKHUE
KpaitHocTH ero «I omy0oro nepuoaay.

4. Jrta paboTa BBINIOJIHCHA B OJTHOM IIBETE.

5. BeIpa3zutenbHble HCKaXXEHUs, HANOMUHAIONIME CTUIb OIib ['peko,
HACTOJIBKO MPEYBEJINYEHBI, YTO KaXKyTCsI MAHEPHBIMU.

6. B 1905 rogy Ilukacco ocBETIIWI MaauTpy, CMEHUB LIBETA HA PO3OBBIM,

YKEJITBIA, OXPUCTBIN, CEPBIN.
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7. B teuenune «Po3zoBoro nepuoaa» Ilukacco m3oOpaxan HUPKOBBIX apTH-
CTOB C HEOOBIYAHHOM TOHKOCTBIO U YYBCTBUTEIHHOCTHIO.

8. ITocne Toro, kak [Iukacco 3akoHunn «Po30BbIN MEepUOa», OH Hadajl JKC-
NEPUMEHTUPOBATH B Ipy00 YNPOIIEHHOM HOBOM CTHIIE.

9. Ilukacco oTka3ajicst OT BO3AYIIHBIX 3(PPEKTOB U €CTECTBEHHBIX IIBETOB U
oOpaTui BHUMaHHE Ha XyA0KECTBEHHBIE CPECTBA.

10. B teuenne «KyOucrtckoro mepuoja» XyJOKHHUK UCKYCHO CMsT4ai IO-
BEPXHOCTh XOJICTa TOUYEYHOW TEXHHUKOH, CO3AaBasi KOHCTPYKTHBHYIO, 4acTo a0-

CTPAKTHYIO KOMITO3ULIHIO.

Exercise 7. Speak on the following topic:

Changes in manner and style traced in Picasso’s artistic career.

Exercise 8. Describe one of the pictures by Picasso.

"Guernica"*, a huge canvas, is one of Picasso's greatest creations. Picasso
used the ancient animal symbols of Spain to spell out the terrible catastrophe.
Briefly, one sees: at the right a woman with arms raised falling from a burning
house, another rushing in toward the centre of the picture; at the left a mother with
a dead child and on the ground the hollow fragments of a warrior's figure, his
features askew, one hand clutching a broken sword near which a flower is growing.
At the centre of the canvas is a disemboweled horse with a spear-point tongue;
another woman whose breast nipples have become bolts and who is crazed and
cross-eyed with pain and grief — all these images and the expressive distortions
suggest cruel affliction. From the right out of a window, flows the fearful face of a
woman and a long arm like a hallucination. She holds a candle over the scene, and
it seems to be a symbol of a horrible humanity. The war-time agony of death and
senseless destruction is emphasized by the stark black, white, and grey

composition; there is no color.

* "Guernica" — «I"epHUKa».
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The composition of "Les Demoiselles d'Avignon"* was derived from a small
bather composition by Cezanne. The intensity of the partially decomposed figures
contrasts with a still life in the foreground. Instead of Cezanne’s lovely roses, blues
and greens, the figures are largely light brown; their anatomy is indicated by
uneven white or black contours. A harsh blue, as if a sudden glimpse of sky,
surrounds the figure at the upper right. The staring expressions of the central

figures give way at all sides to simplified, influenced by African sculpture, faces.

* "_es Demoiselles d'Avignon" — « ABUHbOHCKHE JCBHUIIBD).
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SUPPLEMENTARY READING

Text 1. Giotto (1266/76—1337)

The history of painting in Western Europe begins with the thirteenth-century
pioneer, Giotto. From the relatively stiff artistic background of his time Giotto
developed a majestic, sculptural style which set Italian art on its future path.
Although his technical contribution to painting is enormous, Giotto's great feeling
for humanity makes his work a high point in the movement toward the humanizing
of art and life begun early in the century. In both respects he is a key figure, his
personality stamped on the whole course of Italian art. For more than two hundred
years after his death artists acknowledged their debt to this master of monumental
dignity and controlled emotional strength.

The young Giotto helped with the frescoes in the great church of St Francis
in Assisi. Here the young apprentice absorbed both the flat-patterned, emotional art
of his own teacher (Cimabue, a Florentine artist) and the rounded forms of the
painters from Rome who had been influenced by the ancient sculptures in the
Eternal City. Giotto combined these qualities to form a new and personal style.

In a "St Francis" done for the Church of Santa Croce in Florence, Giotto
repeated the powerful sculpturesque impression and sense of dignity achieved by
him earlier in his frescoes painted at Padua. To these elements he added the quality
of decorative symmetry. "The Death of St Francis" reveals a carefully balanced
composition which increases the effectiveness of the presentation in a way that was
to become increasingly characteristic of Italian art.

In a neat shallow box space the deathbed is flanked by two doorways, each
with its group of five mourners. Another five stand against the rear wall, while
three figures kneel on either side of the bed. The actuality and solidity of these
figures is heightened by the draperies covering them. This powerful impression of
form is apparent even over the shoes of the foreground characters whose faces are

not seen, but whose reality cannot be doubted.
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Text 2. Masaccio (1401—1428/29)

Giotto’s method had been to outline the figure and, through the powerful
contour, suggest a third dimension. Line was a shorthand method of indicating
form; it carried the eye of the spectator in the directions desired by the painter.
Masaccio achieved a considerable optical illusion of depth in his landscapes, as
well as in the painting of architectural constructions, applying the laws of
perspective. Masaccio's method is illustrated by the famous "The Tribute Money".
It differentiates between the light that falls on a rounded figure and the shadows it
casts — more or less what actually happens in nature. The light-and-dark or
chiaroscuro technique was conceived almost at one stroke. During a period of
perhaps three years, the artist developed this new way of building up the mass of a
form and of placing it in a given part of three-dimensional space. The effect of his
remarkable feat can be traced in the work of the great masters of the High
Renaissance.

Masaccio was also able to portray figures out of doors so convincingly that
they appear to blur as they move away from us. Linear perspective reproduces the
effect of forms growing smaller in the distance. With his new aerial perspective

Masaccio pointed out that they also grow dimmer and out of focus.

Text 3. Van Eyck (1370/85—1441)

Realism became a force that gave new life to art in the whole of Europe
during the early fifteenth century, and one of its leading figures was the Flemish
painter Jan van Eyck.

Jan van Eyck discovered for himself that the illusion of reality could be
heightened by a systematic arrangement of light and shade which subdued the
color of the object and created atmosphere.

The paintings of Jan van Eyck have an enamel-like surface giving an almost
jeweled effect; the particularly shiny and transparent quality is due to the use of the
newly-developed oil-and-egg emulsion. The rooms are filled with atmosphere that

seems so real as to be almost tangible. This atmospheric effect is a constant feature
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of Flemish painting. Along with the luminous detail and highly polished finish of
the various objects, it turns up once more in the Dutch painters of the seventeenth
century like Vermeer.

Van Eyck's great masterpieces are the paintings for the altar at Ghent: "The
Betrothal of the Arnolfini” and "The Rollin Madonna” (or "The Virgin with
Chancellor Rollin™). He reached his greatest triumph in the painting of portraits

which stressed the unique human features of each individual.

Text 4. Botticelli (1445—1510)

Botticelli is one of the great poetic painters — sensitive, withdrawn from the
world, interested in the expression of a delicate and exquisite feeling unmatched in
his or almost any time. In strong contrast to the sculpturesque scientific method of
the Giotto-Masaccio tradition, Botticelli's work is a gentle, lyrical, poetic style
worked out with flat picture surfaces and decorative flowing linear effects.
Emotionally it is never brutal or overpowering, but diffident, reserved, subtly
suffering.

"The Birth of Venus" is the poet-painter's evocation of the goddess of love
out of the sea. In a remote and self-absorbed way, she stands on a cockleshell,
blown shoreward by breezes represented on the left. The semicircular composition
iIs completed by the woman on the right who eagerly waits to receive the nude
goddess. In spite of this arrangement the picture is not balanced in the monumental
Masaccio manner; it is rather a series of twisting, turning lines and forms. The
painter is not interested in stressing the three-dimensional or sculptural quality, but
rather in evoking emotional effects through the restlessness of outline and mood.

The movement begins with the intertwined forms of the breezes as they fly
toward the right, their draperies blowing wildly and wings tensely arched. It
continues with the deliberately off-centered Venus and her curling, snake-like hair.
Finally it ends in the forward-moving, draped woman and the sinuously curved,
almost metallic covering she holds ready for the goddess. The eye of the spectator

follows the restless curving lines and constantly changing movement from one side
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to the other and from top to bottom. Although Venus is the central figure, the artist
has placed her far enough to the right to lead us in that direction. Nor is she the
dramatic centre of the work, for the energetic breezes and the eager young woman
at the right are just as significant.

A special place in the treasury of world graphic art belongs to Botticelli's
superb series of pen drawings for Dante's "Divine Comedy" which date from about
1485—1490. His other drawings rank just as high.

Botticelli's exquisite, poetic drawing of "Abundance” has long been looked
upon as perhaps the most beautiful Florentine drawing in the world. It is not a
study for a painting, but a drawing done for its own sake and highly finished. It is a
fine pen drawing with brown wash on a light reddish ground heightened with
white. The horn of plenty and the children on the left are done in black chalk.
While as a rule we speak of Botticelli as a linearist, it is clear that in this
masterpiece there is added a tonal effect which is the result of a skilful

combination in the use of brush and pen.

Text 5. Michelangelo Buonarroti (1475—1564)

Michelangelo Buonarroti was born in 1475 in a small town near Florence.
When Michelangelo was thirteen he was apprenticed to Ghirlandaio for three years
during which time he showed a definite preference for sculpture.

In 1494, he visited Venice and Bologna before going on to Rome to execute
his Pieta for Saint Peter's (1498—1500). The subject is a very difficult one, for the
Virgin holds the body of Christ across her knees. Earlier Renaissance sculptors had
added Saint John and Magdalene to the scene to help support the inert body and
prevent it from seeming to crush the frail Madonna. Michelangelo excluded the
two figures and by subtle positioning and by exaggerating slightly the scale of the
Virgin he created a compact and isolated monument of extraordinary emotional
force.

Within the majestic dignity of the group there appear countless delicate

contrasts. The rigid lines of Christ angle across and around the graceful curves of
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the Madonna as she rests resignedly, her knees sloping forward, her body arching
back and then forward, protectively above. This is the first work Michelangelo
ever signed. Legend has it that after the group was installed in the chapel; some
northern visitors were overheard attributing it to one of their own countrymen.
Whatever the cause, he carved "Michael Angelus Bonarotus Florentinus Faciebat"
on the broad strap that runs across the left breast and shoulder of the Virgin. From
this time on his distinctive style was sufficient identification.

On his return to Florence in 1501 Michelangelo signed a contract to make
the famous statue of David which was to commemorate the deliverance of the city
from her enemies. Contract in hand, he started in at once. Around the marble he
built a shed which was locked at all times, a precaution that implies a preference
for his own company, a distrust of his fellows, and, very possibly a sharp sense of
publicity. He worked with a furious energy so great that he often slept in his
clothes, grudging the time it took to take them off and put them on again.

Technically this statue marked a change in Michelangelo's development. In a
single work he achieved the difficult transition from normal scale to the colossal
without a flaw, setting back the chin slightly, so that it would not cut off too much
of the features from the spectator's view, building out the nose and forehead,
placing the eyes on a subtly slanting plane. He relied on the sharp turn of the neck
to animate the profile and selected veins and sinews to give telling vitality to the
surface.

At the age of thirty Michelangelo was called to Rome and for the next thirty
years he worked there for a succession of Popes. Apart from the unfinished tomb
for Pope Julius 11, which was to have been his masterpiece in sculpture, the most
important work of this period is the magnificent and elaborate painting on the
ceiling of the Sistine Chapel in the Vatican. This immense ceiling, almost an acre
in area, is forty feet above the ground, curved in form and interrupted by window
openings. It would have been a tremendous problem to any experienced painter.
For Michelangelo, who had as yet done very little painting, certainly nothing on an

overhead surface, it was a formidable challenge.
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The Prophet Jeremiah on the Sistine ceiling is one of the most expressive
figures; the bent shoulders and general downward movement symbolize the
sadness of this great seer who sits, chin in hand and eyes half closed, revealing his
thoughtful dejection. Most masters of the High Renaissance were able to express
the emotions of their figures through positions of the arms and legs or postures of
the body; they attached as much importance to these factors as to the expression on
the face itself. This is as true of Jeremiah as of Adam in the Creation scene (also on
the ceiling of the Sistine Chapel) or Leonardo's "Madonna of the Rocks".

What is especially striking — and characteristic of Michelangelo — in the
portrayal of Jeremiah is the illusion of a three-dimensional space in which the fig-
ure can actually move. This is effected through the powerful contour line of the
form itself, and the painted recess of the niche in which it is set. Jeremiah's legs are
drawn in under him, implying the same possibility of movements as do the
hunched shoulders and sunken head.

When the monumental painting in the Sistine Chapel was finished, it was
signed: "Michelangelo, Sculptor".

Michelangelo's thoughtful, passionate force of character was reflected in his
work, with its love for contorted nudes to express emotion through the device of
turning one part of the body in a different direction from another, and yet balancing
the parts of the body. In a study for the Sistine Chapel ceiling the Lybian Sybil is
drawn in red chalk. The chalk lines model with great force the forms of the head
and the mighty back and arms. Great care has been given to the anatomical
structure of the figure and the muscles show with more distinctness and salience
than they would even in the most highly trained athlete. The figure has been
thought of "in the round", from all sides, as a sculptor would conceive it, and not as

an appearance of the model from one position only, the usual practice of painters.

Text 6. Titian (1485/90—1576)
During the 16th century Venice occupied a dominating position in the art

world, and painting flourished anew under the leadership of Giorgione, Titian and
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their followers. Color became predominant, while ease and forcefulness in
technique was allied with dashing execution.

It was in the art of Titian that Venetian art reached its peak. Titian's portraits
are astonishing in their penetration of character. The formal and closely knit
composition of his portraits enhances the fantastic quality of the color which is lit
by an inner light. This is revealed in the portrait of Pietro Aretino, a poet who is
portrayed in imposing dignity as he advances, his robe with wide lapels thrown
carelessly open across his chest. Painting in broad, sure strokes and de-
emphasizing details, the artist achieves an impression of genuine three-
dimensionality and volume. While the fabrics of the clothing are not done in detail,
they are rendered with a regard for their actual quality as materials. Aretino
describes the living quality of this portrait himself: "Certainly it breathes, pulsates
and moves the spirit in the way I do in life."

The more directly sensual and ostentatious side of Titian's art may be seen in
the "Venus and the Lute Player". In this late work, the delicacy and richness of
Titian's color reaches a new height with its sensitive glazes and surface mixings of
paint. The broad sweeping lines of the composition carry the eye from side to side
in a semicircle reaching from the little Cupid at the right to the tip of the musician's
lute and up into the mountains at the left. The nude Venus and the young poetic
nobleman seem to have been interrupted in the course of playing music. She holds
a flute in her hand and the young man turns from his lute to watch the little godling
place a crown of flowers on her head. There is a feeling of things having stopped,
of sounds hovering in the air. But this voluptuous and richly portrayed woman is
far from a poetic type — not because she may to our eyes look somewhat
overabundant but rather because the painter looks upon her in too matter-of-fact a
way. She is a magnificent still life, a beautifully and materialistically handled piece
of flesh, rich and splendid like the red curtains in the background with their warm

shadows.
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To repeat an old doctrine: from Leonardo one can learn about light and
shade, from Michelangelo about anatomy and movement, from Raphael about

expression, and from Titian about color.

Text 7. Caravaggio (1573—1610)

Few artists in history have exerted as extraordinary an influence as the
tempestuous and short-lived Caravaggio. He was destined to turn a large part of
European art away from the ideal viewpoint of the Renaissance to the concept that
simple reality was of primary importance. The difference lies between what an
artist thinks is the proper way to show something, and what he actually sees.

Caravaggio was one of the first to paint people as ordinary looking. Thus in
"Death of the Virgin", he depicted the mother of Christ with unheard of realism, so
that the painting was refused by the church of Santa Maria della Scala in Rome.

In this picture the painter has caused the light to be thrown across these
figures as though from a spotlight. This theatrical device controls the illumination
as it moves across the heads at the upper left down to the right, where it brightens-
the face of the main character, the dead Virgin. With clever planning, the faces
about her are either in partial shadow or bent so that their features do not distract
from the artist's main purpose. The main function of the light seems to be the
creation of form in the picture space. In spite of Caravaggio's avowed dislike of the
conventional art of his period, he cannot help being a part of the expression of the
time in his own way. In most baroque paintings, there is a deliberate
incompleteness; cut-off figures carry the eye out of the painting on all sides, and
back into it as well. In most of Caravaggio's paintings composition depends on the
gestures of the figures and the lighting, which is usually violent with spotlight
effects. Colors are dark and somber, hardly more than monochromatic reds and
browns. Later his palette darkened increasingly while his lighting became still

stronger and more contrasting.
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Text 8. Vermeer (1632—1675)

Jan Vermeer ranks as one of the most powerfully original painters produced
by 17th century Holland, despite the fact that his entire output amounted to no
more than forty or so paintings. He remained relatively ignored during his own
brief lifetime, and not until the 19th century was his work rediscovered and
finally appreciated.

Vermeer almost always chose as subject matter glimpses of daily life, and
almost invariably interiors. These paintings are visions of calm with very few
figures, generally no more than one or two, usually women alone and immobile, as
if their gestures were suspended for posterity. Inevitably Vermeer's compositions
were of extreme simplicity, with volumes clearly defined by pure contours.

One of the artist's underlying concerns was the rendition of light, radiant
light coming from somewhere beside or behind the canvas. Vermeer preferred cool
tones of blue, white and yellow, with, all of a painting's components blending to
create an atmosphere of peace and serenity. In "The Painter's Studio", done about
1665, the pure geometry of the forms and the simplicity of the volumes make one
forget the details of the decor (lamps, floor tiles), which are nevertheless noted
with precision.

Vermeer offers the most impressive reflection of the worldly side of
seventeenth-century Dutch life — its love of fine furniture, attractive women, and
lavish clothing. "The Officer and Laughing Girl" may recall the sanctity of two
haloed figures confronting each other in an interior, but now they are having a chat
and a drink. This simple, even trivial activity is raised to a higher level by the rich
warm atmosphere that suffuses the room, the clear glowing colors in which the
characters are dressed, their great dignity and self-confidence, and the way in
which the various parts of the picture are brought together.

The atmospheric quality had been used long ago by Van Eyck; it becomes
important again in the baroque art of this period. That is just one of the glorifying
elements here. Even more striking is the "touchable" quality that we get from the

objects in the room — table, chairs, glass, cloth, map rods, and window panes.
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Under the enamel-like surface each substance is realized with a crystal clarity that
also recalls the interiors of the early northern masters. The strong composition is
not only a formal element, it also serves to give strength and emphasis to what is
happening. This is accomplished by the use of a clear silhouette for each form.
Another instance of baroque qualities is found in the "Young Woman with a
Water Jug".The strong feeling for the texture of substances marks this as a typical
Vermeer work. The young girl is lost in thought as she gazes through the window.
As in most Vermeer's pictures, light is the dominating factor. Here it is used to
silhouette the young woman against the wall and to throw reflections from the blue
window pane into her face and white starched collar and hood. These reflections
are almost impressionist in their awareness of the influence of adjacent objects on
each other. The blue cushion is mirrored in the silver bowl, and the figured table-

cloth is reflected on the underside of the bowl.

Text 9. William Hogarth (1697—1764)

William Hogarth was unquestionably one of the greatest English artists and
a man of remarkably individual character and thought. It was his achievement to
give a comprehensive view of social life within the framework of moralistic and
dramatic narrative. He observed both high life and low with a keen and critical eye
and his range of observation was accompanied by an exceptional capacity for
dramatic composition, and in painting by a technical quality which adds beauty to
pictures containing an element of satire or caricature.

The fact that he was apprenticed as a boy to a silver-plate engraver has a
considerable bearing on Hogarth's development. It introduced him to the world of
prints after famous masters, or by the satirical commentators of an earlier day.

To appreciate that Hogarth was not inferior to the most skilled of the
baroque painters of his day in creating a sense of recession one should study the
subtle artistry with which the eye is guided step by step, past alternating
projections, from either side of the street to the towering steeple in the background

of his engraving "Gin Lane", No less subtle is the feeling of recession created,
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despite the crowded foreground, by the high-lights in the far and middle distance
of "The March to Finchley" or, by the street scene in the background and the shafts
of light entering through two successive openings in the side wall of "The Election
Entertainment".

The election satire was occasioned by the Oxfordshire election of 1754. In
“The Election Entertainment™" two Whig candidates for Parliament give a banquet
for their supporters in the local inn while the rival Tory party parades outside the
window. On this occasion there are no social distinctions between gentleman and
voter, and alcohol has contributed to the general sense of equality.

At the left the first candidate, Sir Commodity Taxem, receives the
confidences of a fat woman; a shoemaker pushes their heads closer together and
turns his pipe out over the head of the knight, while a young girl admires his ring.
In the next group a chimney-sweep takes a similar opportunity to score off his
social superior by squeezing painfully the hand of the second candidate in an
affected demonstration of friendship and loyalty. A gluttonous clergyman acts as
the division between these groups and the two succeeding ones, in which the
gentry are successfully amusing their social inferiors.

The inscriptions, slogans, etc. refer to the rival policies of the Whigs and
Tories, the former advocating "Liberty and Loyalty” and the latter "Liberty and
Property".

Hogarth's method of suggesting depth through receding structures and
lighting effects is artificial and deliberate: it is the scenic artist's device for
articulating and emphasizing the dramatic action of his figures. But Hogarth's
actors are the citizens and tradesmen, the soldiers and politicians, the beggars and
thieves and idle rich of eighteenth-century London. His earth-bound scenes teem
with life; every one of his actors is engaged in a special plot of his own. Hence
Hogarth cannot, as a rule, concentrate his spotlight on a single point, but must
disperse his highlights over his composition to pick out its successive sub-plots one

by one.
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He loathed symmetry and put his faith in the "beauty of a composed
intricacy of form" that leads the eye along a serpentine line through three
dimensions — his famous S-line and especially it enlivens his series of pictorial
satires.

The first successful series “The Harlot's Progress”, of which only the
engravings now exist (the originals were burnt in 1755), was immediately followed
by the tremendous verve of "The Rake's Progress"; the masterpiece of the story
series "The Marriage-a-la-Mode" followed after an interval of twelve years.
Hogarth seems to have hit on the idea of these series by accident, but once
conceived it was soon backed by a deliberate programme. Hogarth's satires were
not burlesques; besides being, in the formal sense, serious painting, they were also
serious moral and social satires. He was entirely in key with the moral and
philanthropic mood of his age. His art was a reflection, an interpretation, and a
commentary on the social condition of his time. He found inspiration not in other
people's art (though he borrowed readily from a great variety of sources), but in
life and nature on his doorstep and in the London streets. "The Rake's Progress”,
like the other series, was made a commercial possibility by its widespread sale in
engraved form (the paintings were basically only one stage towards the
engravings).

In portraiture Hogarth displays a great variety and originality. The charm of
childhood, the ability to compose a vivid group, a delightful delicacy of color
appear in "The Graham Children" of 1742. The portrait heads of his servants are
penetrating studies of character. The painting of "Captain Coram", the
philanthropic sea captain who took a leading part in the foundation of the
Foundling Hospital, adapts the formality of the ceremonial portrait to a democratic
level with a singularly engaging effect.

The quality of Hogarth as an artist is seen to advantage in his sketches and
one sketch in particular, the famous "Shrimp Girl" quickly executed with a limited
range of color, stands alone in his work, taking its place among the masterpieces of

the world in its harmony of form and content, its freshness and vitality. In this
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portrait he reveals himself as more concerned with character than with basic form,
and it is usually dependent upon a feeling for the revelation of a transient mood.
The swift brush working, one feels, at top speed to seize the passing moment, gives
an impressionist's picture. Franz Hals, despite his richer impasto, comes to mind.
The canvas is alive because of the swiftness of the artist's vision, his understanding
of the significance of expression. Like everything which came from Hogarth it is

his own, unprejudiced and uninfluenced.

Text 10. Joshua Reynolds (1723—1792)

In Reynolds' day society portraiture had become a monotonous repetition of
the same theme, with only the most limited of variations permissible. According to
the formula, the sitter was to be posed centrally, with the background (curtain,
pillar, chair perhaps a hint of landscape) disposed like a back-drop behind,;
normally the head was done by the master, the body by a pupil or "drapery
assistant”, who might serve several painters. Pose and expression, even the features
themselves, tended to be regulated to a standard of polite and inexpressive
elegance; the portraits told little about their subjects other than that they were that
sort of people who had their portraits painted — they certainly gave nothing away
beyond the summary description of the features. They were effigies; life had
departed.

It was Reynolds who insisted in his practice that a portrait could and should
be also a full, complex work of art on many levels; he conceived his portraits in
terms of history-painting. Each fresh sitter was not just a physical fact to be
recorded, but rather a story to be told (or sometimes, one suspects, a myth to be
created). His people are no longer static, but caught between this movement and
the next, between one moment and the next. Their minds and bodies exist on the
brink of various possibilities, and they are essentially involved in the weather of
life.

Reynolds was indeed a consummate producer of character (whether they

bore much resemblance to the originals, the raw stuff from which they were
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created, is another, academic matter; in point of fact, the catching of a convincing
likeness was not his forte), and his production methods reward investigation. For
them he called upon the full repertoire of the Old Masters; in ltaly, as a young
man, he had studied the Old Masters of all schools, not so that he could ape their
individual works, but in order to win a similar mastery of the effect which they
knew how to achieve: to rival them in their own language but not to pastiche them.
In the building up of the picture in light and shade, his hand ling of composition,
he also paid homage to Rembrandt.
Reynolds painted portraits, group pictures and historical themes. His sitters
included the socially prominent people of the time and when the Royal Academy
was founded in 1768, he naturally became its first president.

Among his best works are those in which he departs from the traditional
forms of ceremonial portraiture and abandons himself to inspiration, as in "The

Portrait of Nelly O'Brien", which is aglow with light, warmth and feeling.

Text 11. John Constable (1776—1837)

John Constable was the first English landscape painter to ask no lessons
from the Dutch. He was born at East Bergholt on the Suffolk side of the river
Stour. The beauty of the surrounding scenery, its luxuriant meadows, its woods and
rivers became the subject matter of his painting. It was his desire not merely to
paint "portraits of places" but to give a true and full impression of nature, to paint
light, dews, breezes, bloom and freshness.

Constable saw the lovely greens in nature and painted them as he saw them.
To accomplish his aim of rendering the living moving quality of nature he used
broken touches of color. On a foundation of warm reddish monochrome he would
build up the fresh blues and greens of nature, the undivided spots of paint often
laid on with a palette knife in the modern manner. The sparkles of light and color
and the deliberate roughness of texture broke with the tradition of smooth painting.

Constable's picture "The Hay Wain" which was exhibited at the Louvre in

1824 had an immediate and lasting effect on French art. His pure and brilliant color
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was a revelation to French painting. Though he did not exclude dark tones from his
palette, the greater depth and liveliness of the color scale opened a new horizon to
landscape painters when Constable discovered the effects of colored patches
placed densely side by side on the canvas.

It was Constable's habit to make large preparatory sketches for his pictures
of special importance. There is a great difference between the sketches and the
pictures painted in the studio. The sketches were done directly from nature and
they contain a freshness and vigor often lost in the finished paintings while the
pictures worked up in the studio possess a refinement of composition not to be
found in the sketches.

For example, in the sketch for "The Leaping Horse", the bent willow is to
the right of the horse and its rider, as it doubtless was in the scene that Constable
actually beheld; but in the picture of "The Leaping Horse" in the Diploma Gallery
of the Royal Academy the tree is shifted to the other side of the horse and rider
more to the left, in order to improve the design and emphasize the rhythm of the
diagonal accents from the big tree on our left to the water-weeds in the opposite
lower corner. He did not paint snapshots of nature; he understood the science of
picture-making as well as any artist and while desirous above all of presenting the
general truth of the scene before him, he did not scruple to alter the position of one
particular tree or other object, if thereby he could improve the composition of the

picture.

Text 12. Joseph Mallord William Turner (1775—1851)

Turner's first known watercolor was painted in 1787 and this marks the
beginning of a long career during which he produced a succession of masterpieces
unequalled in range and power by hardly any other British artist. The range of his
subjects, although confined largely within the field of landscape, and the vast
sweep of his development from his first topographical drawings to his late
evocations of light and atmosphere, to say nothing of the intrinsic qualities of the

works themselves, proclaim him one of the greatest English painters.
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One of Turner's earliest paintings ("The Shipwreck”, 1805) shows his
absorption with the sea, and especially the sea as it affected ships. The drama of
light is not yet the dominant one; as composition it is anchored firmly in the two
repeating bright triangles of the sails, although the tilt of these, as if in
counterpoint, speaks literally of disaster. In his narrative pictures his passion for
light and color is also somewhat subdued ("Ulysses Deriding Polyphemus”, 1829,
"Childe Harold's Pilgrimage", 1832). In "Grand Canal, Venice" (1835), the weight
of the black gondola seems less than that of its shadow; Venice is drowning, awash
with light.

About the same time Turner also showed one of his several recordings of
"The Burning of the Houses of Parliament” (1834). The scene becomes an almost
superhuman vision: what is left of the world is no more than a reflection of fire; the
twin towers of Westminster Abbey (on whose ghostly uprights the composition
holds together) seem to float in the flames and the far end of the bridge to
disintegrate into them. The painting, when first shown, mystified people but the
impact was so undeniable that it was accepted.

A critic wrote about it: "The execution of the picture is curious; to look at it
close, it appears a confused mass of daubs and streaks of color. Turner seems to
paint slovenly — daubing as one would say; yet what other painter preserves equal
clearness of color?"

But a picture shown seven years later "The Snow Storm" (1842) which now
seems one of his most prophetic and original paintings was not so warmly greeted.
Here he had gone a bit too far ahead of his time for his generation to be able to
accept his experiment, let alone understand and be fired by it. "The Snow Storm™,
though even to modern eyes not immediately obvious to read, is an attempt to
convey the material power, the blind, shoving weight of the flurries of snow, spray
and wave; further, it is a curiously personal statement of triumph, of sheer survival.

In this, as in his other works ("Rain, Steam and Speed", 1844, "The Fighting
‘Temeraire™, 1838) we can see Turner's realization of an interplay between dark

and light, warm and cold masses. In his investigation of color, he anticipates in
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some degree the practice of the Impressionists; in some late works when color
seems to become arbitrary in the sense that it is independent of the forms it no
longer describes, he anticipates sometimes the Fauves and more often certain of the

twentieth century purely abstract painters.

Text 13. Claude Monet (1840—1926)

Monet was the most convinced and consistent Impressionist of them all.
From his earliest days as an artist, he was encouraged to trust his perceptions and
the hardships he suffered never deterred him from that pursuit.

Devoting himself to the painting of landscapes in bright sunlight, he has
carried the pitch of painting into a higher key than any artist before him had done.
"Pine-Trees at Antibes" is a beautiful example of his style at its maturity; radiant
colors are laid side by side in small broken touches to suggest the vibration of
light, while the decorative arrangement shows Japanese influence.

Light is always the "principal person™ in Monet's landscape, and since he is
always aiming at seizing a fugitive effect, he has insisted on consistency of
illumination at particular hours of the day and season. With this object he adopted
since the early eighties a habit of painting the same subject under different condi-
tions of light. In this way he painted a series of views, all of the same subject, but
all different in color and lighting.

His aim was to give a serial, continuous impression of the most minute
transformations of light; by de-emphasizing the subject matter through repetition,
he felt, he could more readily control the variable of light. In some of these motifs
he lost the freshness of his early work and became overemphatic and monotonous.

In 1890 Monet bought the property at Giverny and began work on the series
of haystacks which he pursued for two years. Monet painted the stacks in sunny
and grey weather, in fog and covered with snow.

Though it is one of the simplest versions, "Haystack" magnificently
exemplifies Monet's struggle to capture the transient splendor of light. The hill,

trees, houses, and fields, as passive in local color as the piled hay, are bathed in
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unnamable nuances of color that radiate from behind the stack. The contour of its
peak, dissolved in a heated aura, writhes as if it were about to melt.

Monet's renowned series of the cathedral at Rouen seen under different light
effects was painted from a second-floor window above a shop opposite the facade.
He made eighteen frontal views. Changing canvases with the light, Monet had
followed the hours of the day from early morning with the facade in misty blue
shadow, to the afternoon, when it is flooded with sun, and finally to the end of the
day, when the sunset, disappearing behind the buildings of the city, weaves the
weathered stone work into a strange fabric of burnt orange and blue.

Monet poetically demonstrated, as motion and color photography were to
prove, that nature's color lies in atmosphere and constantly changing light rather
than in inert materials; that during a short time the appearance of a single substance
can moderate through the entire spectral and tonal range.

His lily pad motifs, where close-valued, but lower-keyed color is enhanced
by a loose and fluent brush-work, today assume power and originality. /

During his last years, Monet expanded on the theme of the water-lilies, using
an informal pointillist style. He was the leader of the Impressionist School, a
painter of twinkling light and luminous color; his sensitive eye brought the

representation of color gradations in the landscape to an unequalled height.

Text 14. Edgar Degas (1834—1917)

Edgar Degas was closely associated with the Impressionists and even
participated in seven out of eight exhibits held by the group. He shared their taste
for light colors and a spot technique, but rarely if ever worked out of doors,
believing that artistic creation lay within the imagination or at least in the memory
of an experience. From the very beginning of the Impressionist movement, Degas
insisted on using the term "independent™ painter to distinguish himself from the
other painters.

In his paintings, space and figures are integrated with almost too great a

diligence; the rooms are perfectly constructed in perspective, the human body is
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analyzed ruthlessly, every part fitting together, the gestures and poses are carefully
balanced, and the juxtaposition meaningful.

Degas became interested in dancers at the dancing classes of the Opera, in
the movements and poses he could explore in their various steps and positions.
Each painting occasioned an extensive series of studies. In fact he watched the
dancers not only when they were at the bar, or resting, but every moment of their
long hours of practice, weariness and rest: when they were paying attention to their
master's criticism, and when they were at ease, when they stretched, yawned or ad-
justed their costumes.

The paintings of horses and race-courses touched on the same problems as
the paintings of dancers. Degas gave a true rendering of the dynamic movement
and the superb lines of the limbs. The jockeys' colors and the carriages of the
spectators served as foils for the horses, in a space cut by diagonals and by
increasingly bolder asymmetrical openings. The composition is strictly balanced as
a harmonious whole, with an illusion of a development in time confined in a
limited space.

Degas' ability to grasp and convey the crucial moment in a scene of swift
movement remains unparalleled and is apparent in all his paintings, even in those
late works in which he invests new themes (a woman drying her hair or ironing
clothes) with a monumental grandeur of composition.

Degas like Monet, loved to return again and again to the same subject, in
endless variations of handling and viewpoint, creating an extraordinary
relationship between the exploration of the subject and the use of the imagination
and memory.

A superb example of his later style is the pastel A Dancer on the Stage",
which gives a wonderful impression of a ballet-dancer almost floating into the
brilliant light of the stage from the obscurity of the "wings". It is miraculous in its
suggestion of quivering movement.

He tried new approaches in his later years; the dancers were no longer

studied in poses taken from actuality or captured in the spectacular moment of the
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arabesque. The dancers break forward into the foreground, almost bursting out of
the picture space and are brought together from a distance scarcely held within the
range of the spectator. Their "tutus™ are fringed with flashes of color which vividly
demonstrate the rotation of the figure.

Technically Degas was faced with a conflict between his linear tendencies
and an impressionist feeling for brilliant, dissolving color. Pastel became his
exclusive and most suitable medium. With colored chalks he was able to draw in a
linear manner and give color to his figures at the same time. This solution enabled
him to keep the forms solid and to make them move, two elements often lacking in

orthodox outdoor Impressionism.

Text 15. Paul Cezanne (1839—1906)

Cezanne's art marks a conscious effort to return to painting the kind of
controlled form and space it had not known since the Old Masters. In the
strenuousness of his attempts he tended to treat his themes more as arrangements
of form, color, and texture than as subjects with emotional meaning. The subject
matter chosen by the artist had almost always been a direct reflection of his
feelings. With Cezanne all this changed; he devoted his life to technique. He tried
to make of Impressionism "something as solid and durable as the art of the
museums" and neglected the overtly emotional side of painting.

A member of the original Impressionist group, Cezanne soon separated from
them. He avoided the atmospheric effects of his associates in favor of a more
carefully constructed and arranged composition. Although he used their little spots
of clean color, he applied these in such a way that they modulate the form from
highlight to shadow. He felt also that the richer the color the more rounded the
ultimate form effect would be. Cezanne's most significant contribution, however,
came in his treatment of space. In order to get tighter composition, he gradually
limited the degree to which the spectator could penetrate the distance. To achieve
this, he brought the background as close to the foreground as possible, projecting

the forms toward the spectator rather than away from him.
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In "The Card Players" each figure is a solid form consisting of clean color
areas that move from one intensity to another. The card players are blended into a
solid arch balanced by the man at the left and the curtain at the right. The standing
man and the curtain, like the pipes on the wall and the converging glances of the
players, lead to a central point in the foreground. This reverses the usual front-to-
back movement of earlier painting. The total effect is to bring the wall close to the
table and to move the table itself toward us. This illusion is aided by making the
side players touch the upright figure and the curtain, as well as the sides of the
picture. Everything is related to the rectangular, front outline of the painting. Yet a
picture of this kind, though formal in purpose, is not without emotional meaning. It
has a certain seriousness and solemn quietness.

The difference between Cezanne's approach and the outdoor Impressionists'
IS even more striking in landscape painting. "Mt. Ste. Victoire™ again shows his
ability to organize a theme into a series of controlled and definitely limited
elements. The trees at the left and right not only establish the foreground bound-
aries of the picture, they also relate this foreground area to the mountains in the
background. Note, for example, how the branches of the tree fit into the curves
made by the mountains. Thus the background and the painting as a whole are tilted

forward and brought into close relationship with the foreground.

Text 16. Paul Gauguin (1848—1903)

Paul Gauguin came to painting in his late twenties, first exhibiting in the
Salon of 1876 and then with the Impressionists in 1880 and 1886. Under the
influence of Emile Bernard, a friend of Van Gogh's, he broke away from
Impressionism and adopted a bolder style, somewhat inspired by Japanese prints,
with radical simplifications of drawing, brilliant, pure, bright colors, an ornamental
character of composition, and willful flatness of planes — a style which he called
Synthesism. It defined a less imitative approach to nature, a technique of reducing
forms to their essential outlines and arranging them with a new simplicity in

brightly colored flat patterns.
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In October 1888 he went to Aries and, working beside VVan Gogh produced
violently colored landscapes. Again back in Brittany, he executed some of his most
telling works, including the “Yellow Christ” and "Spring".

Gauguin consciously modeled his style on non-western cultures. It was
drawn from a variety of traditions: Indian, Indonesian, Egyptian. Gauguin's
primitivism was the result of a socially conditioned aspiration toward a style of
monumental decoration and of the wish to rejuvenate art by going to "savage"
sources. His desire to find a new primitive basis for art and for his very life finally
took him to Tahiti in 1891. His will to simplify forms as well as his arbitrary use of
colors combined with his literary aspirations, gave his work its decorative stamp.
Thus the novelty of Gauguin's art consisted not only in his subjects, but also in his
conception of these subjects, in his efforts to reconcile the Maori idols with
European art.

"The White Horse" illustrates particularly well the peculiar fashion in which
Gauguin combined the flat pattern and asymmetrical composition of Japanese
prints with an execution derived from the Impressionists and a palette rich in exotic
colors and contrasts. He painted this work with vivid brush strokes (occasionally
using a palette knife) applied on coarse canvas, the rough texture of which adds to
its mysterious savagery.

The diagonal branches provide the arabesque that pulls together the various
large planes of more or less uniform colors. Against these flat areas, which give the
landscape an abstract character, appear the horses and the riders treated in a three-
dimensional way, with shadows carefully modeling their forms. Yet contrasts of
color, lines, and forms are well integrated, leading the eye from the white flower in
the right hand corner to the curved lines of the horse and across the meandering
branches into an undefined distance.

"The Woman with Mangoes" also known as "The Female Chief" and "The
Queen of Beauty" is described by Gauguin as follows: "l have just made a picture
of 120 cm by 1 meter which | think is better than anything else to date: a naked

queen lying on a green carpet, a servant picking fruit, two old men near the big tree
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discussing the tree of knowledge, a beach in the background. I think that in color |
have never made anything of such majestic deep sonority. The trees are in flower,
the dog is on guard, the doves on the right are cooing. The fan signifies ancient
nobility, and the mangoes, Tahitian fruit in the foreground, recall the fruit of Eve."

In a composition of appropriate formality, the oblique lines are punctuated
by the rhythm of the descending verticals.

In 1901, Gauguin left Tahiti for the island of Dominica where his colors
grew even more lush and where he executed such pink and mauve paintings as
"Riders on a Pink Beach" and "The Call".

Whenever he detached himself somewhat from his literary inspirations and
dreams, Gauguin conceived paintings which seem based more closely on his
observations of daily life in the tropical islands. "The Call" is one of these
canvases. Here the artist makes less frequent use of the ornamental elements and
flat patterns which appear in more imaginary works like "The White Horse".
Instead, he strives for a more naturalistic representation, using small brush strokes
which model forms and indicate textures, and his color harmonies are softer. He
avoids the sharp contrasts which he favors elsewhere when he wants to create a

dreamlike atmosphere.

Text 17. Henri Matisse (1869—1954)

Modern art in the first decade of this century was an extension and
intensification of trends already evident in the works of Cezanne, Van Gogh and
Gauguin. French art maintained its traditional formal bent, but on a more abstract
level. The greater dynamism of this period results in Fauvist colorist exaggeration,
Cubist fragmentation of form, Futurist glorification of the machine, and similar
expressions of the artist's reaction to the times.

The first important group of the period was called the Fauves or "wild
beasts" by the critics. It was formally organized in 1905 under the leadership of

Henri Matisse and included Derain, Vlaminck, Rouault and Dufy. Like most
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painters early in the century, they were influenced by Cezanne, Van Gogh and
Gauguin.

From Cezanne, Matisse and others derived their interest in color as a form-
building device. The earlier painter controlled his space and limited it; the newer
painters were even more severe. They confined the figure to an arbitrarily
restricted space which required a new kind of movement. This movement was
found in the expressive contours and large bold color areas of Gauguin, as well as
the short sharp color strokes of Van Gogh. These set the figure in motion with a
curvilinear side-to-side and up-and-down actions while the form itself constantly
vibrates.

Works of this kind deviate from physical reality and become arrangements
of form and color for their own sake.

In the "Dessert”, Matisse subordinates reality to an artistic arrangement of
form and color patterns. Although there is a specific subject — a woman placing
fruits about a table — the emphasis is on the balance of rectangular and rounded
forms (the straightness of the former accentuating the rhythmic curves of the latter)
and on the careful placement of related color accents in various parts of the picture.
The significance of the woman's activity or her personal involvements disappear
before the joyous play of forms and colors.

Matisse's woman is a curved accent balanced by the rectangular area of the
chair opposite. The squareness of the window is relieved by the formalized trees in
the background (compare with the trees of Gauguin) while the severity of the table
alternates with the curved bottles, fruit, and patterns that cover it. These patterns,
repeated in the wall and trees, give the picture its all-over flat movement and help
to maintain the controlled two-dimensional quality. In the achievement of such a
textured and brilliantly colored surface, Matisse took advantage of the decorative
sophisticated art of the Near East which offers similar vivid effects in its pottery,
manuscripts and textiles.

Matisse dreamt of an art of balance, of purity and serenity devoid of

troubling or depressing subject matter, "something like a good armchair in which
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to rest from physical fatigue." He achieved this in the "Music". It represented the
beginning of a period of monumental painting culminating in two great wall
decorations. In both these compositions the artist sought a more radical
simplification of form and design, again emphasizing a sinuous arabesque of line
and immense uniform areas of pure color. Matisse summed up his color scheme in
the» Dance" in these words: "... for the sky, the bluest of blues, and a like green for

the earth and a vibrant vermilion for the bodies."
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3AKJIFOYEHUE

Pabora ¢ yueOHbIM mocobuem “European Art and Artists” mMOMOXET CTyI€H-
TaM c(OPMHUPOBATH HABBIKA M YMEHUS B MEPEBOJIC OPUTUHAILHON JTUTEPATYPHI IO
CTHCIMATLHOCTH, Pa3BUTh HABBIKK YCTHOW PEUH 1O ONPEACIICHHON TEMaTHKE.

B ocHOBY mocoOus 1moyI0KeHbl KOMMYHUKATHBHBIA U TEMaTUYECKUN TPUH-
ITUTIBI. YTIPaXKHEHUS KOMMYHHUKATUBHON HANpaBJIEHHOCTH OPHEHTHPYIOT CTYICH-
TOB Ha OOCYXXIeHHE TPOoOIIeM, JISKAIUX B pycie UX MpodeCCHOHATBLHOU MOATO-
TOBKH, ¥ TIOMOTAIOT UM MaKCUMaJIbHO CTUMYJIMPOBATh Pa3BUTHE YCTHBIX HABBIKOB,
BbIPa0AThIBATh OBICTPYIO A3BIKOBYIO PEAKIIUIO.

Jlexcuueckue ynpakHEHUsI HAMpaBJIeHbl Ha OTPAOOTKY U 3aKPEIUICHHE CIie-
IIMaJILHON TEPMUHOJIOTHH, (OPMHPOBAHNE aBTOMATH3WPOBAHHBIX HABBIKOB, IIpe-
TYTIPEXKICHUE U MPOPUIAKTUKY TUITUYHBIX OIIMOOK, a TaKKEe KOHTPOJIb 32 YCBOE-
HUEM MaTepuana. [ paMMmarrueckue ynpaKHeHUs HampaBjeHbl HA OTPAOOTKY U 3a-
KpEIUICHNE UCTIONb30BaHUS apTUKIICH U MPEAIOTOB.

Takum oGpazom, yueOHOe mocobue “European Art and Artists” momoxker
CTYJICHTaM OBJIaJIETh TEPMUHOJIOTHUEH IO CIEHATBLHOCTH, COPMHUPOBATH HEOOXO-

AUMBIC HABBIKUM 1 YMCHUAI.
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ILLUSTRATIONS

Leonardo da Vinci — Mona Lisa
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Leonardo da Vinci — The Madonna and Saint Anna
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Leonardo da Vinci — The Last Supper
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Raphael — The Sistine Madonna

Raphael — The Transfiguration
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El Greco — View of Toledo
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Rubens — Portarait of a Child

Rubens — The Garden of Love
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Velazquez — The Surrender at Breda
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Rembrandt — Night Watch

Rembrandt — Return of the Prodigal Son
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Rembrandt —Three trees
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Goya — The Caprichos
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Delacroix — The Death of Sardanapalus
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Renoir — The Portrait of Jeanne Samary

124



125



gh — The Portrait of Dr. y |
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Picasso — The Old Guitarist

Picasso — Guernica
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I'd like to attract
your attention to
this. ..

landscape
canvas

still life
painting
water-color

self-portrait

The Scheme for Describing Pictures

fresco
It was painted / | unknown Russian painter
drawn by a... famous Italian artist
world-famous French
...belonging to | realistic school of painting
the... modern trend in
classical
romantic
The picture is bright colors
executed in... dark tones
warm
cold
light
The picture the beauty of flowers
realistically a stormy sea a forest in autumn
portrays...
The artist / depicts the details of the with great expres-
The painter... draws scenery sion
portrays the house-hold with tremendous
paints articles skill
represents the movement of | with great feeling

water

with convincing
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truth

We can see...

in the foreground

in the right (left) foreground

in the middle (centre) of the picture
in the right (left) of the picture.

at the top (bottom).

in the distance.

in the far distance

The picture con-
veys an idea
of...

beautiful
scenery
feminine beauty

a mother’s love

perfectly
absolutely
only partly
completely

to a certain extent
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Useful Phrases for Describing Pictures

Positive Impressions.
| am favorably impressed by the picture.
It’s realistic and true to life.
It is thought-provoking art.
It is an honest presentation of....
There is convincing truth in this painting.
This is what | should call true realism!
Isn't it superb!
It's quite a find, isn't it?
Oh, but do look at this portrait! It's a work of genius.
The effect of the light is striking. It is magnificent (lovely, amazing, fantastic).
I'm absolutely thrilled.
It's an impressive piece of art.
It's too divine for words.

It conveys its meaning absolutely.

Negative Impressions.
The drawing is all faulty.
The perspective lacks depth.
Light is not rendered at all.
It isn't a picture; it is a mere spattering of colors.
The painting is a blur. One can hardly make out anything.
| shouldn't call it a painting at all.
It offends the eye.
It's too bad for words.
It’s completely meaningless.
| was shocked by ....

It's a shame ....
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No good at all!
It's unbelievable trash.
It's beneath all criticism.

It's ridiculous, disgusting.
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GLOSSARY

A
adcTpakTHOe HMCKyccTBOo — abstract
art
adcTpaknuoHu3sM — abstractionism

aBronoptTpet — self-portrait
akBapes» — water-color
AHTHXYI0KeCTBEHHbII — inartistic

aHTHYHBIIA — antique

b
oasmiuka — basilica
0e3MATEKHbIA — SErene
ounoeiickue SMM30bI — ICONO-
graphic scenes
6.k (cBeroBoii) — highlight
dorarcTBo Kkpacok — a riot of colors,
a wide color-scheme
ObITOBas KMBONMKUCH — (enre painting

OLITOBBIE CLIEHKH — everyday scenes;

genre scenes

B
BEJMKHUH XYA0KHUK — master
BecomocThb (¢puryp) — solidity (of

figures)

BHJ — view; Bua cOOKy — a side
view; Bua crepean — a front view;
BuJ c3aau — a back view

BHJIeHHE (MHAMBHAYAJbHOE BOCIPH-
siTe) — Vvision

BKJIIOYATh (KAK COCTABHYI 4YacCTh)
— incorporate

BHYTpeHHH# — interior

BO3yX, BO3JAYIIHAsi Cpela B KUBO-
nucu — atmosphere

BO31yLIHbIIE — atmospheric
BO3IYIIHOCTh — airiness
Bo3po:xaenue — Renaissance
BbI3bIBaTh (BOCIIOMHHAHUS, YyBCTBA)
— to evoke

BBINOJTHEHHE — eXecution
BBINOJIHATL — €Xecute

BhIpaxeHue Jauna — facial expression
BbIPHCOBBIBATHCA Ha (oHe 4ero-i.
— to be silhouetted against

BbIcTaBka — exhibition, exhibit
BhICTaBJIATH — t0 exhibit
BhICTaBJIATHLC — tO be on display

(show, view, exhibit)
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r
ramma (kpacok) — palette, color-
scheme (range)
rjaaakas (IOBEPXHOCTh KapTHUHBI) —
smooth (surface, finish)
ropojackoii meiizazxk — town (city)-
scape
rpagpuxk — graphic artist, black and
white artist
rpaduxa — graphic art

rpaduyeckmii — graphic

a
AaJIbHUH, yIaJeHHbIH (B KapTUHE) —
background
eKOpaTHBHOE MCKyccTBO — (eco-
rative art

JAeKopaTHBHBII — decorative

auana3oH (pasMmax,

Maciitad)
range; ramMMa IBetoB — range of
colors, color-scale

AOCKa JJIs skuBomucH — panel

K
KAHP — genre
JKAHPHUCT — genre-painter
JKAHPOBasi KApTMHA — (enre SCenes;
domestic interior(s)
JKUBOMHUCeN — painter

JKHBONMCHBII — pictorial
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JKHBONHMCH — painting

JKU3HEHHBIH, peanucTuuHblii — life-
like, realistic

3
3aBJIa/IeBaTh BHUMAaHUEM —

command attention
3aaHmii miaan — background

3aKa3 (XyJ0KHUKY) — COMmMIssion

3aka3ath (mopTper) — Commission
(a portrait)

3akoH4YeHHocTh — finish

3ambIcel  —conception,  concept;
design

3aMBIILIATH — CONceive; design
3amevatijieBaTh — Set down

3HATOK HCKYCCTBa — CONNOIsseur

n
HJelHoe cojaepxxkaHue — message
u3rudarbest — to curve
u3rudarommiicss — curving
u3Iy4yaTh (cBert, Terio) — to radiate
u3odpaxkath — {0 represent, to depict,
to portray
u3odopaxkenue — portrayal, depiction,
representation
H300pasuTeIbHOE  HMCKYCCTBO

visual arts, Fine Arts, Arts

n300pa3uTebHbIH — graphic



M3BICKAHHBII — exquisite

HKOHAa — ICON

HKOHOMHMCcell — icon-painter
HKOHOMMCh — icon-painting, panel-
painting

AMIIPECCHOHM3M — impressionism
HHAUBUAYAJIbHOE (JIMYHOE) BOCIPUS-
THe — 0ne's personal (style), vision
NHTEHCUBHOCThb (IIBeTa Kpacok) —
brilliance, brilliancy

nHTEephep — Interior

HCKYyCHBIIT — masterly

HCKycCcTBO — art

HUCIOJIHATH, BBINOJIHATE — 10
execute
HCTOPUYECKAas JKUBOMHUCH —
historical painting

K
KapaHJalHbIii pucyHOk — pencil

drawing

KapTuHa — picture, painting; canvas
KapTuHHAas rajepes — art gallery
KucThL — brush

Kjaaccuueckunit — classical
KkJaccuiu3m — classicism
KOMNaKTHasi (KOMITO3UIUS, TPyIIa)
— closely (tightly) knit (composition,
group)
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KOHTpPaCTbl TOHOB

contrasting
tones

KoHTYp — outline

KOHTYpPHOe u300pa:xkenue — outline
drawing

Konmuposaths — {0 COpy

Komust — COpy

Kpacureb — pigment

Kpacka — paint; pigment; color
KpuBasi — Curve

Kkyousm — Cubism

JI
JuHeiiHas mepcmexkTuBa — linear
perspective
JIMHEHHBIH (MMEIONMI OTHOIICHUE K
pucynky) — linear
JuHus (pucyHok) — line

JUHUA HUCXOAALIAA downward

movement

JyqyucToiid — radiant

M
ma3zok—touch, brush, stroke
MaHepa (>kuBomucHas) — brush-work,
brushing
MapHHHCT — Sea-scape painter
MapHMHUCTCKAasA KUBOIIUCH

seascape (marine) painting

MacJj10, MacjasiHasi Kpacka — Oil



mactep — craftsman; master

crapsie mactepa — Old Masters
mactep JuHum — a master of line,
mMacrepckasi — Workshop

mMacTepcku (nckycHo) — in a masterly
way

MacTepcTBo — Mastery; artistry, skill
mMaTepuag — medium

mMoaeaupoBats — model

Moaeab (kuBas) — model

Mob0epT — easel

MOHYMEHTAJIbHAsA  (’KMBOIIKCH)
monumental painting
MOHYMeHTAJIbHBII — monumental

mMoTuB — Motif

H
Habpocok — sketch
HABOAMTH (HA MBICJIb) — Suggest
HaJAeJAThL — endow
HaKJaabIBaTh (Kpacku U T. 1.) —lay
on
HanoMuHaTh — De reminiscent of;
recall
HanmpaBJenne — trend, movement;
school
HAPOHOE popular

(folk) art

HACBIIATH, MPONMUTHIBATH — iMbue

HCKYCCTBO

HaTypa — model
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Hatypmuk (-1a) — model, sitter,

¢ Hatypsl —draw (paint) from nature,
paint from life

Hatwopmopt — still-life
HerapMouupylommii — discordant
HemocpeACcTBEHHOCTh — immediacy;
spontaneity

HENMOCPeACTBEHHBIA — Spontaneous-
ous

HepoBHasA (IIOBEPXHOCTh KAPTHUHBI) —

rough (surface, finish)

(o)
o0HaKeHHBIIT — nude
oopadoTka (moBepxaoctu) — finish

o0pa3 (u3obOpakaemoe

JIUIIO)
subject, character, personage
odpasen — model, pattern
o0pa3Hoe BOILUIOILIEHHE 3aMbICJIa—
imagery

odpamarbes (K yemy-i1.) — turn to
smth, draw one's subject from smth;
paint, treat a subject

oobemuusaTr — bring (hold) together,
pull together, unite

oobem — Volume

oobemublii — well-rounded, sculp-
turesque; three-dimensional
0/lyX0TBOpPeHHOCTH — Spirituality

OCHOBHOIi uBeT — primary color



odopTt — etching

Mn
najautpa — palette
napajaHblii moprper — ceremonial
portrait

nacreab — pastel

nacreJbHbIiH — pastel

MaCTO3Hasl KMBONMUCH — iMpasto
neiizax — landscape

nei3zaxuct — landscape painter

neiizakHasi :xuBonuch — landscape
pointing
nepexaBath — render, convey, handle
nepeaarb (cxonctso) — to catch a
likeness

nepexnuii nian — foreground
nepcrneKTUBa — perspective

nucath (Kpackamu) — paint

naaBubiid — fluid, fluent, flowing
mjaan — plan; B iane — in plan, Ha
3a7iHeM (TepeHeM, BTOPOM) IJIaHEe —
in the background

miendp — plein-air; Ha 1IeHIpe —
out of doors

miIockocTh — plane

MOBEPXHOCTh KAPTHHBI surface

(texture)
noaMacTepbe, ydaeHHK — apprentice

noIMHHBIM — authentic
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MOUTHHHOCTHL — authenticity
mo3a — posture, pose
no3upoBaTh — t0 pose, to sit (for)
no3upyrommii — sitter

MOJIOCKA, moJioca — Streak
MOJIOTHO — Canvas

nopTpert — portrait

nmoprperuct  —  portrait-painter,
portraitist
NopTpeTHasi KUBOMMCHL — portrait,

painting, portraiture

npeaBocxumaTe — anticipate

NpeAMeTHOe MCKYCCTBO — [Epresen-
tational art
NPUABOPHBIM XYIO0KHUK — court

painter

npukJaaHoe uckyccro — applied art
NpUHUMATH (1IBET, GopMy U T. I1.)— t0
take on (a color, form, etc.)

npoekt — design

npoexkTuponarh — t0 design
NMpo3payvHbIii, cBeTJabIi — luminous
NPOHU3BIBATH (IIPOIHUTHIBATh, HACHI-
mate) — imbue, penetrate mpocrop-
HOCTBH — SPaciousness

MPOCTOPHBII — SPacious

npocroii (6e3 ykpaiieHnuii) — austere
NMpoCcTPpaHCTBeHHBIH — Spatial
MPOCTPAHCTBO — SPace

NBIIIHBIH, 0oratbiii — lavish



nelimHbIi (0 gurype) — voluptuous,

nsiTHO, patch, spot, splash

P
pa3MalucTbIi (PUCYHOK, JIUHUS) — &
sweeping (line)
pa3HooOpa3ue (dhopM, HampaBIeHUM)
—diversity of form (genres, etc.)
pa3HocTopoHHmii — versatile
pacnuchIBaTh (cTeHbl) — decorate,
peauruo3ublii — ecclesiastical
PUCOBAJILIIMK, MacTep PHCYHKAa —
draughtsman
pucoBanme — drawing
pucoBath — draw
pucyHok — drawing; design; pattern;
a0 — Study
purM — rhythm
purmuueckuis — rhythmic(al)
pocnuch, — decoration; wall painting;
murals, frescoes

pyka (xynoxxuuka) — hand, brush

C
cBeT (ocBemienue) — light
light

CBEeTOTEHb and

shade,
chiaroscuro

cBeTcKHii— secular

cB00OHasA (MaHepa MUChMA, TEXHUKA)

— broad (style, technique)
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CUJIBHBIN (o BO3/ICHCTBHIO )—
forceful, powerful, vigorous
cKyJbnTop —- sculptor

cKyJabnTypa — Sculpture
CKyJbNTYypHBI — sculptural
cauBath(cs) —blend, fuse

ciausinne — fusion

CJIOKHBIN, pa3padoTaHHbIH B jJeTa-
Jasx — elaborate

CJ0XKHBII 1BeT — Secondary color
caoit — layer, wash

cmemennbIii — Off-centre(d)
comepHuyarh — rival

couHocThb (0 11BeTe) — richness
couHbI# (0 11BeTe) — rich

cIuieTaTh(cs), mepemnierarb(cs)

interlace ;intertwine

CIMOCOOHOCTH (Jap K 4YeMy-l1.) —
faculty (for smth)

cpenHeBekoBbIii — medieval

easel

CTaHKOBasf KHBOITUCH

painting

CTAaHOBHUTHLCSI MeHee sicHbIM — Dlur
cTHIM30oBaHHbIi — Stylized

cTuib — Style; (apxim.) order
«cpymarto» — "sfumato”

cxBaTuTh (mepemath) — catch, cap-
ture, seize

cxemaTuuHbii — sketched in

cxoacrBo — likeness



cieH(k)a — scene
cro:keT subject, motif

CIO?KeTHO-TeMaTH4YeCKHii — narrative

T
TBOpUYecTBO — art, creative powers
(ability), work(s), painting(s), artistic
endeavour
TeKkcTypa (CTPYKTypa) MOBEPXHOCTH
— surface, surface texture
tejgecHblii uBer — flesh-tints, flesh-
color
Tema (cojepxanue) — subject matter,
motif
TeHb — shadow, shade, B momyrenn —
in partial shadow

TexHuka (paboThl) technique,
medium

TexHuKa (Marepuan) — medium

TOH, HBeT — tone

ToHaJIbHOCTHL — tonality, tonal effect,
key

TOHKMIi cj10i (Kpacku) — wash

TOYeYHAsi TeXHHKa — SPOt tecnique,

pointillism

TOYHOe (NMpaBWIbHOE, TMPaBINBOE)
nzoopaxenue — faithful repre-
sentation (depiction, portrayal)
TpakToBaTh (pemars TeMy) — treat,

handle
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TpakToBka — treatment, handling

TpexMepHblii  (0OBEMHBIH,

KpyT-
nb1ii)— three-dimensional, in the round

Tymb — Iink

Yy
yaannenHas ¢opma — elongation
yJIMHEeHHbI — elongated
y3op — design, pattern

decorate,

yKpamarhb ornament,

prettify

yKpameHue — ornament, decoration
yceuyeHHbIIi— truncated

yemsuBath — heighten, enhance
y4eHHK — apprentice

y4yeHH4uecTBO — apprenticeship

()]
daxTypa — texture
¢daxTypa mucbma — pictorial texture,
brushwork
¢axkTypa mnoBepxHoctm — surface
texture, finish
¢urypa — figure
doxyc — focus
¢on — background
(ppecka — fresco
(ppeckoBasi KUBONMUCH (TEXHUKA) —

fresco painting (technique)



X
XO0JICT — Canvas
Xy/J10:KeCTBEHHOe TBOPYECTBO —
artistic endeavor
XyJo:KecTBeHHBIH — art  (attr.),
artistic
xyao:kHuK — artist, painter
L
uBet — color
|
yepTuTh — draw
yeTKOCTh — exactness of design
YHMCTBIA (MIPO3payHbId, SICHBIA) —

crystal-clear

YHCTHBIi BeT — pure color (tone),
YyBCTBeHHBIII — Sensual

4yBCTBO Mepbl — Sense of moderation
qyBcTBO 1BeTa sense of color, feeling

for color

11}
mexeBp — masterpiece

mrpux — Stroke, touch
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IITPUXO0BATh (3alITpuxoBatb) — tO

shade

2
akcnonat — exhibit
IKCIIOHMPOBATH (BHICTABIIATH) exhibit,
hang
IkcnonupoBatbesi — be on display
(exhibition, show, view, exhibit)
IKCIMPECCHOHU3M — eXpressionism
ackm3 (Habpocok) — sketch
ICKHM3HBIH (KOHTYpHBINH) — Sketchy
acTamMn — engraving, print
I — Study

TIOHUAK — Paint-box

A
sipkocth — brilliance
sicabIii — luminous, crystal-clear

sicHocTb— luminosity
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EUROPEAN ART AND ARTISTS
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