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BBEJAEHHUE

YuebHoe mocobue «Russian Art and Artists» npeaHa3HauEHO ISl CTYACHTOB
dakyapTeTa AM3aliHa U TEXHOJOTHMA, 00YJYaIONTUXCS HA HAIIPABICHUSIX MMOTOTOBKH
54.03.01 «/uzaita» u 54.05.01 «MoHYMEHTAIBHO-TIPUKIATHOE UCKYCCTBOY.

YuebHoe mocobue COCTOUT U3 Tpex yacTe. B kaxkmol yacTu cojmepxkarcs
TEKCTBI, TOSICHEHUS TeorpauuecKuX Ha3BaHU U UMEH COOCTBEHHBIX, MIPUTEKCTO-
BBIM CJIOBaph U JICKCUKO-TpaMMaTHYECKHE yIpakHeHUs. MarepuaioM Jjis MOCo-
Ousl MOCITYXWIM OPUTHMHAIBHBIE TEKCThI AHTJIOS3BIYHBIX HMCKYCCTBOBENOB. B OT-
JIETBHBIX CIIy4asiX TEKCThI MOJBEPIIIUCH COKPALICHUIO.

CrnoBapb orpejieiieH TEMaTUKON TOCOOUS U COJEPIKUT, HAPSIAY ¢ PYCCKUMHU
HKBUBAJICHTAMHU, TIOSICHEHUE TOHSITHS WU TEPMUHA.

B KOHIIE KHUTHM HMMEETCS PYCCKO-aHTJIMUCKHUM CJIOBaphb, TJ€ MPUBOIATCS
OTOOpaHHBIE TT0 TEMATHKE MOCOOHS CJIOBA M JAIOTCS UX aHTJIMHCKUE SKBUBAJICHTHI.
D70 cnenaHo s ya1o0CTBa MOJIb30BaHUS TIOCOOMEM U JAET BO3MOKHOCTh CTYJIEH-
Ty MO3HAKOMHUTBCS CO BCEM OTOOPAHHBIM CJIOBApEM JIaKe€ B TOM CiIydae, eclid Ka-
KHe-JI100 pa3ieibl He ObLITU UM U3YUCHBI.

Cucrema ynpaxHEHHI MOCTPOEHA UJCHTUYHO B KaKJIOM OTJICJIbHOM FOHUTE
MOCOOMS: TOCIe KaXKI0ro TEKCTa, B KOTOPOM KPAaTKO M3JIaratoTCsi OCHOBHBIC JTaIThl
JKU3HU U TBOPYECTBA XYJ0KHUKA, JAIOTCS MOCIETEKCTOBBIC YIPAXKHEHUS, IEJIbIO
KOTOPBIX SIBJIIETCS PACKPBITh COJIEp)KAaHUE M SI3bIK TEKCTa. boJsibIlloe BHUMaHUE
YACISIETCS YCBOCHUIO U MPOYHOMY 3aKPEIUICHUIO PEUYEBBIX 00pas3IoB U JEKCHYE-
CKOr0 MaTepuajga COOTBETCTBYIOIIEH TEMbl IMyTEM MHOTOKPATHOTO MOBTOPECHUS
PEYEBBIX SUHUI] B PA3HOOOPA3HBIX JICKCUICCKUX YIPAXKHEHUAX. | paMMaTuyeckue
yIOpakHEHUsI, HallpaBJIeHHbIC Ha 3aKperyieHue yrnoTpeOsaeHus MpeasioroB U apTH-
KJICH, TOCTPOEHBI HA HOBOM TEKCTOBOM MaTepHalie, YTO JAET CTYJICHTaM BO3MOXK-
HOCTh MOJYYUTH JOMOTHUTEIbHYI0 HHPOPMAIHIO 10 ONPEICICHHON TeMe. 3aBep-
HIAOIINUM ATar paboThl HAJl TEKCTOM — MPOBEACHUE Oecell U TUCKYCCUH MO UCKYC-

CTBY, OIMCAHWUE KAPTHUH U APYTUX MIPOU3BEICHUN UCKYCCTBA.



[To okoHYaHWU Kypca CTYIAEHTHI JOJKHBI OBJIAJIETh MPEIJaraéMoud TEPMH-
HOJIOTHEH, YCOBEPIICHCTBOBATh HABBIKM YTCHUS IO CHEIUATHHOCTH, TIEPEBOIUE-
CKHE€ HaBBIKH, YMCHHE aHAJIU3UPOBATh MaTepuajl U BECTH Oeceny Mo crelnuaibHO-
CTH Ha aHTJIUICKOM SI3BIKE.

JlarHOE y4eOHOE TToCOOre MOKET ObITh UCTIONB30BAHO I ayJUTOPHBIX 3a-
HATHH U CaMOCTOSATENILHOU paOOThI CTYI€HTOB HarpaiieHui moAroroBku 54.03.01

«JInzaiin» u 54.05.01 «MoHyMeHTaIbHO-TIPUKIIAIHOE UCKYCCTBOY.



UNIT 1. RUSSIAN PAINTING

Text 1. Russian painting

In the fifteenth century changes that began to take place in Russian icon
painting brought about the birth of a national art. This evolution is visible in the
gradual elimination of the Mediterranean scene represented in the background of
icons. Greek basilicas with their porticoes and atria were substituted by Russian
churches with their cupolas and kokoshniki. Russian saints and scenes from their
lives became subjects for the Russian artists. Muscovite types and native costumes
began to appear in icon painting. The colors were extraordinarily brilliant.

Many outstanding icon and fresco painters in the 16th century worked first at
Novgorod and later at Moscow, thus linking these two schools of painting and
introducing Byzantine artistic terms and features to Moscow. The literary
movement of the 16th century had a great impact on contemporary painting. Artists
were looking for new subjects. Some depicted church preoccupations and prayers
or expressed the rites of the church in symbolic images; others pictured parables
and legends.

At the end of the late 16th century the Stroganov School of painting
appeared in Moscow. It represented the last vital stage of medieval painting before
the westernization of Russian art at the end of the 17th century. This type was
characterized by its small size, its miniature technique, its Eastern choice of colors,
and its exquisite refinement of details. Monumentality was replaced by precious
virtuosity and deep emotion by decorative elegance. The masters of the Stroganov
school made icons specifically for private use. Some of them Prokopy Chirin,
Nikifor, and Istoma Savin -later joined the ranks of the icon-painting studios in the
Kremlin armory in Moscow.

Moscow icons of the 17th century constitute the last authentically Russian
painting. The Stroganov school remained influential until the end of the 17th
century, but after about 1650 it gradually declined and lost its refinement. The

foundation of the new capital of St. Petersburg in 1703 by Tsar Peter | the Great
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became a turning point in Russian art. Although icon painting continued to follow
the Russo-Byzantine tradition throughout the 19th century, the major artistic
activity shifted to secular art and Europe's Baroque style.

In 1757 the Academy of Fine Arts was founded in St. Petersburg. Foreign
artists — mostly French — were invited to supervise the new school. They trained
some remarkable native portraitists, such as lvan Argunov, Anton Losenko, and

Fyodor Rokotov.

Tasks

1. Read the text for detailed understanding.

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

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

1. In the XV™ century changes that began to take place in Russian portrait
painting brought about the foundation of the Academy of Fine Arts.

2. This evolution is visible in the gradual elimination of the Mediterranean
scene represented in the background of icons.

3. Russian saints and scenes from their lives became subjects for the Russian
artists.

4. The literary movement of the XVI"™ century had no impact on
contemporary painting.

5. The Stroganov school of painting represented the first vital of medieval
painting before the easternization of Russian art.

6. Monumentality was replaced by precious virtuosity and decorative
elegance.

7. The foundation of the Stroganov school became a turning point in Russian
art.

8. The major artistic activity in the XIX™ century shifted to secular art.
7



9. In 1757 the Academy of Fine Arts was founded in St. Petersburg.

10. Outstanding Russian artists were invited to supervise the new school.
4. Answer the questions on the text.

1. What changes brought about the birth of a national art?

2. What became subjects for the Russian artists?

3. In what way did the Russian icon-painting of the XVI" century differ
from that of the XV'" century?

4. Why did the literary movement of the XVI™" century have impact on
contemporary painting?

5. What features characterized the Stroganov school of painting?

6. What constituted the last authentically Russian painting?

7. What became a turning point in Russian art? What did the major artistic
activity shift to?

8. When was the Academy of Fine Arts founded? What artists supervised the

new school?

Vocabulary

. To be visible — ObITh IBHBIM, OUEBHUIHBIM, BUIUMBIM.

. Gradual elimination — mocTeneHHOe YHUYTOXKEHHUE, UCKITFOUCHUE.
. Background — 3agnuii maH.

. To substitute — 3amMeHsITE.

. TO appear — mosBIATHCS.

. To link — coequusATE, CBA3BIBATE.

. Feature — yepta, 0COOCHHOCTS.

. Impact — Biusinue, Bo3aeicTBUE.

© 00 N O O &~ W N

. Contemporary — coBpeMeHHbI#, COBPEMEHHUK.
10. To depict — u306paxars.

11. Vital stage — BaxkHBIif STaI.

12. Medieval — cpeHeBEKOBBIH.

13. Exquisite refinement — yToH4€HHOCTB, U3BICKAHHOCTb.
8



14. To replace — 3ameHSTH, CMEHSTb.

15. To constitute — oCHOBBIBATh, YUPEXKIATh, COCTABIISTh.
16. To remain — octaBaThCsl.

17. To decline — mpuxoauTh B ymaaoK, yxXy/IIIeHUE.

18. A turning point — mepeaoM, Kpu3uc.

19. To follow — cnemoBars.

20. Secular — cBerckuii.

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

1) to be visible in gradual elimination of; 2) background of icons; 3) to have
impact on; 4) to appear; 5) exquisite refinement of details; 6) to replace; 7) to re-

main influential; 8) a turning point; 9) to follow the tradition; 10) secular art.

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

1) 3aMeHUTh rpeueckue Oa3uIMKN PyCCKUMU LEPKBSAMU; 2) MOSBUTHCS B KU-
BONUCH; 3) 0OBEIUHUTDH Pa3HbIE XYJI0KECTBEHHBIE IMIKOJIbI; 4) OKa3aThb OrPOMHOE
BJIMSIHUE Ha COBPEMEHHYIO JKHMBOIKCH; 5) H300pa)kaTh LEPKOBHBIC PHUTYaJbl;
6) Ba)KHBIN ATAIl CPETHEBEKOBOM JKUBOIMKCH; 7) M3SAIIECTBO JeTalici; 8) ocTaBaThes

BaXKHBIM; 9) nipuiiT B ynanok; 10) cBeTckas ;KUBOIUCH.

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

1. This development is evident in steady exclusion of the Mediterranean

scene represented in the background of icons.

2. Many brilliant icon and fresco artists worked at Novgorod and Moscow,

connecting these schools of art.
3. The literary movement had a great influence on modern painting.

4. The Stroganov school remained important until the end of the 17
century, but after 1650 it slowly declined.



5. The establishment of the new capital in St. Petersburg by Peter the Great

became a crisis in Russian art.

Exercise 4. Insert the prepositions where necessary.

The Baroque ... Russia was brought ... Western Europe. It made little
impact outside court circles. The traditional icon painting ... the Orthodox Church
continued throughout the Baroque period ... artists ... the Novgorod and Moscow
schools. During Peter's reign foreign painters began to arrive ... Russia. At the
same time groups ... young Russians were sent to Italy, France, Holland, and Eng-
land to study painting. Western influence determined the character ... Russian

painting ... more than two centuries.

Exercise 5. Insert the articles where necessary.

... art of Peter's age shows almost no trace of Byzantine influence. Only in
iconography ... old style lasted for some time. Early in ... XVIIIth century, reli-
gious painting began to give way to secular painting. Dmitry Levitsky stands out as
... only important Russian painter of ... XVIlIth century to work in ... Western

style.

Exercise 6. Translate the sentences into English.

1. B XV Beke u3meHeHus1, Ha4aBIIUECS B PyCCKOW MKOHOIMCH, BBI3BAJIM T10-
SABJICHHE HAIMOHAJIBHOT'O UCKYCCTBA.

2. DTO pa3BUTHE 3aMETHO B TMOCTCTICHHOM WCKJIIOYEHUHU CPEIM3EMHOMOP-
CKMX NEW3aXKeW, MPEACTABICHHBIX HA 3aJHEM IUIAHE UKOH.

3. I'pedeckre OA3MINKU C UX MOPTUKAMU U apTpUSIMU ObUIH 3aMEHEHBI pycC-
CKUMH LIEPKBSIMU C KYIIOJIAMH U KOKOITHUKAMH.

4. Beinarommecs: xynoxkuuku XVI Beka paboranu cHadasna B HoBropoge, a
3aTeM B MOCKBE, COCAUHSSA ITH XYJI0KECTBEHHBIC IIKOJBI U BBOJA B ymoTpebJie-

HHE BU3AHTUHCKHE XYIOKCCTBCHHBIC TCPMHHBI 1 OCOOCHHOCTH.
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5. JlurepatypHoe naBmxenue XVI Beka oka3aao OrpOMHOE BIIMSHHE Ha CO-
BPEMEHHYIO KUBOMUCh.

6. CtporanoBckas IIKOJa >KUBOIUCH MPEICTaBIIsIIa COOOM MOCISAHUM BaXK-
HBII JTaIl CPEAHEBEKOBOM KUBOITHUCH.

/. CTporanoBckasi IKOJIa OTJIMYAETCS TIIATEIbHOCTHIO MUChMa, TOHKOCTBIO
PUCYHKa M U3bICKAHHOCTBIO JIETaJICH.

8. CTporaHoBcKas IIKoJia OCTaBajaach BIUATEILHOM 10 kKoHIa XVII Beka, HO
3aT€M MOCTENEHHO MOTEPSIa CBOE MOTYIIECTBO.

9. B XIX Beke MKOHOMKCH MPOAOIKANIa CIENOBATh BH3AHTUHUCKOW Tpajv-
U1, HO OCHOBHAsA XyJ0>KECTBEHHAsI IESITEIbHOCTh CMECTUIACHh K CBETCKOW KHBO-
ITACH.

10. Akamemusi U3SIIIHBIX UCKYCCTB, OCHOBaHHasA B 1757 roxy, TOTOBUJIA BbI-
JAIOIINXCS XYI0KHUKOB, TAKMX KaK 3aMeydaTelibHble NOPTPETUCTHI IBaH APryHOB,

AnTtoHn Jlocenko, @enop PokoToB.
Exercise 7. Speak on the following topics:

1. Byzantine impact on Russian icon painting.

2. The Stroganov school of painting.
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UNIT 2. RUSSIAN PAINTERS (XIX-XX CENTURIES)

Text 1. The Wanderers

The artistic life of the country was then entirely controlled by the Academy
of Fine Arts, established in 1754. The Academy had proclaimed that "art must aim
at revealing virtue, at immortalizing the deeds of the great men who deserve the
nation's gratitude” and historical painting became part of the Academy's
curriculum. Unfortunately the themes were invariably drawn from mythological or
classical sources, and were therefore devoid of any sense of actuality.

The Wanderers, a group of artists drawn together by the common
determination to create a new Russian culture, constituted the first challenge to the
all powerful Petersburg Academy of Art. The fourteen artists who had declared
their secession from the Academy in 1863 were inspired by ideals of "bringing art
to the people™. They called themselves the Wanderers, because they thought to put
their ideals into practice by taking traveling exhibitions throughout the countryside.
These artists sought to justify their activity by making their art useful to society.
They repudiated the philosophy of "art for art's sake" which they identified with
the current academic tradition centered in the Petersburg Academy, this tradition
derived its standards mainly from international Neo-classicism. The Wanderers
defied this tradition, saying that art should be primarily concerned with and
subordinated to reality.

The mission of the Wanderers to arouse compassion and sympathy for the
common man was a brave subject for art in Russia. The repudiating of interna-
tional Neo-classicism and the ensuing rediscovery of the national artistic heritage

was the starting point of a modern school of painting in Russia.

Tasks

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

text.

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

1. The Academy had proclaimed that "art must aim at revealing virtue, at im-
mortalizing the deeds of the great men who deserve the nation's gratitude” and
historical painting became part of the Academy's curriculum.

2. The themes were usually drawn from modern sources.

3. The Wanderers is a group of artists drawn together by the common
determination to support the Academy’s tradition.

4. The fourteen artists who had declared their secession from the Academy
in 1863 were inspired by ideals of "bringing art to the people".

5. They thought to put their ideals into practice by taking traveling
exhibitions in large cities of the country.

6. They repudiated the philosophy of "art for art's sake" which they
identified with the current academic tradition centered in the Petersburg Academy.

7. The Wanderers defied this tradition, saying that art should be primarily
concerned with and subordinated to reality.

8. The repudiating of Neo-classicism and the ensuing rediscovery of the
national artistic heritage was the starting point of a modern school of painting in

Russia.

4. Answer the questions on the text.
1. Why did historical painting become part of the Academy’s curriculum?
2. What goals brought the Wanderers together?
3. Why was the group called “the Wanderers™?
4. Why did the Wanderers repudiate the philosophy of “art for art’s sake”?

5. What became a starting point of a modern school of painting in Russia?

13



Vocabulary
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. To establish — ocHOBBIBaTh, CO3/1aBaTh, YUPEIKIAT.

. To reveal — oTKpbIBaTh, TOKA3HIBATb.

. Virtue — 1ocTOMHCTBO, T0OPOICTEb.

. To immortalize — yBekoBeunTh, 00€CCMEPTUTD.

. To deserve — 3acay>KuBarth.

. Gratitude — 6;maromapHOCTh, IPU3HATEITHHOCTb.

. Invariably — mocrostaHO.

. To draw — Oparth, TSHYTb, BBITSTUBATH; YSPTUTh, PHCOBATH.

. Devoid of — numenHsbIM.

. Determination — pemmMocTb, pelicHue.

. To constitute challenge — 6pocuts BEI30B.

. To declare — 00BsBIISITH, IPOBO3TJIANIAT.

. Secession — BbIX0/1, OT/ICJICHHUE.

. To inspire — BIIOXHOBJIATb.

. To put into practice — ocymiecTBIATh, BOIUIOIIATh B )KU3Hb.
. To seek — ctpeMuThCs, TOOMBATHCS.

. To justify — onpaBaaTh, MOATBEPIUTh.

. To repudiate — oTBeprarth, He IPHU3HABATH.

. Art for art’s sake — UICKyCCTBO pajii UCKYCCTBA.

. To identify — oTox1eCTBIATS.

. To derive — u3BiIeKkaTh, HACIEAOBATh.

. To defy — urHopupoBath, mpeHeOperars.

. To concern — kacaTbCsl, UMETh OTHOIIICHHUE.

. To subordinate — moQ4uHATE, CTABUTH B 3aBUCUMOCTb.

. TO arouse — BbI3bIBaTh, MPOOYKIATh.

. Compassion and sympathy — couyBcTBHE U COCTpagaHue.
. TO ensue — moyy4uTh B pe3yabTare, IPOUCXOIUTh.

. Heritage — nacnenue.

14



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

1) to reveal virtue; 2) to deserve the nation’s gratitude; 3) devoid of sense of
actuality; 4) common determination to create a new Russian culture; 5) to inspire;
6) to justify the activity by making art useful to society; 7) art for art’s sake; 8) to
derive standards from Neo-classicism; 9) to be subordinated to reality; 10) to ensue

rediscovery.

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

1) ocHOBaTh AKaJIEMUIO U3SIITHBIX UCKYCCTB; 2) YBEKOBEUUTH JIeJIa BETHUKHX
JaroAeH; 3) MOCTOSHHO OpaTh T€Mbl U3 MU(OIOTMUECKUX U KJIACCUYECKUX HCTOY-
HUKOB; 4) OpOCUTBH BBI30B MOTYIIECTBEHHON AKaJIeMHH HCKYCCTB; 5) OOBSIBUTH O
BbIXO/I€ UX AKajeMuu; 6) BOIUIOTUTh CBOU UJAEABbI B KU3Hb, OPTaHU30BBIBASI XY-
JI0’)KECTBEHHBIE BBICTABKU B MPOBHHILIMU; 7) OTBEprarh (PUIOCOPUI0 «HUCKYCCTBO
paau UCKycCTBa»; §) mpeHeOperaTh TpaauuusMu Akagemuu; 9) npoOyXaaTh Co-
cTpagaHue u couyBcTBHe; 10) BO3pOAUTh HAMOHAIBHOE XYAOXKECTBEHHOE Haclie-

e.

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

1. The Wanderers, a group of painters gathered together by the common

purpose to form a new Russian culture, constituted the first challenge to the all

powerful Petersburg Academy of Art.
2. They called themselves the Wanderers, because they sought to put their

ideals into practice by taking mobile expositions throughout the countryside.

3. These artists sought to give reason for their movement by making their art

useful to society.
4. The Wanderers ignored this tradition, saying that painting should be first

and foremost concerned with and subordinated to reality.
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5. The repudiating of international Neo-classicism and the ensuing

rediscovery of the national creative tradition was the foundation of a modern

school of painting in Russia.

Exercise 4. Insert the prepositions where necessary.

The Society ... Wandering Art Exhibitions was founded ... Miassoyedov,
Perov, Ghe, Kramskoy and others ... 1870, and it was to exist ... 1923, having ar-
ranged forty-eight large exhibitions ... St. Petersburg, Moscow, Kiev, Nizhniy
Novgorod and other cities. As ... the people who came to these shows, it was the
first time many ... them had seen an easel painting. And they found them
interesting. Instead ... cold religious or mythological subjects that were hard to un-

derstand, the Wanderers painted town and country life ... their own time.

Exercise 5. Insert the articles where necessary.

Forming ... Society of Wandering Exhibitions, they organized mobile
exhibitions of their works in ... effort to bring serious art to ... people. ... most
prominent Russian artists of ... 1870s and 1880s, including lvan Kramskoy, llya
Repin, Vassili Surikov, Vassili Perov, and Vassili Vereshchagin, belonged to this
group. ... Wanderers attached much importance to ... moral and literary aspects of
art than to aesthetics. Its artistic creed was realism, national feeling, and social
consciousness. ... influence of ... Wanderers spread throughout Russia. This group
was dominant for nearly 30 years, but by ... end of ... century it had greatly de-

clined nevertheless it became model for ... Socialist Realism of ... Soviet Union.

Exercise 6. Translate the sentences into English.

1. XynoxxecTBeHHas! )KU3Hb CTpaHbl B cepeauHe XIX Beka MOJIHOCThIO KOH-
TPOJIMPOBAIOCH AKaJIEMHUEN U3SIIHBIX UCKYCCTB, OCHOBAaHHOMU B 1754 rony.

2. Unenbl AKageMuu 3asBJISUIM, YTO UCKYCCTBO JOJKHO MOKA3bIBATh 1OCTO-
MHCTBA U YBEKOBEUMBATH JI€JIa JIIOJEH, 3aCTyKUBAIOIINX HAMOHAJIBHOW MpH3HA-

TEIBHOCTH.
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3. [lepenBUXKHUKU — 3TO TPyMIa XyJOKHUKOB, OOBEIUHEHHBIX OOLINM JKe-
JaHHEM CO3/1aTh HOBYIO PYCCKYIO KyJIbTYpy M OpOCHBIIMX BBI30B MOTYIIECTBEH-
HOU AKaJIEMUU.

4. YeTblpHaalaTh XYJ0KHUKOB, OOBSBUBIINX O BBIXOJE U3 AKaJeMHHU, CO-
Oupanuch BOIUIOUIATh CBOU WJCANIbl B )KU3Hb, OPIaHU30BbIBAsI NIEPEIBUKHBIC BbI-
CTaBKH I10 BCEU CTpaHeE.

5. OTH XyHOXHUKU OTBepraiu GuIoCOPHUIO «HCKYCCTBO Pajud MCKYCCTBAY,
KOTOPYIO OHH OTOXKJIECTBIISIJIM C aKaJeMUYECKOW TpaaulueH, yHacJIeIOBaHHON
TJIaBHBIM 00pa30M M3 HEOKJIaCCHUIIU3MA.

6. [lepeaBuxHUKH NpeHeOperaau 3TOl Tpaguluei, TOBOPs, YTO UCKYCCTBO
JOJDKHO KacaTbCs PEAIBHOCTU U ITOJTYUHATHCS M.

7. Muccus nepeIBH>KHUKOB MPOOYKAaTh COUYBCTBUE U COCTPAJAaHUE K MPO-
CTOMY Y€JIOBEKY CTaja OCHOBHOM TEMOW PyCCKOTO UCKYCCTBA.

8. OTpullaHMEe HEOKJIACCHLIM3MA M BO3POKJECHHE HALMOHAIBHOIO XYAOXKe-
CTBEHHOT'O HACJEAMs CTAJId OCHOBAaHMEM COBPEMEHHOI MIKOJIbI )KMBOMKUCH B Poc-

CHH.

Exercise 7. Speak on the following topic:

The role of the Wanderers in the formation of a new Russian culture.

Exercise 8. Describe the pictures by one of the Wanderers. Read additional

information about these painters in “Supplementary reading”.

Victor Vasnetsov. "The Warriors".

Vasnetsov's love for Russia, his admiration of the valour of the Russian peo-
ple, may be clearly and convincingly seen in his picture "The Warriors"*. It is a
huge picture depicting three warriors. Their figures are more than life-size. The
three riders are portrayed against the background of the vast open steppe, sloping
hills, woods, and grassy meadows. In the foreground there are little fir-trees. Taken

together, this creates a complete image of the Motherland close to every Russian
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heart. In his most beloved picture VVasnetsov showed his three favorite epic heroes:
the hot-tempered Dobrynya Nikitich, the powerful llya Muromets and the cunning
Alyosha Popovich. The character of each warrior is echoed in the image of his
horse. This interesting detail, as well as the subject of the picture, corresponds to

the spirit of the epic poems.

* "The Warriors" — «Tpu 0oratbips».

Victor Vasnetsov. “Alyonushka”.

The poetic images of Russian women from folk tales were very dear to
Vasnetsov. They are timid and sad Alyonushka, the gentle snow maiden, the
melancholy Tsarevna Nesmeyana, Elena the Beautiful and other heroines of
Russian fairy tales.

The events depicted by the artist unfold against the background of the
Russian country-side.

The way the artist shows the country-side creates the mood of the picture.
The bright autumn foliage of the trees on the banks of a dark pond, and lighting
emphasize the feeling of anxiety. The girl is sitting on a large stone near the
water, looking thoughtfully and sadly into the dark depths. The setting emphasizes
the loneliness of the girl. Her pose suggests that she is unhappy about something.
Judging by her tattered clothes and her bare feet she is probably a poor girl. Yet
here is a lot of charm in her sad figure. She is beautiful. She has regular features

and long thick hair.

Pavel Fedotov. “A Major Comes A-Courting”.

“A Major Comes A-Courting”*, by Fedotov, has a profound social message.
It condemns marriage without romantic love, marriage that is an earth-bound, prac-
tical contract. In the center of the picture stands the bride elaborately dressed but
ashamed, wishing only to be elsewhere. Her agitated figure is very expressive, and
together with its billowing dress it serves to draw the whole composition together.
In the doorway at the extreme right, silhouetted against a green wall, the major
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stands in a theatrical pose, as he anticipates the double benefit hi is soon to reap:
the tidy sum and the blushing bride.

* “A Major Comes A-Courting” — «CBaTOBCTBO Maiopay.

Vassili Perov. “A Village Easter Religious Procession”.

One of Perov’s most powerful works is his “A Village Easter Religious Pro-
cession”*. It gives us a sad picture of the ignorance and wretchedness of village
life, with the somber sky, the muddy road and bare trees of the landscape heighten-
ing the impression of hopeless dreariness. The drunken priest is shown in carica-
ture, and there is no idealization of the peasants — they appear just as they really

were.

* “A Village Easter Religious Procession” — «CenbCKuii KpECTHBIN XO1».

Aleksey Savrassov. “The Rooks Are Back”.

A new conception of the Russian natural scene was to be seen in “The Rooks
Are Back™ by Savrassov, who with his sincere approach and simple manner of
representing early spring, made a big impression on his contemporaries, opening
their eyes to the beauty of their own native landscape. In the plain and familiar
appearance of the village, Savrassov found a poetic beauty. The composition is
simple and natural. He muted color scheme of blues, whites, and browns in the

transitions renders the play of light and shade.

* “The Rooks Are Back™ — «I'pauu npusnerenm.

llya Repin. “Religious Procession in the Kursk Guberniya.

In Repin’s “Religious Procession in the Kursk Guberniya”*, of 1880-1883, a
ceremonious procession is moving along a dusty road. Repin depicted almost all
the estates of provincial Russia. Each figure is endowed with a characteristic pose,
movement and gesture. In the centre of the procession the painter placed

landowners, merchants, clergymen and officers, representatives of the middle and
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upper classes. The fat landowner's wife, who carries the miracle-performing icon is
very expressive. She is full of her personal importance. Her arrogant look mirrors
the self-confidence of the representatives of the propertied classes. Their well-
being is protected by village police officers. The procession is headed by stalwart
peasants; behind them two women of the lower merchant class cautiously carry an
empty icon case. A choir is also represented here. No face shows deep devotion to
God. Among the crowd the figure of an archdeacon stands out for the bright,
festive clothing, but he too is plunged in his own thoughts. True faith is seen only
in the images of the poor and pilgrims. The most expressive image is that of the
hunchback.

* “Religious Procession in the Kursk Guberniya” — «Kpectnsiit xon B Kyp-

CKOU 00J1acT.

Text 2. Vassili Surikov (1848—1916)

Vassili Surikov was the first of the Wanderers to combine national ideals
with an urge to find a new language in which to express those ideals.

Surikov's masterpiece, "The Boyarina Morozova" (1887), depicting the
persecution of the "old believers" by the patriarch Nikon, is set down in the streets
of medieval Moscow. It is an enormous painting — both in size and scale it is in
the nature of a wall-painting. The pictorial construction of this work reminds one
of the great Italian monumental painters whose work Surikov so much admired —
Michelangelo, Tintoretto, Titian and Veronese. It is full of movement— the
fresh, solid color glances from form to form, gesture carries on to gesture, until fi-
nally one's eye is arrested by the central figure of the Boyarina with her dramatic
uplifted hand and pointing fingers. This dynamic quality had always been a funda-
mental characteristic of Russian painting, and in Surikov's work it re-emerges from
the medieval traditions for the first time. With Surikov the peculiar color range of
Byzantine art is likewise revived — the rich browns somber red and clear yellow.

A decorative surface rhythm and strong horizontals are other characteristics
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common to Russian art, both ancient and modern, and likewise first recovered in
the work of Surikov.

Historical painting, that is, painting which recreates the mood and tensions
of a specific period, did not come into being till Surikov turned to Russia's past for
the subjects of his pictures. Surikov could not express the past in a single
personage, however important, but had to present events against a background of
ordinary people. Like Tolstoy's his canvas was a vast one; he was also able to
make it a vivid one, for he was one of the very few artists of the period to use a
colorful palette. In addition, Surikov possessed an instinctive understanding of
nature, and the glimpses of landscape in the backgrounds of his pictures inspired
artists such as A. Kuindzhi, I. Ayvazovski and I. Levitan to create a school of real

landscape painting.

Tasks

1. Read the text for detailed understanding.

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

text.

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

1. Vassili Surikov was the first of the Wanderers to combine national ideals
with an urge to find a new language in which to express those ideals.

2. Surikov's masterpiece, "The Boyarina Morozova" (1887), depicting the
persecution of the "old believers” by the patriarch Nikon, is set in the streets of
modern Paris.

3. The pictorial construction of this work reminds one of the Impressionist
painters — Picasso, Van Gogh and Gauguin.

4. This dynamic quality as a fundamental characteristic of Russian painting

re-emerges from the medieval traditions for the first time in Repin’s works it.
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5. With Surikov the peculiar color range of Byzantine art is likewise revived
— the rich browns somber red and clear yellow.

6. Historical painting came into being when Surikov turned to Russia's past
for the subjects of his pictures.

7. Surikov expressed the past in a single personage, usually important.

8. Surikov was able to create vivid masterpieces due to the use of a colorful

palette.

4. Answer the questions on the text.

1. Why was Surikov the first Russian painter to combine national ideals with
an urge to find a new language? Name his best-known canvases.

2. What can you say about the subject, composition, color and rhythmical
design of “The Boyarina Morozova”?

3. Why could not the painter express the past in a single personage?

4. Why was Surikov able to make his pictures vivid?

5. What of Surikov’s work inspired A. Kuindzhi, 1. Ayvazovski and 1.

Levitan to create a school of real landscape painting?

Vocabulary

. An urge — cuibHOE JKeJIaHue.

. To depict — u306paxars.

. Persecution — npecienoBanue, roHEHHE.

. The old believers — crapoBepsbl, cTapoOOPSIIIBI, PACKOIBHHUKH.
. To set down — 3aneuaTiieBaTh.

. Medieval — cpenHeBEeKOBBIiA.

. Enormous — orpomusilii.
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. Wall-painting (syn. mural painting) — nactenHas, ¢ppeckoBasi )KHBOIUCH, CTEHO-
TIHCh.
9. Pictorial — >xuBONMCHBIH, H300pa3UTEIbHBIH.

10. To remind — HAMOMUHATB.
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11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21,
22,
23.
24,
25,
26.
217,
28.
29.

To admire — BocxumaThCs.

Solid color — poBHbIii 11BET.

To glance — cko1b3uTh, 0J1€CTETh, OTPAKATH.

To carry on — npogoJyiKaTh.

To arrest — npuKOBHIBATh (B30PhI, BHUMAHHE).

TO re-emerge — mosIBJISATLCS CHOBA.

Peculiar — cBoeoOpasHbIii, 0cOOCHHBIN, WHIMBH Y aTbHBIH.
Color range — raMma 1[BETOB.

TO revive — 0KUBJISATH, BOCKpEIIIATh, BOCCTAHABINBATb.
Somber — TeMHBIiA, MpaYHBIii.

To recover — oOpeTaTh CHOBa, BO3BpAIlaTh, HABEPCTHIBATb.
To recreate — BoccTaHaBIUBATh, OCBEKATh, 3aHUMATh.
Event — coObiTHE.

Ordinary — oObIYHBIH.

Vivid — sipkwid, ICHBI, KHBOH.

Colorful palette — kpacounas, spkas HaauTpa.

To possess — umeTh, 00J1a1aTh.

Glimpse — npo0Jieck, MenbKaHWe, HAMEK.

To inspire — BIOXHOBJIATh

Vocabulary exercises

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

3) pictorial construction of work; 4) to admire brilliant painters; 5) solid color;
6) color range; 7) to recover; 8) to recreate a decorative surface rhythm and strong

horizontals; 9) a colorful palette; 10) glimpses of landscape in the background of

1) to depict the persecution of the old believers; 2) an enormous painting;

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

1) »keaHWe HAWTH HOBBIA SI3bIK JUISI BBIPAKCHUS HAIMOHATBHBIX HICH;
2) 3ameyaTiieTh Ha YJIMIAaX CpeJHEeBEKOBOW MOCKBBI;, 3) ppeckoBas >KUBOIKCH;
4) pOBHBIH IIBET CKOJB3UT OT (POPMBI K hopMe; 5) MPUKOBBIBATH BHUMAHHE K IICH-
TpasibHOU (urype; 6) BOCKpECUTh CBOCOOpPA3HYI0 raMMy I[BETOB BH3aHTHUHCKOIO
UCKYCCTBA; 7) MepeiaTh HACTPOEHUE OMPEIEIEHHOTO Meproia; 8) n300paxkarh Co-
ObiTUsT Ha (oHE OOBIYHBIX JHOJEH; 9) o0NamaTh MHCTUHKTUBHBIM MOHUMaHHEM

npupoasl; 10) BIOXHOBUTH XyI0KHUKOB.

Exercise 3. Paraphrase the sentences using your active vocabulary.
1. Surikov's canvas, "The Boyarina Morozova" is a vast painting — both in

size and scale it is in the nature of a mural painting.

2. The pictorial construction of this picture is reminiscent of one of the great

Italian monumental artists whose work Surikov so much admired — Michelangelo,

Tintoretto, Titian and VVeronese.

3. It is full of movement— the fresh, solid pigment glances from form to
form, gesture carries on to gesture, until finally one's eye is attracted by the central
figure of the Boyarina with her dramatic uplifted hand and pointing fingers.

4. Surikov could not convey the past in a single sitter, however important,
but had to present actions against a background of usual people.

5. Surikov had an intuitive understanding of nature, and the glimpses of

landscape in the backgrounds of his paintings stimulated artists such as A.

Kuindzhi, I. Ayvazovski and |. Levitan to create a school of real landscape

painting.

Exercise 4. Insert the prepositions where necessary.

Born ... Krasnoyarsk ... Siberia, Surikov set out ... Petersburg ... horse-
back ... 1868 to join the Academy. He was a year ... his journey, for ... his way he
made frequent stops ... the ancient towns through which he passed. In particular

Kazan and Nizhniy-Novgorod impressed him, but it was Moscow that bowled him
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.... "Coming to Moscow, to that centre ... national life, I immediately saw my

way," he wrote later.

Exercise 5. Insert the articles where necessary.

Surikov understands ... law of contrast and association of ... colors.
Remarkably picturesque is ... harmonious coloring of ... whole canvas “The
Boyarina Morozova” with ... dominating bluish tints in it and ... expressiveness
achieved by ... association of black and white, ... repetition of ... red and yellow
spots. ... blues and ... reds and ... yellows merge into one another and create ...

harmonious whole.

Exercise 6. Translate the sentences into English.

1. Bacunuit CypukoB ObUT IEPBBIM PYCCKUM XYIO0KHUKOM, OOBHETUHUBIITIM
HallMOHAJIBHBIE UJICANIBI CO CTPACTHBIM KEJIAaHUEM HAWTH HOBBIM S3BIK JJIS1 BbIpa-
YKEHUSI DTUX UJICAJIOB.

2. enesp Cypukosa «bosipbiasg Mopo30Bay, n300pakarommuii npecieaona-
HUE CTApOBEpPOB marpuapxoM HHKOHOM, 3amedariieH Ha yJIWIax CpeIHEBEKOBOU
MOCKBBL.

3. «bosipeiHgs Mopo30Ba» — OrpoMHasi KapTWHA, BBIMOJHEHHAs B MaHEpe
(bpecKOBOI JKUBOTHUCH.

4. Bes kapTHHA HAIlOJIHEHA JBHXKCHUEM: CBEXKHUM, POBHBIN LIBET CKOJIB3UT OT
dbopmbl K PopMe, KeCT MPOJOJIKAET KECT, U, HAKOHEII, IIeHTpaibHas ¢urypa 0o-
SPBIHU C JpaMaTUUYECKH TOJIHATON PyKOM MPUKOBHIBAET BHUMAHUE 3PUTEIIS.

5. CBoeoOpa3Has raMMa IIBETOB BU3AHTUICKOTO UCKYCCTBA 0KMBAET B pado0-
Tax ATOTO BBIJAIOIIETOCS XY 10KHUKA.

6. CypukoB n300paxkai COOBITHS POILIOTo Ha (hOHE OOBIYHBIX JIFOJICH.

7. CypukoB ObUT CIIOCOOEH CO3/1aBaTh SPKUE, KUBbIE KapTHHBI Oyaromaps
CBOEU KPAaCOYHOU MaIUTpeE.

8. IIpobnecku neizaxa Ha GoHe ucTopudeckux kapTuH CypuUKOBa BIIOXHO-

B Kynnmku, AiiBa3oBCKoro u JIeBUTaHa Ha CO3JaHKE IIKOJIbI TIEH3axa.
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Exercise 7. Speak on the following topic:

Surikov is the first Russian historical painter.

Exercise 8. Describe one of the pictures by Vassili Surikov.

The action of the picture "The Boyarina Morozova"* takes place in a quiet,
narrow Moscow street in the 17" century. The short winter day is declining; it is
nearly twilight. The quiet snow-covered street presents an unusual aspect: it is
filled with throngs of people who are surging into the street.

The Muscovites are there to accompany and pay homage to the first
Boyarina of Moscow, who is being taken to interrogation for her unbending
adherence to the old believers.

The Boyarina forms the center of the composition, and immediately attracts
attention by her pale inspired face, set off by her dark garment and marked by an
inner storm of emotions. Her hand is raised in an eloquent gesture with two fingers
making the sign of the cross, the symbol of dissenters, forbidden by the church.
She is superb in her indomitable inflexibility and readiness to die for what she
considers a righteous cause.

Each character in the picture is strikingly individualized, revealing strength
and might of the popular masses. Each of the characters accompanying the
Boyarina is portrayed with unforgettable expressiveness. Each figure in the picture
is an actual portrait. The exalted expression on the face of the beggarly, feeble-
minded devotee, with his two fingers raised, repeating the sign made by the
Boyarina, as a token of his devotion and adherence. The pilgrim who is absorbed
in deep thought. The Boyarina’s sister, princess Urusova, who is walking by the
sledge, ready to share the fate of the Boyarina. The kneeling old beggar-woman
who worships the heroic martyr. The young woman with the inspired sorrowful
face whose beauty is enhanced by the deep blue of her coat and the yellow of her
shawl and particularly by the position of her bent figure, which expresses the

reverence she feels for the Boyarina. The young girl with the frightened expression
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of her eyes. And the young nun, whose pale, sorrowful face stands out as a sharp
contrast to her black garb. All the parts are brought together with great mastery
revealing Surikov’s fine sense of composition. From the point of view of its
composition the picture is easily divided into two parts, with the sledge bearing the
Boyarina in the center.

Extraordinary convincing is the rendering of the rhythm with which the
movement of the sledge is animated, as it moves slowly amidst the dispersing
crowd. The impression produced by the diagonal lines of the composition is
heightened by the movement of the boy running after the sledge, and particularly
by the tracks just made by the sledge runners in the snow.

The landscape repeats the blue, red and yellow color scheme of the shawl
worn by the princess Urusova with its white background. The design of the shawl
Is again repeated in the architecture of the ancient buildings and even in the shaft-
bow of the harness. The artistic skill and love with which the painter renders this

national originality and beauty show the keen appreciation of his people.

*"The Boyarina Morozova" — «bosipbiast Mopo3oBa»

“The Morning of the Streltsy's Execution”*, of 1881, is the earliest artist's
explicit vision of the historical past. It reproduces the event from Peter Fs time that
continues to shock people even today. In the year of 1682 the Streltsy, the Russian
citizen-soldiers, incited a revolt in Moscow. At that time Peter, a boy of ten, had to
flee the capital to survive. When Peter ascended the throne he took revenge on the
old unreliable army and beheaded all the Streltsy in the presence of their wives and
children. In the painting Surikov depicts the moment preceding the execution. The
composition divides into two groups: one centers around Peter, another one shows
the Streltsy, their wives and children. This painting was the first one to express the

artist's understanding of history.

* “The Morning of the Streltsy's Execution” — «YTpo cTpenenkoi Ka3Hu.
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Text 3. Vladimir Favorsky (1886—1964)

Vladimir Favorsky left his mark in many spheres of art. As a young man, he
worked enthusiastically at easel painting and later retained a fondness for painting
still-lifes and landscapes. Until the end of his days he continued to enjoy pencil
drawing, particularly portraits. His experiments in the sphere of monumental
painting are also worth mentioning; they show a profound understanding of the
indissoluble link between wall painting and architecture.

In spite of all this, Favorsky was undoubtedly first and foremost an engraver
and his medium was wood. It was to the wood engraving that he devoted the
greatest effort and owed those great successes which secured for him one of the
first places in modern art. Favorsky realized the fascination of the actual technique
of the woodcut and wood engraving, the beauty of the material which the artist is
called upon to reveal in the very process of imposing his own will upon it.

The chief place in Favorsky's work belongs to book illustration. This,
however, did not prevent him from producing a number of wall prints (often in
linoleum), in which he incorporated the experience gained from his work on books.

To appreciate the originality of Favorsky's engravings, it is essential to bear
in mind that he was never satisfied with the creation of illustrations as separate,

graphic pictures not seen as integral parts of the printed page.

Tasks

1. Read the text for detailed understanding.

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

3. React to the statements using the phrases of agreement and disagreement.
1. Vladimir Favorsky left his mark in many spheres of art.
2. As a young man, he worked enthusiastically at portrait painting and later

retained a fondness for painting icons.
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3. His experiments in the sphere of monumental painting show a profound
understanding of the indissoluble link between wall painting and architecture.

4. Favorsky was undoubtedly first and foremost an engraver.

5. It was to the wood engraving that he devoted the greatest effort and owed
those great successes which secured for him one of the first places in modern art.

6. The chief place in Favorsky's work belongs to landscape painting.

7. He incorporated the experience gained from his work on books in wall
painting.

8. Favorsky was satisfied with the creation of illustrations as separate,

graphic pictures.

4. Answer the questions on the te4xt.

1. In which spheres of art did Favorsky leave his mark?

2. Why are the experiments in the sphere of monumental painting worth
mentioning?

3. To what technique did the painter owe his great success which secured for
him the fist place in modern art?

4. What place in Favorsky’s work belongs to the book illustration?

5. Was Favorsky satisfied with the creation of illustrations as separate,

graphic pictures?

Vocabulary

. To leave one’s mark — ocTaBuTh cre.

. Easel painting — cTankoBas )KHBOIIKCh.

. To retain a fondness for — coxpaHuTh J1000BS K. ..
. Still-life — naTropmopr.

. Landscape — mefizax.

. To be worth mentioning — cTouTh yroMuHaHUsI.

. Profound — riry0okuii, mosHbiii, aOCOTIOTHBIH.
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. Indissoluble link — Hepa3preiBHas, MpoYHAsK CBA3.
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9. Wall painting (syn. Mural painting) — HacTeHHas, ¢ppecKoBasi >KHBOITUCh, CTEHO-
TTUCh.

10. Foremost — BeIIarOAACA.

11. Engraver — rpasep.

12. Medium — maTepuas, CpeicTBO; TEXHHUKA PabOTHI.

13. To owe — OBITE 00SI3aHHBIM, JOIKHBIM.

14. To secure — o0ecrieunBaTh, rapaHTUPOBATH.

15. Fascination — ogapoBaHue, 00assHHE, IPEICCTh.

16. Woodcut (syn. wood engraving) — rpaBropa Ha JIepeBe.

17. To prevent from — memarp, IpensTCTBOBATh, IPEIOTBPAILIATh.
18. To incorporate — coeIuHUTh, 00bETUHUTD.

19. To gain — moyy4ats, MPUOOPETATS.

20. To appreciate — oleHUTb.

21. To bear in mind — umeTh B BUIY.

22. To satisfy — ynoBiaeTBopsTS.

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

1) to leave one’s mark in different spheres of art; 2) to retain a fondness for
painting still-lifes and landscapes; 3) to be worth mentioning; 4) profound under-
standing; 5) medium; 6) to devote the greatest effort to wood engraving; 7) fascina-
tion of the actual technique of the woodcut; 8) to prevent from; 9) to incorporate;

10) to bear in mind.

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

1) yBII€YeHHO 3aHUMATHCS CTAHKOBOW JKHMBOIKCHIO; 2) Hepa3pbhIBHAsS CBI3b
(bpecKoBOil JKUBOIUCU U apXUTEKTYPHI; 3) BhIIAIOIINICS TpaBep; 4) ObITh 00s3aH-
HBIM CBOMM YCIIEXOM TpaBIOpE Ha JiepeBe; 5) obecrneunTh NEPBOE MECTO B COBpE-
MEHHOM HCKYCCTBE; 6) MOHMMATh MPENIECTh TEXHUKU;, 7) MOMEIIAaTh CO3JIaHUIO

HACTEHHOM JKUBOMUCH; 8) OOBEIUHUTH OIBIT, MPUOOPETEHHBIN HaJ paboTON Hax
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KHUTaM#; 9) OLIEHUTh OPUTHHAIBHOCTH TpaBiop; 10) He ObITH yIOBIETBOPECHHBIM

CO31aHHUECM OTACIBbHBIX HJIJ'IIOCTpElLIHfI.

Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. His experiments in the field of monumental painting are also worth

mentioning; they show a deep understanding of the unbreakable connection be-

tween wall painting and architecture.

2. In spite of all this, Favorsky was unquestionably first and outstanding an

engraver and his material was wood.

3. It was to the woodcuts that he dedicated the greatest effort and owed those
great successes which secured for him one of the first places in modern painting.
4. Book illustration did not stop him from producing a number of wall prints,

in which he fused the practice gained from his work on books.

5. To understand the creativity of Favorsky's engravings, it is essential to

have in mind that he was never pleased with the design of illustrations as separate,

graphic pictures not seen as integral parts of the printed page.

Exercise 4. Insert the prepositions where necessary.

When beginning a series ... illustrations, Favorsky usually worked ... a pre-
liminary design ... the book he was planning. This design takes ... account the size
... the book, the width ... the margins, cover and title page, initial letters and head-
pieces, the order ... which the illustrations will be placed and any ornamentation
within the text. Favorsky uses his skill ... composition not only ... the designing

.. whole books and whole pages, but ... the structure ... each separate image.
With great sensitivity he succeeds ... expressing the essence ... his subject ... the

very way ... which the component parts fall ... position.

Exercise 5. Insert the articles where necessary.
With ... few exceptions when he has recourse to color Favorsky confines

himself to ... use of black, white and intermediary tones. So acute is his sensitivity
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to ... mutual effects of dark and light that even in monochrome engravings he
manages to create ... illusion of color harmony. In ... Samargand linocuts we feel
... brilliance of ... eastern weaves, in ... Dante print ... number "9" stands out like
... scarlet initial, ... black flag in "The Lay of the Host of Igor" creates ... impres-

sion of ... patch of color.

Exercise 6. Translate the sentences into English.

1. Bragumup ®@aBopckuit 0CTaBUII €€l BO MHOTHX 00JIACTSAX UCKYCCTBA.

2. B MOI0A0CTH OH YBJICUEHHO 3aHUMAJICSI CTAHKOBOM KMBOMUCHIO, a MO3/I-
HEE HaydaJl PUCOBATH MTEW3aKU U HATFOPMOPTHI.

3. Ero skcrnepuMeHThl B 00JIaCTU MOHYMEHTAJIbHOM KUBOMUCHU CTOSIT YIIO-
MHHAHUS: OHHU ITOKA3bIBAIOT MTOJHOE TOHUMAHHE XYA0KHUKOM HEPA3PBIBHOM CBS3U
(bpecKoBO )KUBOMHUCH U APXUTEKTYPHI.

4. daBopcKHii, HECCOMHEHHO, OB BBIIAIOIIMMCS TPaBEpOM; €ro MaTepruaIom
OBLIIO IEPEBO.

5. I'paBropam Ha nepeBe DaBopckuil 00s3aH OTPOMHBIM YCIIEXOM, KOTOPBIN
oOecreyuns eMy OJIHO U3 MEPBBIX MECT B COBPEMEHHOM HCKYCCTBE.

6. OcHoBHOe MecTO B pabore DaBopCKOro MPUHAJICKHUT HWIITOCTpPAIIUU
KHUT, 3TO, OJIHAKO, HE MOMEIIAJI0 XYJO)KHUKY CO3/1aBaTh (DPECKOBYIO KUBOIHCH.

7. B crenHoi xuBonucu ®aBopckuii 00bEAUHUIT OTIBIT, TPUOOPETEHHBIA UM
B paboTe HaJ| KHUTaMHU.

8. UToObl OLIEHUTh OPHUTMHAIBHOCTH TIpaBlop PaBOPCKOro, HEOOXOIUMO
UMETh B BHUJly, YTO OH HE ObLI yJIOBJIETBOPEH CO3JAaHUEM OTAEIbHBIX HILIIOCTpA-

HHﬁZ OYCHBb 4aCTO OH pHUCOBAJI LICJIbIC KHUI'H.

Exercise 7. Speak on the following topic:
Favorsky is a foremost engraver and a master of book illustration.
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Exercise 8. Describe Favorsky’s picture “The Lay of the Host of Igor”.

In the illustration to "The Lay of the Host of Igor"*, which shows Igor at the
beginning of the battle, the figures of the prince and his warriors are moved out
into the immediate foreground, it is as though they were already advancing on the
enemy, the black banner above their heads expresses the might of the Russian host.
In the figure of the prince vertical lines dominate. The figures of his enemies are
round the edges so that they are merely on the periphery of the main group. In the
next print, showing the battle between the Russians and the Polovtsy, the
distribution of figures is of quite a different character. Here, the galloping figure of
Igor's ally prince Vsevolod is only glimpsed in the depths of the composition and
the foreground is densely occupied by squat figures of the Polovtsy, who appear to
have cut us off from the Russian host. The solemn, statuesque attitudes are

replaced by the tempo of the gallop.

* "The Lay of the Host of Igor" — «CnoBo o nmosiky Uropesey.
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UNTI 3. RUSSIAN ART GALLERIES

Text 1. The Tretyakov Gallery

The Tretyakov Gallery in Moscow is one of the world's largest museums. Its
founder is a Russian merchant Pavel Tretyakov (1832-1898), a great patriot and
connoisseur of art. In the 1850s he decided to set up a public art museum. In 1892
he presented his collection to the Moscow community. It included about 2
thousand first-rate works by almost all outstanding Russian artists of the 18-19th
centuries. It was a real museum of national art, reflecting its history. Initially,
Tretyakov's collection was exhibited in his mansion in Lavrushinsky Lane, but by
the 1870s it became so large that Tretyakov undertook the construction of the first
halls of the gallery's special building.

The Russian revolution of 1917 brought cardinal changes in the character of
the Tretyakov collection and arrangement of gallery activities. After the revolution
the Tretyakov Gallery's collections grew due to nationalized private collections and
separate valuable works of art that came in from private mansions and country
estates.

At present it has over 100,000 exhibits. Now it fully reflects the entire
history of Russian and Soviet art painting, drawing, sculpture and the applied arts.
This division opens with truly unique icons of the llth-17th centuries. This is one
of the largest and best collections of Mediaeval Russian art of all existing museum
collections. It includes over 4500 icons of various periods, schools and trends. The
collection of Mediaeval Russian icon painting was started by Pavel Tretyakov,
who had 62 icons of the 15th-17th centuries.

The collection of paintings of the 18th and the early 19th centuries is an
important part of the Tretyakov Gallery. The museum has full collections of works
by outstanding Russian portrait painters as Alexei Antropov, Ivan Argunov,
Fyodor Rokotov, Dmitry Levitsky, Vasily Borovikovsky, Orest Kiprensky, Vasily
Tropinin and Karl Bryullov who made the portrait a leading genre of Russian art.

The art of a famous historical painter of the first half of the 19th century, Karl
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Bryullov, is represented at the Tretyakov Gallery mostly by his portraits, where he
emerges as a brilliant and skilful master of formal portraits and psychological
insights.

Along with portraits, a collection of landscapes of the late 18th to early 19"
centuries, especially works by Alekseev and Shchedrin occupies a place of honor
in the Gallery. “The Appearance of Christ to the People” by Alexander Ivanov
shows not only the miracle of the Lord's advent but also the miracle of people's
spiritual revival and moral elevation.

Russian realism of the second half of the 19th century reached its perfection
on the art of three outstanding painters — llya Repin, Vasily Surikov and Victor
Vasnetsov. Repin, Surikov and Vasnetsov elevated Russian painting to the level of
the best works of the 19th-century art. At the beginning of the 20th century worked
such brilliant artists as Valentin Serov, Mikhail Vrubel, Konstantin Korovin and
Victor Borisov-Musatov known for their excellent realistic portraits, on the one
hand, and their persistent innovation, on the other hand.

The Tretyakov gallery now has probably the largest museum collection of
Soviet art. The gallery has become a keeper of classical Soviet art, its avant-garde
and the more traditional trend, for example, works by Soviet artists of the older
generation —Kuzma Petrov-Vodkin, Pavel Filonov, Robert Falk, David
Shterenberg, Alexander Deineka, Pyotr Konchalovsky, Yuri Pimenov and others.
Their artistic destinies were different, sometimes tragic, but all of them contributed
to the development of contemporary art.

The gallery's growth was restricted by its territory and the need to keep its
main premises intact as a monument of architecture. Hence there appeared the idea
of integrating the Tretyakov Gallery and the newly-built Art Gallery at Krymsky
Val into a single museum complex. The restored and reconstructed old building in
Lavrushinsky Lane shows pre-revolutionary Russian art and the new art gallery

displays paintings, sculpture, and drawings of the 20" and 21 centuries.
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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 founder of the Tretyakov Gallery is a Russian merchant Pavel
Tretyakov, a great patriot and connoisseur of art.

2. In 1892 the Tretyakov’s collection included two thousand first-rate works
by outstanding European artists of the 15-17" centuries.

3. The Tretyakov Gallery is a real museum of national art, reflecting its
history.

4. After the revolution of 1917 the Tretyakov’s collection reduced.

5. The Tretyakov Gallery contains the best collection of unique icons of
various periods, schools and trends.

6. The museum has no collections of works by outstanding Russian portrait
painters.

7. A collection of landscapes occupies a place of honour in the gallery.

8. The art of a famous historical painter Karl Bryullov is represented mostly
by his landscapes.

9. Repin, Surikov and Vasnetsov elevated Russian painting to the level of
the best works of the 19" century art.

10. Today the Tretyakov Gallery and the newly-built Art Gallery are

integrated into a single museum complex.

4. Answer the questions on the text.
1. What is the Tretyakov Gallery? Who is its founder?
2. Why did the Tretyakov’s collection grow after the revolution?
3. What does the Tretyakov Gallery reflect?
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4. What is the best collection of Mediaeval Russian art in the gallery? What
does it include? Whom was the collection started by?

5. Does the gallery have any collections of portrait painters? What painters
made the portrait a leading genre of Russian art?

6. On the art of what painters did Russian realism of the 19" century reach
its perfection?

7. Are there any collections of Soviet art in the museum? What Soviet artists
contributed to the development of contemporary art?

8. Why were the Tretyakov Gallery and the new Art Gallery integrated into a
single museum complex? What does the Tretyakov Gallery show? What does the

new gallery display?

Vocabulary

. Connoisseur of art — 3HaTOK, lIEHUTEIh HCKYCCTBA.
. Outstanding — BeIgaromuiics.

. To reflect — oTpaxars.

. Merchant — xymen, Toproserr.

. Due to — 6iaromapsi.

. Valuable — uienuslii.

. Unique icons — yHuKaabHbIE HKOHBI.

. A leading genre — Bexymuii, TUINPYIOIIAN KaHP.

© 00 N OO O B~ W DN P

. Landscape — neiizax.

[HEN
o

. A place of honour — mogetHoe, 1OCTONHOE MECTO.

[EEY
[EEN

. Brilliant — 6mrecTsiumii, spKuii.

[HEN
N

. Skill /skilful — naBBIK, yMEeHHUE, MACTEPCTBO /UCKYCHBIH, YMEIBIH.

[EEY
w

. To reach perfection — mocturars coBepiIeHCTBA.

[EEY
SN

. To elevate to the level of — Bo3BBICHTE 10 YPOBHSI.

[HEN
o1

. To contribute — BHOCHT BKIIaI.

[EEY
(o))

. To integrate — 00be IMHSATE.

[HEN
\l

. Private — vacTabIii.
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Vocabulary exercises
Exercise 1. Give the Russian equivalents for the following words and word
combinations:

1) connoisseur of art; 2) separate valuable works of art; 3) to grow due to
private collections; 4) unique icons; 5) landscape; 6) to emerge as a skilful master;

7) to reach the perfection; 8) to elevate; 9) to contribute.

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

1) U3BeCTHBINM LEHUTENIb UCKYCCTBA; 2) OTpaXkaTh HCTOPHUIO PYCCKOM JKUBO-
IIMCH, 3) 6naroz[ap;1 YaCTHBIM KOJUICKOUAM HW OTACJIBbHBIM LICHHBIM pa60TaM;
4) yHUKaJIbHBIC UKOHBI PA3JIMYHBIX IIEPUOJIOB, IIIKOJI M HAMPABIICHUI; 5) 3aHUMATh
MOYETHOE MEeCTO; 6) MCKYCHBIN XYHOXKHUK; 7) BO3BBICUTH >KUBOIUCH JI0 YPOBHS
Jy4YIIUX padoT UCKYCCTBA; 8) BBIJAIOIIMNCS MOPTPETUCT; 9) BHECTH BKIIAJ B pa3-

BUTHE COBPEMEHHOTO UCKYCCTBa; 10) 00bEIMHUTD B €IUHBII MYy3€HHBII KOMILIEKC.

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

1. The initiator of the Tretyakov Gallery is a Russian merchant Pavel

Tretyakov, a great patriot and patron of art.

2. The gallery contains first-rate collections by almost all outstanding

Russian painters.

3. After the revolution the Tretyakov Gallery’s collection enlarged owing to

nationalized personal collections and separate remarkable works of art.
4. The museum possesses full collections of works by brilliant Russian

portrait painters who made the portrait the most important genre of Russian art.

5. The art of a historical painter Karl Bryullov is represented at the gallery
by his portraits where he shows himself as a magnificent and skilful master of

formal portrait.
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Exercise 4. Insert the prepositions where necessary.

As a token ... gratitude ... his outstanding accomplishments, Tretyakov was
rewarded ... an honourable title ... Moscow’s freeman. Tretyakov stayed ...
guardian ... the gallery ... the end ... his days. During 1893-1897 the gallery was
replenished ... 200 art works bought ... its founder. Among the latest acquisitions

were Levitan’s landscapes, Repin’s portraits, Vasnetsov’s works ... Russian epic.

Exercise 5. Insert the articles where necessary.

Russian merchant Pavel Tretyakov came up with ... idea to start ... collec-
tion of ““... Russian art school as it is” in 1856. That year is considered to be ... of-
ficial birthday of ... Tretyakov Gallery. In August 1892 ... art patron handed his
collection as ... gift to Moscow city. It included 1287 pictures, 518 drawings, 9
sculptures of ... Russian artists, 75 pictures and drawings of foreign (mainly

German and French) masters. ... present was evaluated at 1429000 rubles.

Exercise 6. Translate the sentences into English.

1. TperbsikoBckas ranepess B MockBe — KpyNHEWIINKA MUPOBOM My3eil pyc-
CKOU KYJIbTYpBHI.

2. OcnoBareneM TpethsikoBckoit ranepen ObuT [1aBen TpeThakoB, BemUKHiA
NaTPUOT U 3HATOK UCKYCCTBA.

3. Crauana xoymeknus Bkiarodana 2000 mepBOKIACCHBIX paOOT BBIIAIOIINX-
cs pycckux xynoxHuKoB X VIII-X1X Bekos.

4. Tlocne peBOIIOUMN KOJUIEKIMS rajieper BbIpocia Ojarojapsi HallMOHaIu-
3UPOBAHHBIM YaCTHBIM KOJUICKIIMSIM U OTAEIbHBIM LIEHHBIM paboTam.

5. TpeTbsikOBCKasi rajgepesi OTpakaeT BCIO UCTOPHUIO PYCCKOM M COBETCKOU
YKUBOIIMCH, PUCYHKA, CKYJIBITYPBbI, IPUKIIAJHOTO UCKYCCTBA.

6. Jlyumas B Mupe kosuiekuus yHukanbHbIX UKOH XI[-XVII| BexoB Bkirouaer

4500 paboT pa3IMUHBIX IEPUOJIOB, IKOJI U HAMPABJICHUI.

39



/. B TpeTpaKOBCKON rajepee MOKHO YBHJETh 3aMEYaTEIIbHbIE MOPTPETHI
BBIJIAIOIINXCS XYJIOKHUKOB, KOTOPBIE CACIAINA MOPTPET BEAYIIHUM >KaHPOM pPyC-
CKOr'0 UCKYCCTBa.

8. Komneknus netizaxeit 3aHUMaeT MOYETHOE MECTO B rajepee.

9. Pycckuil peanu3m JHOCTUT COBEPILIEHCTBA B MCKYCCTBE BBIJAIOIIUXCS XY-
noxHUKOB Penmua, CypukoBa u BacHenoBa, KOTOpbIE BO3BBICHIJIM JKHBOMUCH 0
YpOBHSI Tydmux pabot uckyccrBa XIX Beka.

10. Pocrt ranepeu ObUT OTpaHUYEH TEPPUTOPUEH, U TTOITOMY MOSIBUIIACH UECS
00BeIUHUTH TPETHSIKOBCKYIO TaJepei0 M HOBYIO XYAO0KECTBEHHYIO Trajepero Ha

KpsiMckoMm Bany B e1MHBIN My3€HHBIA KOMILIEKC.

Exercise 7. Speak on the following topic:

The Tretyakov Gallery is a real museum of Russian art, reflecting its history.

Text 2. The Hermitage

The Hermitage is the most important museum in Russia; it occupies five
buildings in the centre of St. Petersburg. The art treasures which are gathered in
more than one hundred rooms of this vast museum reflect the basic stages in the
development of Western European painting from the late middle Ages to the
present day.

The foundation of the Hermitage Picture Gallery was laid in 1764 by the
purchase of a large number of pictures from Berlin for the newly-built Winter
Palace. Many works were bought in the reign of Peter the Great and Catherine II.
Purchases for the Hermitage were also made by Russian diplomats, especially by
Prince Golitsyn, ambassador to France. Among the first pictures he bought in Paris
(1766) was Rembrandt's “Return of the Prodigal Son”.

Important additions to the Hermitage were two large collections of paintings
and drawings bought in Dresden (1768) and Brussels (1769). Those collections
brought such masterpieces as “Perseus and Andromeda” by Rubens and

Rembrandt's “Portrait of an Old Man in Red”.
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It took the gallery of the Winter Palace only ten years to grow into a first-
rate collection of painting. Its first catalogue published in 1774 counted 2, 080
paintings.

The period after the publication of the first catalogue was marked by new
acquisitions. One purchase of 1779 became a European sensation: the Russian
ambassador in London Musin-Pushkin bought 196 pictures. Among them were
such remarkable works as Rubens's “The Carters”, Van Dyck's “Portrait of a Girl”,
Rembrandt's “the Sacrifice of Abraham”, and Snyders's “Shop”. According to the
second catalogue, which remained unpublished, in 1785 the Hermitage collections
consisted of 2,658 paintings.

Russian paintings began to appear in the Hermitage from 1802. Among the
first Russian pictures admitted to the museum were works by Losenko, Shebuyev
and Venetsianov.

The New Hermitage was opened in 1852. 21 of its 41 rooms were occupied
by the picture gallery. The Russian section in the gallery, which took up two
rooms, was not particularly large but included some noteworthy works, among
them the “Last Day of Pompeii” by Bryullov, Bruni's “Serpent of Brass”, as well
as pictures by Alexander lvanov, Vasiliy Shebuyev and Ivan Aivazovsky.

In the 1860s and 1870s the museum treasures became known to St.
Petersburg public. They were studied by artists of the new generation: Perov,
Kramskoi, Surikov, Repin and later—Dby their pupils. After the Hermitage had
ceased to be "a secluded spot" and its rooms filled with visitors, the members of
the “royal family” showed less interest in the museum, and acquisition of new
works abroad was reduced to a minimum.

The Hermitage of the 1930s was one of the world’s leading museums, an
important centre of research, working in close contact with the Academy of
Sciences and the Academy of Arts.

The museum'’s oldest section, the Department of Western European Art,
comprises a picture gallery, a collection of statuary, displays of drawings, prints

and applied arts. The permanent exposition, occupying 125 rooms, opens with
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exhibits of the eleventh—fifteenth centuries representing applied arts, arms and
armoury of Medieval Europe.

The most notable in the picture gallery are Italian paintings of the
fourteenth—eighteenth centuries which include works by Leonardo da Vinci,
Raphael, Giorgione and Titian. The museum possesses sculptures by
Michelangelo.

One of the rooms is taken up by a magnificent collection of Rembrandt's
paintings and his pupils.

English painting of the eighteenth and nineteenth centuries is represented by
a good selection of pictures including works by Romney, Reynolds, Gainsborough
and Lawrence.

Fifty-two rooms in the Winter Palace are occupied by the exposition of
French painting, sculpture and applied arts, covering the period from the fifteenth
to the twentieth century. Especially notable here are pictures by Le Nain, Poussin,
Lorain, Watteau, Lancret, Boucher and Chardin.

Several rooms on the third floor house an excellent collection of
Impressionist and Post-Impressionist painting with canvases of Monet, Renoir,
Cézanne, Gauguin, Van Gogh as well as pictures by Matisse, Picasso, Bonnard and
Marquet.

A large part of the collection had been gathered by the eminent connoisseurs
Morozov and Shchukin.

The Department of the Antique World, one of the oldest in the Hermitage,
possesses a large quantity of antique sculpture, vases decorated with painting,
objects of applied art.

Created in 1920, the Department of the History and Culture of the Peoples of
the East keeps and studies monuments of the ancient East (Egypt, Assyria),
medieval cultures of Byzantium and Persia, cultural and artistic monuments of
Turkey, India, China and Japan.

Founded in 1941, the Department of the History of Russian Culture is

the youngest in the museum. Its exposition introduces the visitor to the
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culture of the Slavs, of ancient Russian towns, the time of Peter . Some rooms
of the Winter Palace are of great historical and artistic interest: the Malachite
Room and the Small Dining-room. Beautiful and impressive are the State
Rooms: the Large and the Small Throne Rooms, the Emblem Hall, the Gallery
of 1812, the Pavilion Hall, the Quarenghi Study, the Alexandrovsky Room, etc.
Pictures and drawings from the Hermitage are often displayed at
international exhibitions. Loan exhibitions are exchanged with museums of other
countries, which is one of the effective forms of international cultural cooperation

strengthening ties between museums of the world.

Tasks

1. Read the text for detailed understanding.

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

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

1. The Hermitage occupies three buildings in the center of Moscow.

2. The art treasures of the Hermitage reflect the basic stages in the
development of Russian painting.

3. The Hermitage was founded in 1764 by purchase of a large number of
pictures from Berlin.

4. It took the Hermitage 20 years to become a first-rate collection of
pictures.

5. Russian painting began to appear in the Hermitage from the date of its
foundation.

6. The Russian section in the gallery was not particularly large but included
some noteworthy works.

7. The Department of Western European Art comprises a picture gallery,
displays of drawings and applied arts.
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8. Fifty-two rooms in the Winter Palace are occupied by the exposition of
Chinese paintings, sculpture and applied arts, covering the period from the XII" to
the XIX™ centuries.

9. The Department of History and Culture of the Peoples of the East keeps
and studies cultural and artistic monuments of the ancient East.

10. The Department of the History of Russian Culture is the oldest in the

museum.

4. Answer the questions on the text.

1. What is the Hermitage? Where is it situated?

2. What do the art treasures of the Hermitage reflect?

3. When was the Hermitage founded? Who acquired paintings for the
museum?

4. When did Russian painting begin to appear in the Hermitage?

5. Why did the members of the royal family reduce acquisitions of new
works abroad to a minimum?

6. What is the oldest section of the Hermitage? What does it contain?

7. Can the visitors of the Hermitage familiarize themselves with paintings by
Leonardo da Vinci, Raphael and Rembrandt?

8. Who gathered a large part of the collection of Impressionist and Post-
Impressionist painting?

9. What does the Department of Antique World possess?

10. What is the youngest department of the Hermitage? What does its

exposition introduce the visitors to?

Vocabulary

1. Art treasures — xy105K€CTBEHHBIE IIEHHOCTH.

2. To reflect the basic stages — oTpakaTh OCHOBHBIC JTAIlbI.

3. Purchase /to purchase — mokyrmka /moKymnarh, IpHOOpPETAaTh.

4. Reign — npaBieHue, [IApCTBOBAHUE.
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5. Ambassador — mocour.

6. Masterpiece — menesp.

7. It took 10 years to... — morpedoBagochk 10 jer, 4ToOHI. ..

8. First-rate — mepBOKIIACCHBIN.

9. Acquisition — nproOpeTeHue.

10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21,
22,

Remarkable — 3ameuaresnbHbIii.

According to — coryacHo, B COOTBETCTBHH C...

To appear — nosIBAATHCS.

To reduce — yMeHbIIaTh, CHUXKATb.

Permanent (ant. — loan) — mocTosTHHBIN (aHT. — BpEMEHHBIH ).
Exposition (exhibition, display) — skcno3unus (BrICTaBKa, MOKa3).
Exhibit /to exhibit — sxcnioHaT /3kCITOHUPOBATH, BHICTABIIATS.
Applied arts — npukiagHbIe UCKYCCTBA.

Magnificent — BemukoIeIHBIH.

To house (include, comprise) — BmeIaTh, BKIIOYATh.

Canvas — xoJicT.

Eminent (prominent) — BbI1aroOIUiCs, H3BECTHBIM.

Connoisseur — 3HaTOK, LIEHUTEIb.

Vocabulary exercises

Exercise 1. Give the Russian equivalents for the following words and word

combinations:

1) art treasures; 2) purchase of a large number of pictures; 3) masterpiece;

4) acquisition of remarkable canvases; 5) to appear; 6) to reduce; 7) permanent ex-

position; 8) loan exhibition; 9) to house a magnificent collection; 10) eminent con-

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

1) oTpakaTh OCHOBHBIC ATAllbl Pa3BUTH JKUBOMKCH, 2) mpasicHue Ilerpa
Benukoro; 3) usBecTHbIl mocod; 4) ranepee noHagoOwnock 10 ner, 4ToOHI...;
5) cormacHo Kartajnory; 6) CHH3UTh NMPUOOPETEHHS HOBBIX pabOT A0 MHUHHMYMA,
7) npUKIJIagHbIE UCKYCCTBA; 8) SKCIO3MIIMS BEIMKOJCIHBIX XOJCTOB; 9) IIeIeBphI

3amMeyvaTeIbHbIX XYyA0KHUKOB; 10) [IEHUTEIh UCKYCCTBA.

Exercise 3. Paraphrase the underlined words using your active vocabulary.
1. The art treasures of the Hermitage reproduce the main stages in the
development of Western European painting.

2._Acquisitions for the museum were made by Peter the Great, Catherine 11

and Russian diplomats.
3. According to the catalogue of 1785, the Hermitage collection contained
2658 canvases.

4. The constant exhibition comprises magnificent works by eminent artists.

5. Several rooms of the Hermitage contain a first-rate collection, which had

been gathered by eminent patrons of art Morozov and Shchukin.

Exercise 4. Insert the prepositions where necessary.

The foundation ... the Hermitage Picture Gallery was laid ... 1764 ... the
purchase ... a large number ... pictures ... Berlin ... the newly-built Winter Pal-
ace. Many works were bought ... the reign ... Peter the Great. Later some ... them
appeared ... the Hermitage. Among those who assisted Catherine II ... building ...
her collection were her French friends — Diderot and Grimm. Purchases ... the
Hermitage were also made ... Russian diplomats, especially ... Prince Golitsyn,
ambassador to France. Among the first pictures he bought ... Paris (1766) was
Rembrandt's “Return ... the Prodigal Son”.
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Exercise 5. Insert the articles where necessary.
After ... Hermitage had ceased to be "... secluded spot" and its rooms filled
with visitors, ... members of ... “royal family” showed less interest in ... museum,

and acquisition of new works abroad was reduced to ... minimum.

Exercise 6. Translate the sentences into English.

1. OpmuTtaxk — camplil 3Ha4MMBIA My3eid B Poccun, OuH U3 JTUAUPYIOLIUX
My3€€B MHUpA.

2. XyJ0KeCTBEeHHBIC IICHHOCTH DPMHUTaKa OTPAKAIOT OCHOBHBIC 3TAITBI Pa3-
BUTHS 3aI1aTHOEBPOIECUCKON JKUBOIIUCU OT CPEAHEBEKOBBS 10 HAIIMX JTHEH.

3. MHoro 3amedarenbHbBIX padoT JJi Tajieper ObLIO MPUOOPETEHO BO BpeMs
npasiienus llerpa Benukoro, Exarepunsr Bropoi, Anekcanapa Ilepsoro.

4. T'anepee 3UMHET0 JBOpLIA MOHAA00UIIOCH ECSTh JIET, YTOOBI CTaTh Mep-
BOKJIACCHOM KOJUIEKIIUEU KapTHH.

5. Pycckas cexuusi DpMuTaka BKJIIOUAET 3aMeyaTeIbHbIE XOJCThI BbIAAIO-
HIUXCS XYJI0KHUKOB.

6. UneHsl MapCcKoW CEMbU COKpPATHIIM MPHUOOPETEHUST HOBBIX PabOT 3a Tpa-
HUIIEH MOCTE TOTO, KaK DPMHUTaX MepecTasl ObITh «yCIMHEHHBIM MECTOM» M €ro
KOMHAThl HAIIOJIHWJIUCh OCETUTESIMHU.

/. TlocTostHHAs BBICTABKa B OTJEJIE 3alaJHOEBPONEHCKOTO MCKYCCTBa Je-
MOHCTPUPYET 00pa3Iibl MPUKIIATHOTO UCKYCCTBA CPETHEBEKOBOM EBpOIILI.

8. UtanbsHCcKas KUBOIMUCH MPEJCTABIICHA BEJIMKOJICTTHBIMU paboTaMu 3ame-
YaTeJIbHBIX XYJO0KHUKOB 3moxu Bospoxnenus — Jleonapao na Bunuu, Padanins,
Turnmana.

9. MHoro mieaeBpoB MUMIIPECCUOHUCTCKON KUBOMKUCU ObLIO MPUOOPETEHO
M3BECTHBIMU LIEHUTEISIMU HCKyccTBa [IyknHbIM 1 MOpPO30BBIM.

10. Otnen uctopuu U KyJbTypbl HapoJA0B BocToka mM3yyaer KyJlbTYpHBIE U

XynoxecTBeHHble naMaTHUKH Typuun, Uannn, Kurtas, Anonun.
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Exercise 7. Speak on the following topics:
1. The history of the Hermitage.

2. The major sections of the Hermitage.
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SUPPLEMENTARY READING

Text 1. Karl Brullov (1799—1852)

Karl Pavlovich Brullov is a celebrated painter, exquisite watercolourist,
monumentalist, virtuoso graphic; the brightest representative of Classicism and
Romanticism; a member of The Milan and Parma Academy of arts, as well as the
Academy of St. Luke in Rome; “the Great Karl” as his contemporaries in Russia
have called him. The artist has earned a special place in the history of Russian art
with his grand historical paintings, as well as exceptional ceremonial and chamber
portraits of nobles and eminent cultural figures. Karl Brullov was born December
12 (23 according to the new style) in 1799 in St. Petersburg in the family of acad-
emician, famous painter and Professor of ornamental sculpture, a descendant of
emigrants — Huguenots, who arrived in Russia in the second half of the XVIII cen-
tury, Pavel (Paul) Ivanovich Brullo. Subsequently, all the brothers of Karl Pavlo-
vich studied at the Academy of Arts. Little Karl was a very sickly child. Until he
was seven years old, he could hardly get up from the bed. However, a strict father
forced the boy to practice drawing regularly, and any disobedience was punished
brutally.

The artistic fate of Karl Pavlovich was predetermined from birth. The father,
for example, could leave the child without food if he could not or did not have time
to finish the task. Once, being furious about some kind of misbehaviour, Pavel
Ivanovich hit little Carl so hard that he remained deaf in one ear for the rest of his
life. It is not surprising that when the boy was admitted to the Imperial Academy of
arts in 1809, he surpassed many of his fellow students in the ability to draw, and
teachers have always noted what an exceptional talent this student possesses.
Twelve years of the Academy passed in the tireless work on the plaster of ancient
casts, imitation of the great masters, improving his skills in painting. Prince Alex-
ander Golitsyn, a dignified nobleman, a faithful friend of the family of the Tsar,
and who also posed for the first artist of Russia in 1840, the Great Brullov, two

decades before that, being in the Public Assembly of the Academy of Arts, as the
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Minister of National Affairs and Education, handed the young man a Gold Medal
of First Rank in the class of historical painting for the competition of the academic
programme “The occurrence of three angels to Abraham at the oak of Mamre” in
1821. Thus, Brullov’s journey in the world of art has begun with this painting. The
artist was entitled to a trip to Europe, where he could develop his skills and mas-
tery, with funding from the Society for the Encouragement of Artists. Brullov in-
sisted that his brother Alexander, later a famous portrait watercolourist who gradu-
ated from the Academy in the same year, went with him. In 1822, the Emperor
granted Karl Pavlovich the right to change his surname (add the letter "b" in the
end) for his exceptional services in the field of art; thus, the artist becomes Brullov.

Karl Pavlovich moved to Rome in 1822. The painting "ltalian noon™ which
was commissioned to Brullov on behalf of Emperor Nicholas Pavlovich, again by
Prince Golitsyn. Brullov has begun to create bright, warm paintings filled with
sunshine. The painting depicts not the heroine of myths or biblical tales, not a
high-born lady, but an Italian commoner. Until 1834, the artist lived and worked in
Italy: he was fond of genre motifs, and also paid close attention to drawing from
life, working on the idea of how to demonstrate better the connection of man with
nature. Already in 1829, Brullov broke the official contract with the Society for the
Encouragement of Artists and began to work as an independent, well-known and
established master. The giant, monumental canvas "the Last day of Pompeii" is
perhaps the most famous work of Brullov, who, moreover, was awarded a gold
medal in Paris (1834) for this work. It was commissioned by the wealthy Russian
man, Prince Anatoly Demidov. It took Brullov about six years to complete the
painting. The artist began painting in 1827 when he was just creating his first
sketches. The final version of the current picture was created between 1830 and
1833. The painting has brought enormous popularity to the artist and has radically
changed his career. In 1835, Brullov was travelling across Greece and Turkey, and
then returned to Russia, leaving his muse and his beloved woman, Countess Yulia
Samoilova, in Italy, and settled in Moscow. However, already in 1836, by order of

the Emperor, the artist moved to St. Petersburg, where until 1849, he was working
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relentlessly on historic paintings as well as creating portraits of many great con-
temporaries, including Pushkin, Zhukovsky, Krylov, Kukolnik, Vitali; he received
the title of Professor of the Second degree of the Academy of Arts; he has begun
teaching, and also worked on the approved by the Academy painting "Siege of
Pskov Polish king Stefan Batory" to obtain the status of senior Professor. The per-
sonal life of the artist was not as successful as his career. He fell in love with the
beautiful pianist Emilia Timm, whom he proposed to in 1838. However, this story
is full of dark secrets and controversies: the wedding took place in a hurry, most of
Bryullov's friends did not even know about his marriage, the artist himself was ex-
traordinarily moody and distant, and two months after the wedding, the couple
separated forever, and the marriage was terminated. This mysterious situation was
the source of many gossips in high society, and the artist began to feel himself as
an outcast as the best houses of St. Petersburg were closing doors for him. Starting
in 1843, Karl Pavlovich took part in the painting of the Kazan and St. Isaac's ca-
thedrals in St. Petersburg for about four years. Exhausting, hard work in the cold,
damp Cathedral has triggered complications of rheumatism and undermined the
already rather poor health of the artist, serving as a heavy load on the sick heart. In
1849, Brullov went to the island of Madeira due to illness, where he mainly paint-
ed watercolour portraits of his friends. Then, he made a trip to Spain.

"Rome! And I'm home" — so Karl Brullov began his first letter when he was
back to the Eternal city in June 1850, after a fifteen-year break. He is seriously ill —
his heart is on the edge of failure. Doctors try to protect him from work and unnec-
essary excitement, but the artist constantly repeats with bitterness: “when I do not
paint — I do not live”. Already dying, struggling with illness, the artist painted por-
traits by Italian archaeologist, orientalist Michelangelo Lunci and family members
of A. Tittoni, a fascinating personality, the associate of Garibaldi. Karl Brullov
died of asphyxiation at the age of fifty-two on 11 June (23 according to the new
style) in 1852 in the little resort town of Manziana, near Rome, and is buried in the

Protestant cemetery of Monte Testaccio.
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Text 2. lvan Kramskoi (1837—1887)

Ivan Nikolaevich Kramskoy — a famous Russian portrait painter, theorist of
fine arts, one of the organisers and leaders of the Association of Travelling Art Ex-
hibitions. He started as a talented retoucher of photography and became a great
portraitist of his era. Ivan Kramskoy created the first commune of artists in Russia
according to the precepts of the Russian philosopher Nikolai Chernyshevsky and
painted portraits of the Tsar and his family. He headed the "Revolt of Fourteen"
and left the Academy of arts, but was still awarded the title of Academician later.
Ivan Kramskoy proclaimed the advanced idea of art, and his most famous painting
was the "Stranger" (1883).

Kramskoy was born on May 27 (N. S. May 8) in 1837 in the county town of
Ostrogozhsk in the Voronezh province in the family assigned to the local bour-
geoisie. At the age of twelve, the boy lost his father, Nikolai Matveevich — a strict
man who served in the City Duma as a journalist, as the artist himself later pointed
out in his memoirs. lvan Kramskoy has demonstrated a rare perseverance in order
to make his way to high art. He learned to draw with a pencil and watercolour on
his own — already as a child, he could feel that artistic calling. The first person
who supported Ivan Kramskoy in his artistic aspirations was an amateur artist and
photographer, Mikhail Borisovich Tulinov, from Ostrogozhsk. He taught a talented
teenager the craft of retouching and the boy soon succeeded in this field, learning
how to revive technically imperfect portraits of the time with ink and paint. Then,
as lvan Nikolaevich remembered later, he had a chance to escape from the county
town with a photographer from Kharkov who accidentally happened to stop at Os-
trogozhsk in search of earnings. The wandering master photographer Yakov
Danilevsky has spotted the talent of the young retoucher and took Kramskoy as an
apprentice. During the next three years, the future painter accompanied by
Danilevsky travelled through Russia helping the photographer at the stage of de-
velopment of prints. He was drawing photographic portraits, and by doing this, he
simultaneously comprehended the artistic laws of chiaroscuro and the creation of

volumes. When the road led him in 1856 to St. Petersburg, lvan Kramskoy already
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enjoyed fame as an excellent retoucher. Professional skills opened the doors to him
in the studios of the best photographers of the capital — Aleksandrovsky and
Denyer. Soon the reputation of Kramskoy in St. Petersburg was elevated to the title
of "the god of retouching", but this career did not appeal to him, and Kramskoy,
taking the risk of going through the examination process without any traditional
preparation to the Imperial Academy of Arts, have successfully passed them. Since
1857, he was included in the list of students of the famous Alma mater which has
produced the most famous Russian artists of the period.

The years of Kramskoy's academic training came at a time when new demo-
cratic ideas were in the air of Russia. Young people all over the place were reading
their revolutionary contemporaries' manifestoes and thoughts. Especially popular
were the writings of a man, who was perceived as a genius and prophet of the new
Russia, Nikolai Gavrilovich Chernyshevsky, the author of the novel "What to do?".
There is a reason to believe that the future classic of Russian painting, Ivan
Kramskoy, felt under the charm of Chernyshevsky and, subsequently, his personal-
ity was formed following the original writings of the philosopher. Some episodes
of Ivan Kramskoy's life appear as if taken from the novel "What to do?". For six
years of study at the Academy of Arts, the soul of Kramskoy was ripened by a
storm of protest against the academic order. That storm broke out in the autumn of
1863 and was inscribed in the pages of Russian history as "the Revolt of Fourteen™.
Kramskoy and his associates refused to paint a picture on the topic of Scandinavian
mythology for the right to receive a large gold medal and an educational graduate
trip to Italy. The revolutionary students were demanding the free choice of topics.
When the Council of the Academy refused them, under the leadership of
Kramskoy, a group of fourteen best students of 1863, who disagreed with the rules
of the Academy, left the Academy with a scandal and organised the first independ-
ent artel of professional artists in Russia. The members of the cooperative lived
and worked as a commune, and Kramskoy was selected as a leader. Artists settled
on Vasilievsky island, in one spacious apartment with their wives. They were giv-

ing advertisements in the newspaper in order to get some commissions for por-
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traits, religious paintings and other different kinds of artistic work. Kramskoy re-
ceived a commission for painting the interior of the dome in the Church of Christ
the Saviour. The money that he earned in Moscow with this commission, he in-
vested in the shared fund of the artel. The life of the artists in the artel was not
easy. In the end, they separated. Soon Kramskoy became interested in another pro-
ject — the creation of an Association of Wanderers (Peredvizhniki). His Moscow
friends, artists Grigory Myasoedov and Nikolai Ge, while being in Europe had ob-
served an exciting way to promote new art — travelling exhibitions that o not de-
pend on state funding, and decided to arrange such a show and sale, going to the
main cities of Russia.

His wife and children have always meant a lot to lvan Kramskoy. To support
his family, he worked tirelessly: retouched portraits, painted custom portraits from
photos, took any job to earn money. In his autobiography, Ivan Nikolaevich wrote
that after getting married, he began the eternal struggle over a piece of bread, pur-
suing at the same time artistic goals that had nothing to do with money. It would
seem that in search of a stable income, Kramskoy became a teacher in the drawing
school of the Society for the Encouragement of Arts. For the period of five years,
from 1863 to 1868, he was engaged in teaching, and, in the end, left a good
memory of his work according to his students, among whom were llya Repin and
Nikolai Yaroshenko — the future classics of Russian art. They later recalled
Kramskoy as a natural, excellent teacher. Well paid was the historical work on
painting the main dome in the Cathedral of Christ the Saviour, which Kramskoy,
commissioned by his former teacher, Professor Alexei Markov, performed with
two other members of the artel, Nikolai Koshelev and Karl Venig in 1865. Unfor-
tunately, this painting was later destroyed in 1931.

On the whole, the 1860s were particularly important in the formation of the
worldview and creative personality of Kramskoy. Even while studying at the
Academy of Arts, he began to demonstrate an extraordinary gift of the portraitist,
and later, this quality began to manifest itself with greater certainty and strength.

He became well-known and favoured among the high society as a portrait painter,
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and, in the end, this work also brought the painter the recognition of his colleagues.
In 1869, for portraits of Princess Catherine Alekseevna Vasilchikova and count
Tolstoy, the artist, who was thirty-two years old at that time, was awarded the title
of Academician. Meanwhile, the artists that constituted the artel gradually started
to depart in their activities from those high moral principles that had been stated at
the beginning. With the growth of the popularity of the artists from the artel, ac-
cording to Kramskoy, some of them started to demonstrate signs of "the thirst of
the adventure”, and others — “satisfaction and obesity". At the end, tired of the
desperate struggle for moral unity, Ivan Nikolaevich in 1870 left the group, which
soon after the event broke up altogether. After parting with the artel, Kramskoy did
not follow the artistic path alone. With all the passion of his youth, he became in-
terested in the idea of the painter Grigory Myasoedov about the organisation of a
new, Moscow-Petersburg art Association, which remained in the history of Russia
under the name of the Association of Travelling Art Exhibitions. All subsequent
life of lvan Nikolaevich — creative maturity and all the most precious heritage that
Kramskoy left as an artist, was now closely connected with the Association of
Peredvizhniki. Also, the Association itself was inseparable from Kramskoy, who
took part in the development of its statute and became not only one of the most ac-
tive and authoritative members of the Board, but also the chief ideologist of the
Wanderers. Another exciting project for lvan Kramskoy was the participation in
the creation of a collection of portraits for the famous patron Pavel Tretyakov in
his gallery. Kramskoy painted several works for the Tretyakov gallery, including a
picture of the owner in 1876. The idea of a portrait gallery of prominent contempo-
raries seemed fascinating to Kramskoy, although he was burdened by the portraits
of the Royal family that were commissioned to him. In the genre of portraiture,
Ivan Nikolaevich has become a true virtuoso: the viewers imagine many Russian
geniuses of the 19th century in the way as Kramskoy had depicted them. He paint-
ed Nekrasov, Goncharov, Antokolsky, Grigorovich, Polonsky, Aksakov, Saltykov-
Shchedrin, Repin, Shishkin, Kuindzhi, Mendeleev, Leo Tolstoy and many others.
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In February 1887, the fifteenth Travelling exhibition was opened. Kramskoy
presented a portrait of llya Repin, his former student, who continued to admire his
teacher endlessly. It was the last exhibition in which lvan Nikolaevich Kramskoy
took part. A month later, on March 24 ( N. S. April 5), he was painting the portrait
of Dr Rauchfus in his studio. Six hours in a row, overcoming the usual pain in the
heart, he worked at the easel, but at the seventh hour, the artist's heart could no
longer stand. Ivan Kramskoy was buried at the Smolensk Orthodox cemetery, but
in 1939 the ashes were transferred to the Tikhvin cemetery of the Alexander Nev-

sky Lavra.

Text 3. Vassili Polenov (1844—1927)

Vasily Dmitrievich Polenov played an extremely important role in the histo-
ry of Russian art, being one of the last romantic painters and later developing new
principles in approach to painting genres. An outstanding Russian landscape paint-
er, a Peredvizhnik, a reformer and a teacher, he had an undeniable influence both
on the development of the landscape genre and on his many students, among
whom were I. I. Levitan and K. A. Korovin.

V. D. Polenov was born in 1844 to the family of an archaeologist Dmitry
Vasilyevich Polenov and a children's writer Maria Alekseevna, nee Voeikova. The
passion for art in the family of V. D. Polenov can be traced back to long before his
birth, as he was a descendant of widely educated and influencing people, which, no
doubt, had a significant impact on his views and interests. For example, Nikolai
Lvov, great-grandfather of V. D. Polenov, was a professional architect and organ-
izer of the famous Derzhavinsky poetry circle. His daughter, Vera Nikolaevna
Voyeykova, the beloved grandma of the future artist Vasily Polenov, following the
death of her parents, was brought up in the house of Gavrila Romanovich and Dar-
ia Alekseevna Derzhavins, and little Vasily loved listening to stories about the in-
telligentsia of her youth and the history of Russia, which Vera Nikolaevna knew
perfectly. Polenov himself said that his love for fine art came from his mother,

who, among other things, was an amateur artist taught by Karl Bryullov himself. It
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IS thanks to her passion that we know how the future painter V. D. Polenov looked
in his childhood.

Vasily was raised in a highly cultural environment, which always encour-
aged his early passion for painting. Already in 1860, at the age of sixteen, Vasily
traveled with his father across Russia, sketching antiquities and artefacts. Great-
grandfather of V. D. Polenov from his father's side, Alexei Yakovlevich Polenov,
was the first person in Russia to obtain a higher education in law and Vasily, upon
graduating from the gymnasium in 1863, followed in his footsteps, enrolling in a
law school. Simultaneously V. D. Polenov began attending classes at the Russian
Academy of Arts and in 1866 was accepted as a full-time student. After graduating
from both educational institutions in 1871 and receiving a gold medal for his work
Resurrection of the Jairus' Daughter (1871), Polenov went abroad, settling in Paris.

At that time I. E. Repin also continued his practice in Paris, and K. A. Savit-
sky, who was expelled from the Academy already being a member of the
Peredvizhniki artist society, joined his colleagues at his own expense. During his
studies at the Academy Polenov kept aloof from the democratic group of artists,
but in Paris he quickly became close to them, largely due to his admiration for Re-
pin's talent.

However his new social circle did not have much impact on V. D. Polenov's
artistic views. Raised studying classical art and majorly influenced by Renaissance
painters, young Russian artists were drawn to numerous styles in between the clas-
sical and the contemporary. Polenov's interest was awoken by German modernist
art, however this fascination never lasted. Later on Polenov was particularly mes-
merised by he artists of European romanticism, such as Jean-Baptiste Regnault,
Maria Fortuni and Domenico Morelli. The critical attitude towards contemporary
art, inherent in his friends, was developed by Polenov later on - initially he was
easily excitable and eager to absorb new art forms. Probably the reason for such a
different perception lay in the fact that initially more democratic Repin and Savit-

sky, prone to the ideas of the 60s, paid particular attention to the role of their work
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in regards to the community, so their perception of the concepts of other people's
works was more acute.

Young Russian artists were expecting the Parisian art of the 70s to express
ideological realism and were disappointed by its lack. Polenov’s vies were not SO
particular, but nonetheless he sought realism and naturalness. This resulted in both
Repin and Polenov returning to Russia before the appointed time. The direction of
Polenov’s work during his stay in Paris remained undetermined, however, some
themes that appeared throughout his work can be traced. The struggle for the digni-
ty of man and the progressive ideas of modernity are implied in such works as
Droit du seigneur (1874), the Conspiracy of Gyoses (1875) and the Lassalle gives a
lecture in a working club (1874).

For a brief period of time Polenov was a war painter. In 1876 he wrote to the
Academy requesting a trip to the Serbian theatre of operations and following his
participation in numerous battles received a medal for bravery. In 1877 the artist
proceeded to join the Bulgarian front as an artist of the heir's headquarters. This
period in Polenov's life is known for such works as Montenegrin (1876), the Din-
ing room in the dugout (1877) and Two Turkish soldiers (1880).

V. D. Polenov loved to unwind in his childhood's happy place, the family es-
tate that used to belong to his grandmother. Right there in 1877 he became devel-
oped interest in painting landscapes, which subsequently led to the formation of
Polenov as an artist known to us now. In 1878 he made his debut at a traveling ex-
hibition showcasing the painting Moscow Courtyard (1878), which ultimately
brought him to fame. The picture was undeniably relatable in its simplicity and
evoked a pleasant feeling of bright nostalgia. While creating landscape composi-
tions Polenov made use of his academic assets, in particular excellent knowledge
of perspective, thus the interaction of the lyrically animated landscape and tech-
nical professionalism ensured his artistic success, giving the previously unclaimed

in Russia landscape painting genre a new meaning.
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Vasily Dmitrievich deeply believed in the educational character of fine art
and conveyed that painting was about “animation and beauty”, designed to ennoble
the viewer. Driven by desire of ultimate exploration of those artistic values he
turned to the image of Christ, a symbol of the moral power of man for the Russian
intelligentsia. Thus, an extensive series of paintings on biblical themes were born.
Polenov's had his own, unique ideas about portraying the Christ, which, of course,
involved his unity with nature. Polenov's Christ is calm, full of life and has beauti-
ful features. In order to create a natural landscape, in 1881 V. D. Polenov traveled
through Egypt, Syria and Palestine, studying the terrain and the population. Fol-
lowing the trip Polenov painted, among other biblical scenes, A depiction of Jesus
and the woman taken in adultery (1888), and while the composition and the con-
cept received mixed reviews, the artistic skill of the work cannot be denied.

V. D. Polenov had a pedagogical calling and did not limit himself to his own
artistic practice - in 1882 he became the head of a landscape workshop at the Mos-
cow School of Painting, Sculpture and Architecture. The memoirs of his students
testify to the great influence of his teaching activities, moreover, many students
became his friends and often visited his house. In 1885, he, together with his sister
and wife, organized drawing evenings in his house. Over the years the Society for
Travelling Art Exhibitions began to lose its ideological platform and innovative-
ness, and Polenov, who first tried to revive it by introducing his students into the
society, later found a new exhibition space. In 1889 the first exhibition of the Mos-
cow Society of Art Lovers took place and it became a leading platform for many
years to follow.

Polenov dreamed of a teaching position at his alma mater and the public, in
particular his students and applicants, supported him in this endeavour. However,
when the professors of the reformed Academy were announced, Polenov was not
among them. Professor was deeply offended by such a betrayal and refused two
subsequent offers in the following years.

V. D. Polenov devoted the rest of his life to painting and teaching. His artis-

tic success was followed by numerous exhibitions, including a personal exhibition
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at the State Tretyakov Gallery in 1924 and the subsequent title of People's Artist of
the Republic. During his teaching career, V. D. Polenov, according to the recogni-
tion of the artists themselves and the surviving sources, took a significant part in
the artistic development and fates of I. I. Levitan, V. E. Borisov-Musatov, M. A.
Vrubel, L. O. Pasternak, K. A. Korovin and many others. Until the end of his days,

the painter still spent time sketching in his beloved estate, where he died in 1927.

Text 4. llya Repin (1844—1930)

Ilya Repin, a colleague and close friend of Polenov's was also one of the
group. Though never an active member of the Society of Wandering Art
Exhibitions, he was nevertheless deeply influenced by Kramskoi and his followers.
He was a far more articulate and distinguished master of his medium than any of
the original "fourteen™.

Repin's overriding interest in people led him to devote most of his time to painting
his contemporaries. Practically everybody of importance sat for Repin, who
recorded their appearance in restrained and severe colors, which differ completely
in character from the somber colors used by many of the Wanderers. In Repin the
colors are a reflection of his mood, for, like so many of his contemporaries, he too
was often grieved by the darkening outlook. He expressed his dislike of oppression
in some subject paintings. The finest of these is a picture he painted in 1884,
entitled "They did not Expect Him"; it illustrated the return of a political exile from
Siberia. It is a poignant, profound, and extremely convincing psychological study,
as well as a painting of real aesthetic merit. This painting is one of his few full-
sized paintings, for Repin spent much time working on studies before executing a
painting in full-scale. In many of those studies one can discern an extremely
talented draughtsman with a real perception of nature. The no less sincere and
aesthetically equally important painting which is generally known by the name of
"The Volga Boatmen" is likewise concerned in drawing attention to a social evil.
Some of Repin's paintings were executed at Abramtsevo, an estate near

Moscow. It belonged to Savva Mamontov, the Russian railway tycoon of the
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1870's, who surrounded himself with the most progressive personalities of his day,
not only painters but composers, singers, architects, art historians, writers and
actors. This colony of artists brought together by Mamontov was known as
"Mamontov's circle”. They were inspired by ideals of bettering the life of the
people. "Mamontov's circle” drawn together by the common determination to
create a new Russian culture, can be regarded as the cradle of the modern

movement in Russian art.

Text 5. Valentin Serov (1865—1911)

Valentin Serov, the son of the opera composer, had come as a small boy to
live at Abramtsevo with his widowed mother in 1874. He grew up in the
atmosphere of constant creative activity which characterized the Mamontov house-
hold. From a very early age Serov was given drawing lessons by Repin, who was
very fond of the little boy, and he soon showed himself to be a remarkably
precocious draughtsman. He would catch the likeness of a model often more
quickly and surely than the older artists in the merry "drawing competitions" which
were so much part of this gay, idyllic life of Abramtsevo. This talent for catching a
likeness Serov later developed and he became the most successful and brilliant
portraitist of the 1890's and first decade of this century. But before this he was a
beautiful landscape painter in a more sensuous and less nostalgic vein than his
master Levitan. Serov, like Korovin, was a most beneficial influence in the
Moscow College where he taught from 1900 up till 1909. He was a superb
technical master of the many media in which he practiced and that too did not fail
to impress his students. Surikov had shown him the value of fine colors, a lesson
which the revived interest in icons had helped to stress. It was from these ancient
panels that Serov also became aware of the significance of the essential in a
composition and the unimportance of the unnecessary, but it was undoubtedly
Vrubel who showed Serov the value of responding to a personal emotional
experience. Serov was thus able to make his mark at the age of twenty-two on

exhibiting two paintings, "Girl with Peaches" and "Girl in Sunlight". At the time of
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painting them he was unfamiliar with the works of the French Impressionists, yet
he came very close to Renoir in these luminous, sunny, splendidly composed

portraits.

Text 6. Mikhail Vrubel (1856—1910)

In 1890 V. Serov introduced his close friend Mikhail VVrubel to Mamontov.
It was to prove the turning-point of Vrubel's artistic life. He had had a brilliant
early career at the Petersburg Academy, which he entered in 1880. Even before he
graduated, Vrubel's teachers recommended him to Professor Prakhov who came to
the school in 1883 to find students who would help him with the restoration of the
twelfth-century church of Saint Cyril in Kiev. The opportunity to become familiar
with Byzantine art at first hand proved decisive in Vrubel's development. At this
point began that relentless search for a new pictorial vocabulary which was the
driving force throughout his work. It was during Vrubel's work in Saint Cyril that
he discovered the eloquence of line. "Byzantine painting", wrote Vrubel later
"differs fundamentally from three-dimensional art. Its whole essence lies in the
ornamental arrangement of form which emphasizes the flatness of the wall." This
use of ornamental rhythms to point up the flat surface of the canvas was constantly
exploited by Vrubel. An example of this is "The Dance of Tamara", a watercolor
of 1890. This is one of the series by Vrubel illustrating Lermontov's poem "The
Demon", commissioned for a jubilee edition published in 1890. It was Vrubel's
first Moscow commission.

The passionate study of Byzantine art which Kiev inspired in Vrubel took
him next to Venice. In Kiev he had discovered line, in Venice he discovered color.
When Vrubel returned to Russia in 1885 he began the series of “"Demon" pictures
inspired by Lermontov. This image came to haunt him more and more persistently.
From a confiding presence, a soaring sorrowful spirit, it becomes a hostile sentry
and a glowering, angry head. Finally, in the last years of his creative life it is a

crushed or swooning body, sucked into a giddy whirlpool. In some of his last
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works Vrubel resurrects the figure as a massive head with tragic staring eyes: a
pure spirit which looms out of the mist, dominant at last, but with its empire gone.

Apart from his work on monumental painting, Vrubel had concentrated
largely on water-color during the last ten years of his life; he considered this
medium to be the most exacting discipline.

More than any other artist VVrubel was the inspiration to the "avant-garde" in
Russia during the next twenty years. He might be termed the Russian Cezanne, for
they share a number of characteristics: both artists bridge the centuries in their
work, and not only the centuries, but the two visions which so radically divide the
nineteenth century from the twentieth; "modern art" from the art of Europe since
the Renaissance and the birth of "easel painting".

Most of Vrubel's drawings are studies of flowers, but not of flowers growing
in the field in their natural environment; they are penetrating close-ups of the
tangled interplay of forms, giving them in their artificial isolation a peculiar
dramatic rhythm. Vrubel is at his greatest in these exquisite watercolor and pencil
sketches. His searching pencil attacks the model from every viewpoint: in
transparent interweaving patterns, in balancing mass against mass, in mosaic-like
patterning. It is for this tireless, exhaustive examination of the possibilities of pic-
torial representation that the next generations so revered Vrubel, as well as for his

extraordinary imaginative vision.

Text 7. Fyodor Rokotov (1735-1808)

Fyodor Rokotov is an important figure in the Russian art of the XVIII centu-
ry; he is mainly known as the master of the portrait painting of the Enlightenment,
and his outstanding talent can be compared perhaps only to Dmitry Levitsky, an-
other exceptionally gifted portraitist. The most famous so-called casual-intimate
portraits made by the virtuoso of the brush, Fyodor Stepanovich, stand out for their
notable mysterious half-smiles, the feeling of concealed sadness, the secrets of in-
ner life, the underlying vulnerabilities and sentiments, allusions and a sense of

enigma. Fyodor Stepanovich was born in the suburban estate called Vorontsovo
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that belonged to the prince Repnin in 1735. His origins are controversial, and this
part of his biography is still quite obscure or unknown: there is lack of information
about the birth and early years of the future artist and the facts that are present, are
fragmentary and limited.

For a long time it was supposed that Fyodor Stepanovich was born in the
wealthy noble family; however, today art historians believe that Rokotov was born
illegitimately, and therefore was ranked as a child of a peasant serf family, but still
grew up in the house of his masters almost as a member of their family, and also
was freed from his serf status immediately after birth as well as being strongly pat-
ronised by aristocratic families of Repnin, Yusupov and Golitsyn. There is not
enough information about the young years of Rokotov, but it is known that he has
attracted attention of an art lover and favourite of Empress Elizabeth, the founder
of the Moscow University and the Academy of Arts, Ivan Ivanovich Shuvalov,
who invited Fyodor Stepanovich to study at the St. Petersburg's Academy of Arts
in 1760. According to one version, based on the large number of depictions of ca-
dets in the early stage of Rokotov's work, it is believed that he first entered the land
gentry cadet corps. However, the documents confirming this fact were not found.
By the 1950s, the whole city of Moscow had already known about the talented art-
ist, and his works were so in demand that there were enormous waiting lists of no-
ble families who wanted to be depicted by Rokotov. At the age of twenty-nine
years, Fyodor Stepanovich received the title of academician, had his busy studio
full of pupils and apprentices, where forty portraits could be simultaneously in the
process of production, and sometimes the Maestro had only time to paint the face
of the model for the commissioned portrait. According to recent studies, art histo-
rians have argued that the formal portraits of Empress Catherine Il were fully exe-
cuted by the masters of the Rokotov's studio, and not by the artist himself, as pre-
viously had thought.

Curiously enough, the signature of Fyodor Rokotov is concluding the rules
of the "Moscow English club”, which was founded in 1770. In this elite club,

which existed under the motto "Consent and Fun", access could only be granted to
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the high-class members of the upper society. This fact seriously calls into question
the original version of the birth of Fyodor Stepanovich as being born from a serf
family. Nevertheless, the artist was part of the circles of noble families and was in
friendly relations with such distinguished personalities as Mikhail Lomonosov. Al-
so, it is quite strange that essentially Fyodor Stepanovich did not communicate
with his peasant family. Only in 1776, Rokotov sent a petition to Catherine Il
pleading to free his two nephews, sons of his brother, from their serf duties. The
last portraits Rokotov painted in the early 1790s, among which there is one of the
best works of the artist in his career, the portrait of A. M. Pisareva. The beginning
of the XIX century is an extremely unknown period in the biography of Fyodor
Stepanovich. Because of the entry in the register of births, it is known that he died
24 Dec 1808 in Moscow.

Text 8. Ivan Argunov (1729-1802)

Ivan Petrovich Argunov was an artist who stood at the very foundation of
the Russian school of portrait painting in the XVIII century. He used Baroque
techniques, and thus influenced the development of Russian realistic painting, per-
fectly combining true national identity and foreign techniques in his works. The
fate of the artist can be considered quite dramatic, because he was an orphan and,
moreover, he spent all his life as a serf. This duality has always troubled Ivan Pe-
trovich: on the one hand, he became a famous and prominent artist, but on the oth-
er, legally, he was a slave without any freedom. lvan Argunov was born in Saint-
Peterburg in 1729 and grew up in the family of his uncle Semyon Mikhailovich
Argunov, who had served as the butler of the princess of Cherkassky, and later, af-
ter the Argunov family became the property of Count Sheremetev in 1743, was the
major-domo of the eminent "Million" House on Millionnaya Street in Saint-
Petersburg. The family of count Sheremetev was one of the wealthiest families at
that time and owned a famous Fountain House (Sheremetev Palace) in St. Peters-
burg and a grand estate Kuskovo near Moscow. Argunov did not receive any offi-

cial art education since he was prepared for a life full of many organisational, ad-
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ministrative and economic duties that he had to perform at the behest of Count
Sheremetev. However, the Sheremetevs, especially the collector and philanthro-
pist, count Peter Borisovich, loved art and patronised their talented serfs, who were
generously given the opportunity to yxpress themselves creatively if not entirely,
then, at least, in part. The relationship between little Ivan and art began to form
under the influence of his cousins, Andrei Matveev's pupils in the Chancellory of
the buildings, who had significantly invested into the formation of the artistic
worldview of lvan Petrovich. His extraordinary abilities soon became apparent,
and his uncle, Semyon Mikhailovich, drew the attention of count Peter Borisovich
to lvan's talent.

Thus, thanks to the mercy of his master, who decided to nurture his own
‘court’ painter out of the gifted boy, in 1746, Ivan Argunov was assigned as a pupil
to the German artist, the famous Maestro George Christopher Groot, the court
painter of Empress Elizabeth, who arrived from Stuttgart. The Academy of Arts in
Russia was opened much later, only in 1758, and during the formation years of Ar-
gunov's style and skills, artists were taught quite simply and straightforwardly. For
those who started their artistic career, the basic commandments were: watch and
try to paint in the same way as your teacher, obey him in everything and do not en-
ter into disputes, and as you learn, you will help him. A few years later, Maestro
Groot realised that his disciple, the Count Sheremetev's serf, can now work inde-
pendently. At the invitation of Groot, Argunov created his first icons for the court
Church of the Grand Tsarskoye Selo Palace near St. Petersburg and the Resurrec-
tion monastery in New Jerusalem near Moscow. In 1949, the training was official-
ly completed, and Argunov began to combine his duties as a serf and professional
artist. He painted his masters, Sheremetevs, a lot. There are portraits of Prince Ivan
Ivanovich and Princess Catherine Alexandrovna Labanov-Rostov among the early
paintings. These works still have quite discernible features of old Russian tradi-
tional painting (Parsuna) and decorative vividness rooted in folk art. In 1753 -
1758, quite unusual pupils were studying in the Argunov's studio: Empress Eliza-

beth had sent her court singers who lost their voices to be taught by lvan Fedo-
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rovich. Amongst these pupils were Anton Losenko, Kirill Golovachevsky, and
Ivan Sablukov, who later all became teachers at the Academy of Arts. Thus, Ar-
gunov made a significant contribution to the development of national art education
even before the opening of the Academy of Arts in Russia.

Ivan Argunov was often commissioned portrayals of the most high-rank per-
sonas, because the Russian nobility considered it to be a representation of good
manners to display Royal portraits in their palaces. In such cases, the artist made
exemplary copies of paintings, which normally had been created by foreign mas-
ters. That is how the artist was using the French original paintings to work on cer-
emonial portraits of Empress Elizabeth, Grand Duchess Catherine Alekseevna, as
well as Empress Catherine the Second. Ivan Petrovich painted a portrait of Coun-
tess Tolstoy, depicting her with spokes and yarn lying on her lap. For the first time
in Russian portrait painting, the artist was able to show the daily life and affections
of people, his/her personality, as well as to suspend a moment of an ordinary day,
keeping it for centuries. This type of image is called "intimate portrait”, coming
from the fact that the viewer seems to get access to the intimate, personal world of
the sitter. There were more and more people who wanted to get a portrait made by
Argunov. One day he received an unusual order from count Sheremetyev, who
asked to paint his deceased parents, but in a way that he remembers them being in
the prime of their years. So, Argunov became one of the first who began to create
portraits of dead people, the so-called retrospective portrait. "Portrait of the un-
known in Russian costume™ - this painting by Ivan Argunov was the first work on
a peasant theme in Russian art. It depicts as if a stately, dignified woman dressed
as a peasant in the Moscow province. Her image is full of light and purity, and ko-
koshnik appears to look like a Royal crown. Children's portrait was a special topic
in Argunov's art. One of his most famous works is "the Portrait of kalmychka
Anushka", an image of the pupil of V. A. Sheremetyev, which was created in 1767.
Overall, the most active and fruitful period in the artist's work fell on the 1760s.
Only once Argunov painted a historical painting called "the Death of Cleopatra”

(1750). The artist often worked on commissions of ceremonial portraits.
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In the 1770s, Ivan Petrovich worked less and less, as the duties of the major-
domo of the "Million" House of Sheremetev did not leave enough time for paint-
ing. When the Sheremetevs moved from St. Petersburg to Moscow, they took Ar-
gunov with them, and again appointed the famous artist of both capitals as the
manager of their Moscow Palace in 1788. In fact, since the late 1780s, Argunov
has not actually engaged in painting, because he was appointed a member of the
Serf Board, dealing with all economic affairs of the Count. Despite his successful
artistic career, serf could not abandon the count's command. The sons of lvan Pe-
trovich had already grown up by this time and followed in his footsteps. Paul be-
came a famous architect, and Nicholas and Jacob - painters who inherited the talent
of his father. Ivan Petrovich lived seventy-three years and died at the beginning of
the XI1X century, in 1802.

Text 9. Anton Losenko (1737-1773)

Anton Losenko was a Ukrainian artist of the XVIII century, who has been
called "Lomonosov of Russian painting"” by his admirers. Adhering to the style of
Neoclassicism, he was a prominent academician, a great teacher and mentor of
many talented masters of Russian painting. His specialisation was mainly portrait
painting and historical subjects, which, due to his expressive work, have gained na-
tional significance and become fundamental to Russian historical painting. The
portraits, which he painted, are a circle of selected people belonging to the arts: the
founder and curator of the Academy of Arts, I. I. Shuvalov, actors I. D. Shumsky
and F. G. Volkov, the poet and playwright, A. P. Sumarokov, and others. Anton
Pavlovich was born on 10 August 1737, in the small town of Hlukhiv (the former
Chernigovskaya gubernia, now in Sumy Oblast, Ukraine) into a family of mer-
chants belonging to the Ukrainian Cossacks. He orphaned at a young age when the
boy was four years old, his mother died, and soon his father passed too. Losenko
lived with his aunt for some time, and when the future artist approached his sev-
enth birthday, his impressive musical abilities were highly appreciated: with the

consent of his relatives, he was sent to St. Petersburg in the court singing choir.
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However, this path was not destined to be the right one for Losenko, and in 1753,
he was expelled from the singers because of the "decline in voice". Instead of a
musical career, the young man was sent to study painting to the outstanding artist I.
P. Argunov, who at that time was one of the leading Russian portraitists of the aris-
tocracy and the Royal Court. Within five and a half years, which Anton Pavlovich
spent in the Argunov's studio, he was able to learn all the necessary skills, prepare
for independent work and quite successfully develop his artistic abilities. In 1758,
Losenko entered the newly established Academy of Arts and soon began to pro-
vide all possible assistance to his academic teachers, which led to his new position
as an apprentice.

Undoubtedly, Losenko's trips abroad served as a great impetus for the devel-
opment of the young artist's superior skills, distinguished style and unique manner.
As a particularly gifted painter, he was sent by the Academy to Paris in 1760,
where he studied under the direction of the Baroque engraver and painter, a per-
manent participant of the Salons, a member of the Royal Academy of Painting and
Sculpture, Jean Retu. The French teacher and this change of scenery, the opened
horizons and the opportunity to see the best European examples of art, have played
a significant role in the formation of Losenko's own painting style. During his ap-
prenticeship in Paris, he created a large-scale historical painting with a grand evan-
gelical story which is titled "Wonderful catch" (1762). Anton Pavlovich has
brought to his work a kind of softened, close to a simple man, more down to earth,
interpretation of the image of Jesus Christ, but at the same time, remained faithful
to the canons of classicism prevailing at that time. The artist stayed in Paris until
1762, then briefly returned to Russia, and in the second half of 1763, he again left
for France to take lessons from the eminent artist Joseph Marie Vienne, among
whose students was a famous master of painting, Jacques-Louis David. Anton
Losenko's success and talent were recognised by the French Academy, and he was
awarded three silver medals, which the artist received for his paintings created dur-

ing his stay in Paris.
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The next Anton Pavlovich's foreign trip was a visit to Rome, the artistic
Mecca of all Classicism's devotees, in 1766, which allowed the artist to get ac-
quainted with the monuments of ancient culture and outstanding examples of Ital-
ian art, as well as repeatedly copy the work of Raphael and create a painting with
an ancient, mythological subject-matter called "Zeus and Thetis" (1769). Perhaps
this is what influenced Losenko's particular interest in studying the nude figure and
his careful, attentive approach when painting semi-nude biblical figures similar to
ancient heroes, as, for example, in one of his early works, "The Sacrifice of Abra-
ham" (1765). Other paintings, such as" Abel "and" Cain", made in 1768, also re-
flect the artist's passion not only for anatomical details of the human body but also
his ability to convey elusive features of the human flesh, nuances of life through
pictorial means. In 1769, Anton Pavlovich returned to St. Petersburg and began to
exhibit his paintings at the Academy of arts. Soon he created the work "Vladimir
and rotunda™ (1770), which was not only the first large historical canvas in the
artist's career but also the first picture of the historical genre in all Russian art.
Losenko's art has strengthened the belief that among Russian artists there are those
virtuosos who can create something of their own, national, peculiar only to the
Russian people, not copying Western masters in all aspects. The controversy of the
topic has been discussed in newspapers and magazines of the time. The magazine
"Smesj" (Mixture) criticised those, who could not consider the talent in the Russian
masters, who had begun to express themselves in a patriotic way and affect the
contemporary problems of social and political life in their work and published a
praise for Anton Losenko: "Those, who are unconscious imitators of foreign art,
you should be ashamed looking at this artist. Now no one will believe you that
great people cannon be born in Russia. This predisposition of yours is not only not
commendable, but also in some way, manifests the meanness of the soul™. "Vladi-
mir and Rotunda™ depicts an episode of Russian history: the criminal abuse of
power of Prince Vladimir and forced betrothal with the Polotsk Princess Rotunda.

This painting had brought not only the title of academician of historical painting
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for Anton Pavlovich, but also the appointment of Associate Professor in 1770, then
Professor, and soon - director of the Academy of Arts in 1772.

The position of the director of the Academy of Arts has happened to be an
extremely challenging and involving a lot of responsibility, and thus, it has ab-
sorbed the painter completely, and, as many art historians and contemporaries of
Losenko suppose, it could cause his sudden premature death. He fully emerged
himself into this new role, sparing no effort and time. He taught numerous theoret-
ical and practical classes and created a training course "A brief exposition of the
proportions of man...", which for a long time afterwards has had great importance
in the training of the majority of Russian artists. However, Losenko was not pre-
pared for two fundamental aspects of the Academy's management: intrigue and
humiliating dependence on the Court and aristocracy. The famous sculptor E. M.
Falcone even wrote a petition to Catherine Il with a request to take care of Losen-
ko, who, obviously, could not stand the responsibility: "Persecuted, tired, sad-
dened, exhausted by the darkness of academic trifles, Losenko is not able to touch
the brush; he will be killed, of course. He is the first skilled artist of the nation, but
people are insensitive, they sacrifice him". Unfortunately, the Empress only prom-
ised to take action, but nothing was done. The artist died early at the age of thirty-
six years after a short illness on December 4, 1773, in St. Petersburg and was bur-

ied at the Smolensk cemetery in St. Petersburg.

Text 10. Victor Vasnetsov (1848-1926)

Viktor Mikhailovich Vasnetsov was a unique artist, painter, illustrator and
architect who popularised Russian folklorist painting. In the era when realism
dominated progressive Russian art Vasnetsov incorporated romanticism, symbol-
ism and historical painting, thereby playing a key role in modernising Russian fine
art.

V. M. Vasnetsov was born in 1848 in Vyatka Governorate to a family of a
local priest. The nature of the artist’s native village was majestic and diverse which

played a big role in the creative development of the painter. The terrain was hilly,
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the forests were sweeping, houses, rivers, fields - all this struck the imagination of
a receptive boy. Another major Russian artist, I. 1. Shishkin, grew up in the same
province, which undoubtedly says a lot about its inspiring properties.

The entire family of the future artist was drawn to fairy tales and folklore
and artistic expression, common to all family members, was always encouraged.
Viktor Mikhailovich received his primary education at a theological school fol-
lowed by the Vyatka Theological Seminary. During his studies he often drew
sketches of genre scenes he saw on the streets and sculptures exhibited at the
Vyatka Museum. His love for common people can be traced throughout the artist’s
creative career, and implies not patriotic empathy, but friendly, family-like feel-
ings. The youthful impressions of the surrounding environment and magisterial na-
ture remained with the artist until old age and the joyfulness of his childhood found
reflection in his works.

In 1867, having left the seminary, the future painter moved to St. Petersburg
joining the art school of the Society for the Appreciation of the Arts and later the
Academy of Arts. Like most students of the Academy of that time Vasnetsov had a
lower middle class background and had to learn a living on his own. During his
studies he also illustrated books and magazines as well as worked in the field of
cartography. Highly capable and hardworking, young painter effortlessly combined
work and studies remaining a brilliant student throughout. In the first year of study
he was awarded a silver medal and other academic awards were not long in com-
ing.

Vasnetsov studied at the Academy from 1868 to 1875 and at that time his
mediums of choice were pencils, pens and ink, as most of his works were created
for various publications. Only in the early 70s he had switched to oil paintings. A
deep knowledge of the life of the common people and extraordinary observation
skills helped the painter create a series of truthful images full of ideological con-
text. He painted peasants, barge haulers, janitors, soldiers, children living on the
streets, grave diggers and many other working class people, depicting versatile dif-

ficulties of regular life. The ideology behind the early works of Viktor Mikhailo-
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vich arose largely under the influence of events that were taking place in Russian
art the time. The 70s became a turning point when young artists abandoned estab-
lished canons and followed new creative directions. The biblical and antique
themes were replaced by everyday scenes, rural landscapes and historical images.
Art gained great social relevance and focused on reflecting the interests of peasants
and working classes. Viktor Vasnetsov's move to St. Petersburg collided with the
time when a new realistic trend in art was rapidly developing.

In 1874 Vasnetsov began exhibiting his works at traveling exhibitions and
year 1876 is notable for a series of famous genre paintings such as Moving House
(1876) and At a Bookseller's (1876). Until the end of the 70s the artist focused on
genre paintings and relevant social topics. However V. M. Vasnetsov was meant to
remain in the history of Russian art as a painter of completely different quality.
From early childhood on he was fascinated by folklore and fairy tales and kept
pursuing his passion throughout his time at the Academy and artistic career overall.
Previously he approached those topics mainly through illustration but over time
they captured his imagination entirely.

In 1878 Viktor Mikhailovich moved to Moscow. This happened after his re-
turn from France, where the artist lived for about a year after he was invited to join
I. E. Repin in Paris. It was in Paris that inspired Vasnetsov's search for truly na-
tional art and ever since the painter was looking forward to returning to his home-
land. Russian contemporaries of Vasnetsov were unconditionally united by love for
their homeland and people however his true calling was not about the then popular
concept of accurately conveying the reality. His artistic ideas revolved around re-
constructing the national spirit through the epic-fairy-tale genre. He invariably por-
trayed Russia and its inhabitants but shifted his focus to the spiritual, historical and
folklore. Thus he fulfilled the needs for national images but in his case the creative
contribution made was not as contemporary as it was timeless and universal. Of
course this approach resulted not only in almost immediate success but also in un-
fading relevance - his works Alyonushka (1881), Ivan Tsarevich riding the Gray

Wolf (1889), Knight at the Crossroads (1882) and many others are still known
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even to children. However not everyone supported his direction in art. For example
the painting After Prince Igor’s Battle with the Polovtsy (1880) was shown at the
VIII traveling exhibition and while many, including Repin, admired the romanti-
cism of the plot unusual for Vasnetsov's contemporaries, the majority was not ac-
cepting of art outside of ideological realism.

Many of Viktor Vasnetsov’s iconic paintings were commissioned by patron
Savva Mamontov who was surrounded by such prominent artists as Repin, Po-
lenov, Vrubel, Serov, Levitan, Surikov and many others. This circle formed a long-
lasting society which encouraged discussions about artistic fate and purpose, pro-
duced plays and operas, created costumes and decorations, which Vasnetsov was
particularly good at. The atmosphere surrounding the artists was conducive to crea-
tive growth and all the most significant works of the painter were created from the
time of acquaintance with Mamontov and in the following two decades. This was
also when Viktor Mikhailovich began pursuing architecture. In 1880 he became
one of the architects of the church in Abramtsevo and in 1892 he designed a chapel
that was added to the church. The most well-known architectural work of the artist
is the facade of the State Tretyakov Gallery which became one of the symbols of
Moscow. Vasnetsov devoted a significant part of his life, namely from 1885 to
1896, to mural paintings in St. Volodymyr's Cathedral in Kiev, thereby pursuing a
new direction in religious painting endowed with his unique fairytale characteris-
tics. Upon completion of the Cathedral he received numerous orders and painted
frescoes for many other churches.

In the spring of 1899 a personal exhibition of V. M. Vasnetsov was orga-
nized at the Academy of Arts, which became the highest point his career. The most
resonant painting exhibited was the monumental work Bogatyrs (1881-1898) that
took almost two decades to complete. The subsequent years of the artist's life were
closely related to politics - after 1905 Vasnetsov joined The Union of the Russian
People and designed political publications. The revolutions of 1917 were reflected
in a series of allegorical artworks such as Dobrynya Nikitich and dragon Zmei

Gorynych (1913-1918), Baba Yaga (1901-1917) and Koschei the Immortal (1917-
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1926). The reversal of political power led to the artist losing his estate in 1918 re-
sulting in the loss of many of his sketches. Victor Mikhailovich spent the last years
of his life in poverty and confusion having failed to adapt to the drastic changes.
By that time he no longer worked on monumental works mainly painting portraits
and reworking previous images. The great Russian artist Viktor Mikhailovich

Vasnetsov died in Moscow in 1926.

75



3AKJIFOYEHUE

Pabota ¢ yueOHbIM mocobuem “Russian Art and Artists” MOMOXeT CTYICH-
TaM c(OPMHUPOBATH HABBIKK M YMEHHS B MEPEBOJIC OPUTHHAIBLHOM JIUTEPATYPHI 110
CHEIUATbHOCTH, PA3BUTh HABBIKM YCTHOM PEUM MO OIMpPEICICHHON TeMaTHKe.

B ocHoOBy noco0ust mojio)keHbl KOMMYHUKATUBHBIA U TEMaTUYECKUN MPUH-
MBI, YTIPOXKHEHUS] KOMMYHUKATUBHON HANpaBJIEHHOCTH OPHEHTHPYIOT CTYICH-
TOB Ha OOCYyXXJIeHHE MpoOIieM, JIekKalIuX B pyciie ux npodeccuoHaIbHOW MOATr0-
TOBKH, ¥ TIOMOTAIOT UM MaKCUMaJIbHO CTUMYJIMPOBATH Pa3BUTHE YCTHBHIX HABBIKOB,
BbIPa0AThIBATh OBICTPYIO S3BIKOBYIO PEAKIUIO.

Jlexcuueckue ynpakHEHUsI HAMpaBJIeHbl Ha OTPAOOTKY U 3aKPEIUICHHE CIie-
IIUaJIFHOW TEPMUHOJOTHH, (OPMHUPOBAHNE aBTOMATH3MPOBAHHBIX HABBIKOB, MpE-
TYTPEXKICHUE U MPOPUIAKTUKY TUITUYHBIX OIIMOOK, a TaK)Ke KOHTPOJb 32 YCBOE-
HUEM MaTepuana. [ paMMmarrueckue ynpaKHeHUs HaIpaBjeHbl Ha OTPAOOTKY U 3a-
KpEIUICHNE UCTIONb30BaHUS apTUKIICH U MPEAIOTOB.

Takum o6pa3om, yueOHoe mocooue “Russian Art and Artists” moMoXeT CTy-
JICHTaM OBJIaJIeTh TEPMHUHOJIOTHEN O CIIEIUATBHOCTH, CPOPMHUPOBATH HEOOXOIH-

MBIC HABBIKHU U YMCHUAI.
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ILLUSTRATIONS

Victor Vasnetsov — Alyonushka
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Victor Vasnetsov — The Warriors

Victor Vasnetsov — Snow Maiden
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Vassili Perov — A Village Easter Religious Procession

Ilya Repin — Religious Procession in the Kursk Guberniya
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Aleksey Savrassov — The Rooks Are Back

Pavel Fedotov — A Major Comes A-Courting
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Vassili Surikov — The Morning of the Streltsy's Execution

wﬁx, Sl %h

Vassili Surikov — The Boyarina Morozova
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Vladimir Favorsky — The Lay of the Host of Igor
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Vladimir Favorsky — Boris Godunov
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Anton Losenko — Kain
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Feodor Rokotov — Portait of Ekaterina the Great

Ivan Kramskoi — Christ in the Wilderness
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Karl Bryullov — Rocks and moon at night
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Vassiliy Polenov — The Christ and the Sinner

B ) 2 d s ﬁ;rwg'

Vassiliy Polenov — Golden Autumn
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Valentin Serov — Portrait of of Emperor Nicholas 11
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The Scheme for Describing Pictures

1 | I'd like to attract | landscape

your attention to | canvas

this...

still life
painting
water-color
self-portrait

fresco

2 | It was painted /

drawn by a...

unknown
famous

world-famous

Russian
Italian

French

painter

artist

...belonging to
the...

realistic
modern
classical

romantic

school of

trend in

painting

3 | The picture is

executed in...

bright
dark
warm
cold
light

colors

tones

4 | The picture

the beauty of flowers

realistically a stormy sea a forest in autumn
portrays...
5 | Theartist/ depicts the details of the
The painter... draws scenery
portrays the house-hold ar-
paints ticles
represents the movement of
water

with great expres-
sion

with tremendous
skill

with great feeling

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 scen-
ery
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
oasuauka — basilica
0e3MATEKHBIN — SEerene

icono-

OoudJieiickue AMU30bI
graphic scenes

6.k (cBeroBoii) — highlight
dorarcTBo Kpacok — a riot of colors,
a wide color-scheme

ObITOBas KMBONMKUCH — (enre painting
OLITOBBLIE CLIEHKH — everyday scenes;

genre scenes

B
BEJMKHUH XYA0KHUK — master
BecomocThb (¢puryp) — solidity (of

figures)
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BHA — 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 — t0 be on display

(show, view, exhibit)



ramma (kpacok) — palette, color-
scheme (range)

riaaakasi (MOBEpXHOCTh KapTHUHBI) —
smooth (surface, finish)

ropojackoii meiizazxk — town (city)-
scape

rpadux — graphic artist, black and
white artist

rpaduxa — graphic art

rpaduyeckmii — graphic

A
AaJIbHUH, yIaJeHHbIH (B KapTUHE) —
background
JAeKOpaTHBHOEe WCKyccTBO — deco-
rative art

JAeKopaTHBHBII — decorative

auana3oH (pasmax, Macimitad)
range, ramMma IBeToB — range of
colors, color-scale

JA0CKa JJIsl skuBonucu — panel

K
KAHp — genre
JKaHpHUCT — genre-painter
JKAHPOBasi KApTMHA — (enre SCenes;
domestic interior(s)
JKHBONMcel] — painter
JKUBONMHUCHBIA — pictorial

KUBOMHUCH — painting
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JKU3HEHHBIH, peanucTuuHblii — life-

like, realistic

3
3aBJaadeBaThb BHUMAHHUEM
command attention
3aaumid mian — background

3aKa3 (XyJ0KHUKY) — COMMIssion

3aka3aTth (mopTper) — commission
(a portrait)

3aKoH4YeHHOCTH — finish

3ambIceJl  —Cconception, concept;
design

3aMBIIISITH — CONCeive; design
3janmeuaryeBars — Set down

3HATOK HCKYCCTBAa — CONNOIsseur

n
UelHoe cojaepkaHue — message
u3rudarncst — to curve
u3rudarommiicss — curving
u3JIy4daTh (cBer, Terio) — to radiate
n3odpaxkath — {0 represent, to depict,
to portray
n3odopaxxenue — portrayal, depiction,
representation
n300pa3uTeIbHOE  HMCKYCCTBO
visual arts, Fine Arts, Arts

n300pazuTebHbIi — graphic

M3BICKaHHBIN — exquisite



HKOHAa — ICON

HKOHOMUCceIl — icon-painter
HKOHOMMCH — icon-painting, panel-
painting

IMIIPECCHOHM3M — impressionism
HHAUBUAYAJIbHOE (JIMYHOE) BOCIIPHUSA-
THe — 0ne's personal (style), vision
HHTEHCUBHOCTh (IIBeTa Kpacok) —
brilliance, brilliancy

nHTephep — Interior

MCKYCHBII — masterly

HCKYCCTBO — art

HCIIOJIHATD, BbINNOJIHATH — to
execute
HCTOPHUYECCKasA KUBOIIUCH —

historical painting

K
KapaHJIalIHbIii puCyHOK — pencil
drawing
KapTHHa — picture, painting; canvas
KapTuHHAas ragepes — art gallery
KHCTh — brush
KJaccuveckuii — classical
KJaaccunm3mM — classicism
KOMNaKTHasi (KOMITO3UIUS, TPyIIa)
— closely (tightly) knit (composition,
group)
KOHTpacThl TOHOB — contrasting

tones

koHTYp — outline

KOHTYpPHOe u300pa:xkenue — outline
drawing

Konuposatb — t0 Ccopy

Konusi — COpy

Kpacureb — pigment

Kpacka — paint; pigment; color
KpuBas — CUrve

Kkyom3sm — Cubism

JI
JuHeiiHas mnepcnexktuBa — linear
perspective
JIMHEHHBIH (MMEIONMI OTHOIICHHE K
pucynky) — linear
JuHus (pucyHok) — line
JUHHS Hucxoasmas — downward
movement

JyqyucToiid — radiant

M
ma3zok—touch, brush, stroke
MaHepa (>kuBomucHas) — brush-work,
brushing
MapHHHUCT — Sea-scape painter
MApHHUCTCKAasA JKUBOIIUCH —
seascape (marine) painting
Macj10, MacJasiHasi Kpacka — Oil

mactep — craftsman; master

crapsie macrepa — Old Masters



mactep Juaum — a master of line,
mMacrepckas — workshop

mMacTepcku (MckycHo) — in a masterly
way

mMacTepcTBo — Mastery; artistry, skill
mMaTepuag — medium

mMoaeaupoBats — model

Moxeab (kuBasi) — model

Moab0epT — easel
MOHYMEHTAJIbHAsA  (’KUBOIIKCH)
monumental painting

MOHYMeHTAJIbHBbII — monumental

mMoTuB — Motif

H
Habpocok — sketch
HaBOJAMTH (HA MBICIIH) — Suggest
HaxeJaTh — endow
HaKJaabIBaTh (Kpacku U T. 1.) —lay
on
HanmoMuHaTh — De reminiscent of;
recall
HanmpaBJienne — trend, movement;
school

HapoJHOe popular
(folk) art

HACBIIATH, MPONUTHLIBATH — iMbue

HCKYCCTBO

HaTypa — model

Harypumk (-ua) — model, sitter,
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¢ Hatypsl —draw (paint) from nature,
paint from life

HaTiopmopt — Still-life
Herapmonupymomuii — discordant
HemocpeACcTBEHHOCTH — immediacy;
spontaneity

HeIoCpeICTBeHHbINI — Spontaneous-
ous

HepoBHAas1 (TTOBEPXHOCTh KapTUHBI) —

rough (surface, finish)

0
o0Ha)KeHHBbIIT — nude
odpadorka (moBepxHoctu) — finish

o0pa3 (u3oOpakxaemMoe  JIUIIO)
subject, character, personage
odopazem — model, pattern
oO0pa3Hoe BOILUIOILIEHHE 3aMbICJIa—
imagery

oopamarbes (k demy-n.) — turn to
smth, draw one's subject from smth;
paint, treat a subject

oowenmusith — bring (hold) together,
pull together, unite

00nem — volume

oobemublii — well-rounded, sculp-
turesque; three-dimensional
0JyX0TBOpPeHHOCTHL — Spirituality
OCHOBHOI# BeT — primary color

odopT — etching



I
najaurpa — palette
napajHblii moprper — ceremonial
portrait
nacrejib — pastel
nacreJbHbIH — pastel
NacTo3Hasi ;KMBOIKCH — IMpasto
neiizaxx — landscape

neiizaxkuct — landscape painter

neizaxknas xuBomuch — landscape
pointing
nepexaBath — render, convey, handle
nepenath (cxoactBo) — to catch a
likeness

nepexHuii nian — foreground
nepcrnekTuBa — Perspective

nucaTh (Kpackamu) — paint

maaBubiii — fluid, fluent, flowing
miaan — plan; B urane — in plan, Ha
3aHeM (IIepeHEM, BTOPOM) IIJIaHE —
in the background

miaemdp — plein-air; Ha TUIeHIpe —
out of doors

miIockocTb — plane

surface

MOBEPXHOCTh KAPTHHBI
(texture)

noaMacrepbe, yaeHnk — apprentice
noJIMHHBII — authentic

NoUIMHHOCTL — authenticity
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mo3za — posture, pose
no3upoBaTh — t0 pose, to sit (for)
no3upyrommii — sitter

MoJIOCKA, moJioca — Streak
MOJIOTHO — Canvas

noprTper — portrait

noprperuct  —  portrait-painter,
portraitist
NOpTpeTHasi KHBOMUChL — portrait,

painting, portraiture

npeaBocxumaTh, — anticipate
npeaMeTHoe MCKYCCTBO — lepresen-
tational art

NPUABOPHBIH  XYJT0:KHHUK court

painter

NpHKJIaTHoe ncKyceTBo — applied art
NpUHUMATH (IBET, GopMy U T. I1.)— t0
take on (a color, form, etc.)

npoekt — design

npoekTupoBarh — t0 design
NMpo3pavHbIii, cBeTJabIiE — luminous
MPOHU3BIBATH (IIPOIHUTHIBATh, HACHI-
mate) — imbue, penetrate mpocrtop-
HOCTBH — SPaciousness

MPOCTOPHBIIT — SPACIious

npocroii (6e3 ykpaiieHnuii) — austere
NMpoCTPaHCTBeHHBIH — Spatial

NMPOCTPAHCTBO — SPaCe

NbIIHbINA, 6orareiii — 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
purmuueckuid — 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

CJ0KHBIN nBeT — 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
cTHIM30oBaHHbIH — 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 — sShadow, 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

TOYeYHAs] 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
yaanHenHas ¢popma — elongation
yJIMHEeHHbI — elongated
y3op — design, pattern

decorate,

yKpamarhb ornament,

prettify

yKpameHue — ornament, decoration
yceuyeHHbIIi— truncated

yemsuBath — heighten, enhance
y4eHHK — apprentice

y4yeHH4uecTBO — apprenticeship

()]
daxTypa — texture
¢axrypa mucbma — pictorial texture,
brushwork
¢axkTypa mnoBepxHoctm — surface
texture, finish
¢urypa — figure
doxyc — focus
¢on — background
(ppecka — fresco
¢peckoBasi KUBONMUCH (TCXHHKA) —

fresco painting (technique)



X
XO0JICT — Canvas
Xy/J10:KeCTBEHHOe TBOPYECTBO —
artistic endeavor
XyJo:KecTBeHHBIH — art  (attr.),
artistic
xyao:kHuK — artist, painter

I

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
TrIoa — Study

TIOHUAK — Paint-box

A
sipkocth — brilliance
sicabIii — luminous, crystal-clear

sicHocTb— luminosity
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