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BBEJAEHHUE

HacTtosiee yue6HOe moco6re Mo aHTJIMMUCKOMY S13bIKY, ITpe/iHa-
3HauyeHHOoe JIJIsi MaruCTPAHTOB, 06YYAIIUXCA HA OT/IeJIEHUS UCTO-
PHUH U TEOPUHU HUCKYCCTBA, BHIIIOJIHEHO B COOTBETCTBUU C TpebGOBa-
HUSIMHM T'OCYAapCTBEHHBIX 06pa30BaTe/IbHBIX CTAHAAPTOB BBICLIETO
npodecCHOHANILHOTO 06pa30oBaHuUs, MPeAbABASEMbIX K Mpeno/a-
BAaHUI0 MHOCTPAHHOTO sI3bIKa B HESI3bIKOBBIX BY3aX C YYE€TOM IPO-
dbeccuoHa/IbHOM HaNpPaBJIEHHOCTH 00y4YeHUs.

MaTepuasioM y4eOGHOTrO MOCOGHUST MOCJAYKUJIM OPUTHHAJIbHbIE
NpPOM3BEJEHUST AHIJIOS3bIUHBIX YYEeHBbIX-UCKYCCTBOBEAOB, IMOCBS-
IIleHHbIe U3yYEeHHI0 UCKYCCTBA OT HACKAJbHOU XUBOIHUCH /0 apXU-
TEKTYpPbI 3M0XU Bo3poxaeHus U pycckoro 6apokko. JJaHHoe y4eo-
HOe TOoCOOMe COCTOWUT W3 JIeCATH 4YacTeHd, KaJasd M3 KOTOPBIX
MOCBsIeHA UCKYCCTBY KOHKPETHOW IMBUJIM3ALMK U HAIPABJIEHUIO
HCKYCCTBa.

YnpakHeHUs] KaXKJIOr0 paszie/la TeMaTHYeCKH CBfA3aHbI, 4TO
NO3BOJISIET CTY/J€HTY-UCKYCCTBOBEAY MOJIy4aTh JONOJHUTENbHYIO
3KCTPAJIMHTBUCTUYECKYI0 HMH(POpMAIUI0 1O  CIEUATbHOCTH.
YnpakHeHHs HampaBJieHbl HA Pa3BUTHE YTEHHs, MMCbMa, ayJUupo-
BaHUS U roBopeHust. Ha ocHOBe ynpa)KHeHHH CTyJeHTbl OTpabaThl-
BaIOT JIEKCHUKO-TPAaMMAaTHYeCKUNA MaTepuaJsi, pa3BUBas S3bIKOBYIO,
peyeBy0, KyJbTYPHYI U NMpodecCHOHATBbHYI0 KOMIETEHLUIO, YTO
ONTUMHU3UPYET 0Oy4YeHHe aHTJUNCKOMY SI3BIKY [Jisl CHeLUaJIbHbIX
1esied CTY/IeHTOB-UCKYCcCTBOBeOB. [Ipu paboTe c siekcukoi ocoboe
BHUMaHUE YJie/sieTCsl TePMHUHOJIOTUM HCKycCTBOBeZeHUs. [lpen-
JIOXKEHHbIe yIpaXKHeHUsI MO3BOJIAIOT TPOBEPUTh MOHUMAaHHE IMPO-
YUTAHHOTO W MPUOGPECTH HABBIKK IepeBojia NpodeccuoHaTbHO-
OpPUEHTHUPOBAHHBIX TeKCTOB. [lepeBoj sIBJIIETCS HENOCpPeCTBEH-
HOU cocTaB/sAWOIEd MpodeccHoOHANbHO-OPUEHTUPOBAHHOTO 00Yy-
yeHwUs1. B HacTosiee BpeMs Bce 60JIbIIYI0 3HAYUMOCTb IpHUOGpeTa-
eT yMeHHe KBaJUPUUMPOBAHHO NEPEBOAUTH C AHTJIMMCKOrO Ha
PYCCKUH A3bIK U 06paTHO.

JanHoe ydebHOe mocobue, NMpefHAa3HAYEeHHOe i1 CTYAEHTOB,
06y4YarIUXCA B BBICIIUX YUYeOHBIX 3aBe/IEHUAX 110 MpOorpaMMaM Ma-
TUCTpaTyphbl 10 HalpaBJEHUI0 NOATOTOBKU «MCTOpHA HMCKYycCTB»,
MOeT OBbITh UCIOJb30BAHO IMPOKUM KPYTroM JIHII, U3YYaIOUIUX aH-
TJIMACKUH A3bIK U UHTEPECYIOIUXCS BCEMUPHBIM UCKYCCTBOM.



PART ]

CAVE ART

Unit1

CAVE PAINTING

PRE-READING TASKS

1. Learn the following words and word combinations.

auroch - 1) Typ; 2) 3yo6p
bison ['baisn] - 1) 3y6p. Syn:
wisent ['wiizant]; amep., 6u-
30H. Syn: buffalo

brush [braf] - kuctb

boar [bo:] - ka6an; wild
boar - Benpsb

brow [brau] - 6poBb

cave [kerv] - memiepa

cave art = cave painting -
HacKaJibHasi })KUBOIUCh
chamber ['fermba] - kamepa
crawl [kro:l] - mon3TH
crimson ['krimz(a)n] - ma-
JINHOBBIN

dot [dot] - Touka

fiber ['faiba] - BosiokHO
fine art - u3o6pasuTesbHOE
HCKYCCTBO

finds - HaxoaKkHU

figurative art - u306pasu-
TeJIbHOE UCKYCCTBO

game [geim] - [U4b, 3BEPb
gore [go:] - 6ogaTh
implements ['implimants] -
opyaus. Syn. tools

inaccessible [, mnak'sesabl] -
HeJI0OCTYIHbIN

karstic caves — kapcTOBBIe Nellepbl
limestone - u3BecTHAK

magical = magic - Mmarudeckuit
moss - Mox; mats of moss - KoBpHu-
KU M3 MXa

Neanderthal [n1'aendata:l] -

1. HeangepTanbckuil 2. Heangep-
Taser

Palaeolithic Age - masieosuT
picture-gallery - kapTuHHas rane-
pes

reindeer ['reindia] - ceBepHbIN
0JIeHb

rites [raits] — o6psizibI

sanctuary ['saeq(k)tfusri] - cBaTH-
Jyiie

scratch [skreetf] - uapanars, rpa-
BUPOBATh

stencil ['sten(t)s(a)l1] - y30p
subterranean [,sabt(a)'remian] -
MOJ;3€ MHBIN

unteneble [an'tenabl] - Hegoka3y-
eMbIi

wick [wik] - duTnab

2. Work with a classmate to discuss the following.
1. What role did primitive art play in the evolution of humanity?
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2. Was any cave painting discovered outside Europe?
3. What were the early paintings designed to convey?

3. Make sure you know how to pronounce the following.
Altamira [,alta'miara]; France [fra:ns]; Lascaux [la'skau]; Europe
['jusrap]; Europeans [juara’pi:an]; wick [wik]; gore [gd:]; magical
['meedsik(a)l]; period ['piariad]; Pyrenees [,pira'ni:z]; bison ['baisn];
anthropologists [,een0ra'poladsist]; chamber ['tfermba]; Neanderthal
[nr'eendata:l]; unteneble [an'tenabl]; Neolithic [,ni:a(u)'li01k]; an-
thropomorphous [,zenBropa'mo:rfas]; Palaeolithic [,peelia'lifik];
Mesolithic [,meza'lifik]; sanctuary ['szen(k)fuari]; brow [brau].

4. Make up a story of your own, using expressions given in this
unit.

5. Give Russian equivalents of the following phrases.

Human artistic production; early humans; cave art; heavy-
browed humans; extensive evidence of smth; large-scale paintings;
history of art; figurative art; fine art; prehistoric dots; crimson hand
stencils; works of art on open air rocks; paintings on the walls and
ceilings of caves; limestone caves; at a very early stage; the painted
chambers; to human beings; explanation is untenable; remote
chambers; wicks of woven moss fibers; to represent from the side;
monumental art; paint blown from a tube.

6. Give Russian equivalents of the following phrases.
M306pa3uTesibHOE UCKYCCTBO; XyA0XKECTBEHHOE TBOPYECTBO Ye-
JIOBEKA; BepXHUH NaJIe0JIUT; KAMEHHBIe OpyAud TPYAa; NOCPeSCTBOM
M3006paXKeHUs]; )KUBOTHbIE HU300paXKeHbI B NMPOQU/Ib; HOBBIE AATHI
IMMO3BOJIAKOT AOIYCTUTDL, YTO; UCTOPUA HCKYCCTBQ; KUCTHU HeE ObLIU
HaW/IeHbl; MAJIMHOBBIN Y30D; OPYAUs TPYAa; IIUPOKHUE KOHTYPHI.

7. Read and discuss the following text.

We cannot hope to understand the strange beginnings of art un-
less we try to enter into the mind of the primitive people and find
out what kind of experience it is which makes them think of pic-
tures, not as something nice to look at, but something powerful to
use. The further we go back in history, the more definite but also the
more strange are the aims which art was supposed to serve. In the
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past paintings and statues were not thought of as mere works of art
but as objects which had a definite function. Prehistoric dots and
crimson hand stencils on Spanish cave walls are now considered to
be the world's oldest known cave art. New dating results show that
Neanderthals, the heavy-browed humans, were Earth's first cave
painters. This discovery narrows the cultural distance between us
and them. Yet more evidence is needed to prove that some of the
Spanish cave paintings were products of Neanderthal minds.

8. Translate the following in English.

[lepBble HaxX0/AKU HACKaJbHOU KUBOMUCH, CO3JJAHHON B KaMeH-
HOM Beke, oTHocATcaA K XIX Beky. Ux oGHapyxuau B GoJee
7000 kapcToBbIx neepax [lupeHelickux rop. HackanbHble pUCyH-
KU NPUBJIEKAIOT MHOXKECTBO Y4Y€HbIX U TYpUCTOB. KapTuHHas rase-
pesi AJIbTaMHUpPbl COCTOUT U3 GOJIBILIOrO0 KOJHUYECTBA MPOCTOPHBIX
3aJI0B. B HUX Hall/IM KaMeHHble OpyAus TpyZa U UrypHble U3006-
paXeHUsI Ha O0JIOMKax KocTed. B «3ase XUBOTHBIX» HaMJleHbI
H“306pakeHusI OU30HOB, OBIKOB, OJIEHEW U JUKUX JollaJei.

9. Were the early cave painting artists great painters?
10. Read and translate the following Text.

TEXT

We cannot denote the exact time denoting the early phase in the
artistic production of humanity. We do not know how art began, or
how humanity took the significant step of making objects for their
own interest. But we have extensive evidence of human artistic
production at a very early stage. The first artists left us remarkable
works of art on open air rocks or on the walls and ceilings of caves.

The most impressive creations of Paleolithic humans are the
large-scale paintings, representing animals, which decorate the
walls and ceilings of limestone caves in southwestern France and
northern Spain. However, today we do not know the aims art was
supposed to serve at that time. It has been suggested that these
paintings were an attempt to gain magical control, by means of rep-
resentation of the animals by early humans who hunted for food.
Recent investigation has shown this explanation to be untenable.
But the chief animals represented, in order of frequency, were the
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horse, the bison, the mammoth, the aurochs, and deer. Most of the
paintings are found near the entrances, where early human beings
lived, worked, cooked, and ate. Often, the painted chambers are ac-
cessible only by crawling through long passages or by crossing un-
derground streams. This suggests that the remote chambers were
sanctuaries for magical or religious rituals. Evidence indicates that
the chambers were used for thousands of years, and the paintings
were repainted periodically in the absence of natural light. The
paintings could only have been done with the aid of stone lamps
filled with animal fat and burning wicks of woven moss fibers. The
colors were derived from minerals and include red, yellow, black,
brown, and violet, but no green or blue. No brushes have been
found, so it is suggested that the broad black outlines were applied
by means of mats of moss or hair. The surfaces appear to have been
covered by paint blown from a tube; color-stained tubes of bone
have been found in the caves. The paintings have always been de-
scribed as "lifelike", but they are also standardized. The animals
were represented from the side, and generally an alert position. The
animals float as if by magic on the rock surface. Their liveliness is
achieved by the energy of the broad, rhythmic outline, set down
with full arm movements.

The cave of Altamira in Spain was the first to be discovered, but
was not at once accepted as authentic. The famous bisons on the
ceiling of Altamira are powerful representations of animals the maj-
esty of which has never been surpassed. The cave of Lascaux in
France discovered in 1940 is a close competitor to Altamira. The
low ceiling of the so-called Hall of Bulls at Lascaux is covered with
bulls and horses, often partly superimposed. In another chamber is
the tragic painting of a bison pierced by a spear, turning to gore a
man who is represented schematically as compared to the natural-
istic treatment of the animals.

AFTER-READING TASKS

1. Make up questions to the Text. Ask your classmates to an-
swer them.

2. Give Russian equivalents for the following.
To represent animals; a close competitor to Altamira; to gain con-
trol; by means of representation; the painted chambers; to do the



paintings; to derive colors from minerals; to apply the black outlines;
stand in an alert position; broad, rhythmic outline; color-stained
tubes of bone; on the rock surface; soft color; the naturalistic treat-
ment of the animals; to gain magical control; partly superimposed;
represent schematically; the majesty of the animals has never been
surpassed; to be accepted as authentic; rhythmic outline.

3. Give English equivalents for the following.

H3BecTHSIKOBBIE nemepanr; MacuITabHble KapTHHBbI; KapTUHBbI
HeOOJIBIIOr0 pa3Mepa; U300PaXKATh JKUBOTHBIX; PACIUChIBATD CTe-
Hbl U MOTOJIOK; CBATUJIMINE JJI MarudeckKux obpsi/ioB; cO3/1aBaTh
KapTHHBI; MOJy4YaTb KPacKd W3 MHUHEPAJIOB; TOpSAIUN (QUTHUIIb;
M3006paXkaTh CXeMaTUYHO; aHATOMHUYECKOE CTPOEHHE JKUBOTHOTO.

4. Match the following.

1. stencil a. 0opsAf

2. wick b. ceBepHBIH 0JIEHDb
3. rite C. U300paxkaTh
4.reindeer d. y3op

5.auroch e. utuiek

6. represent f. 3yop

5. Substitute the Russian words and phrases by their English
equivalents given in the box. Translate the text into Russian.

Ice Age; paintings; implements; painted; come down to us; caves;
representations; decorate; pictures; inaccessible; crawled; game;
reindeer; low and narrow corridors; discovered

Any unusual idea is important because it may help us to under-
stand the oldest (u306paxxenusi) which have (go¥itu no Hac). These
(n306pakeHus1) are as old as any trace of human skill. But, when
they were first (o6HapyxeHb1) on the walls of (memepsi) in Spain
and in southern France in the nineteenth century, archaeologists
refused at first to believe that such lifelike (n306paxenus) of ani-
mals could have been made by men in the (niefHUKOBBIN nepuof).
Gradually the rude (opyaus) of stone and of bone found in these
regions made it certain that these (kapTuHsbi) of bison, mammoth or
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(ceBepHbIl oJieHb) were indeed (HapucoBaHbl) by men who hunted
this (3Bepn) and therefore knew it very well. It is a strange experi-
ence to go down into these (meuiepsni), through (Huskue U y3kue
npoxojbl), far into the darkness of the mountain to see the (kapTu-
Ha) of a bull. One thing is clear, no one would have (nos3Ttu) so far
into the depth of the earth simply to (ykpacut) such an (HegocTyn-
HbIi1) place.

6. Read the text. Discuss it in the dialogue in class.

Some paintings in the cave of Lascaux are painted or scratched
on top of each other without any apparent order. The most likely
explanation of these finds is still that they are the oldest relics of
that universal belief in the power of picture-making; in other
words, that these primitive hunters thought that if they only made
a picture of their prey, the real animals would also succumb to
their power. Of course, this is guesswork that early people be-
lieved in the power of images. Primitive peoples of today continue
to use stone implements and scratch pictures of animals on rocks
for magic purposes. There are tribes who have regular festivals
when they dress up as animals and move like animals in solemn
dances. They, too, believe that somehow this will give them power
over their prey. Sometimes they even believe that certain animals
are related to them in some fairy-tale manner, and that the whole
tribe is a wolf tribe or a raven tribe. It sounds strange enough, but
we must not forget that even these ideas are not as far removed
from our own times as one might think.

7. Put down package phrases from the texts to use them in your
speech.

8. Translate the following into English.

MoHyMeHTa/IbHOE UCKYCCTBO 3MOXU NaJe0/IMTa nepejaeT 06b-
eM, IepCIeKTUBY, LBeT U JBu:KeHUe. OrpoMHbIe }KUBOIHUCHBIE «I10-
JIOTHa» MOKpBIBAIOT CBOJAbI MHOXeCTBa Nellep. CaMble 3HaMeHHU-
Tble Tellepbl, B KOTOPbIX HaxXxOJATCS paboTbl INepPBBIX
XYIOXXHUKOB — 3T0 AnbTamupa B Ucnanuu u Jlacko Bo @paHuuu.
[Temwepy Jlacko nHOTAA HA3bIBAOT «CUKCTHUHCKOUW KameJJion mep-
BOOBITHOM KUBOMUCH». ITO BhICIIEee XyJ0XKEeCTBEHHOE JOCTHXKe-
HHUe 3I0XM N034Hero mnajeosuTa. CTeHbl Ieliepbl YKpallalT
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M300paKeHUs pa3IMYHbIX }KUBOTHBIX — 3yOpOB, HOCOPOTOB, OBIKOB,
JiolmaZiey, oJieHeH, a Takke cueHbl oXOoTbl. OHM HaNKCaHBI C HC-
[10/1b30BaHUEM KpACHOTO0, XKEJTOr0, KOPUYHEBOTO TOHOB U 06Bejie-
Hbl TEMHBIMHU KOHTYpaMH. YHUKaJ/IbHasA JpeBHAA )KUBONKCH Iele-
pb! Jlacko ylesiesla BO MHOrOM 6Jiarojapsl 3aBajleHHbIM BXOJaM.
Yepes aBa AecsATKa JIeT NOCJAe ee OTKPbITUS PUCYHKHU CTaJld pas-
pylaThbcs, 9TOOBI NPeAOTBPAaTUTh 3TO, B 1963 r. BJIacTH 3aKpbLIX
nelepy [Jisl moceTuTesel, a B coce/lHeH Iellepe co3Jald MyseHl
Jlacko-2, mpeACTaBJAONMUNA COO0M KOMHI0O 4YacTH U300paKeHUH
newepsl Jlacko.

9. Write an essay. Is cave art the first step of the human beings in art
or the highest achievement of humanity?
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Unit 2
EARLY SCULPTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

antler ['@ntla] - osenuii por
carve [ka:v] - BeIpe3aTh; Bbice-
KaThb

chamois ['feemwa:]; ['[eemi] -
cepHa

delineation [d1lint'e1f(8)n] -
odepuuBaHUe

elaborate [1'lzeb(2)r1t] - 3ambiIc-
JIOBaThIN

execution [,eksr'kjuzfn] - ucno-
HeHHe

flank [fleenk] - pranKHUpOBATH
fossil ['fos(a)1] - okaMeHesOCTD
fossil ivory - okameHes1ast Ma-
MOHTOBasi KOCTh

grid [grid] - ceTka

incision [1n'sr3(a)n] - Haceuka
ivory ['arv(a)ri] - 3/1. MaMOHTO-
Basi KOCThb

jocularly ['dgokjulali] - mryTivBo
perch [p3:tf] - wecT. Syn: pole
polychrome ['polikraum] - pas-
HOI[BETHAsI OKpackKa

precarious [pr1'kearias] - xpyn-
KU

raven ['reiv(a)n] - BOpoH

relief [r1'li:f] - penbed; relief
work — yekaHHas paboTa
[reprizen'teif(a)n] - u3obpa-
»keHue. Syn: image, likeness
rudimentary [ru:di'ment(a)ri] -
pPyAUMeHTapHbIN

sculpture ['skalptfa] - ckynbI-
Typa; to cast a sculpture - oT-
JIMBATb CKYJBITYpY; to create /
produce a sculpture - co3ga-
BaTh CKYJBITYPY

site [sait] - crosiHKa J1I0 1€
slate [slert] - ciaHer

slender ['slends] - cTpoiiHbIi
spear-thrower - KonbemMeTaJsika
spear thrower [sp1a'Braua] -
MeTaTeJb KOTbs

statue ['steetfu:] - u3BasiHuUe,
craTys; to carve a statue out of
wood - BbIpe3aTh CTaTyIo U3
JlepeBa; to sculpt / sculpture a
statue - BasITb CTATYIO.
statuette [stettfu'et] - crary-
3TKa

volume ['volju:m] - 06béM,
Macca

2. Before reading the text answer the following questions.
1. When did primitive sculpture emerge?
2. Why are the first sculpted female figures called Venuses?
3. What figures could primitive people carve?
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3. Make sure you know how to pronounce the following.

Austria ['ostria]; Venus ['viinas]; statue ['steetfu:]; delineation
[dilinr'elf(3)n]; antler ['eentla]; statuette [steettfu'et]; figurine
['figjurin]; sculpture ['skalpys]; chamois ['[eemwa:]; jocularly
['dgokjulali]; perch [p3:tf]; precarious [pri'kearias]; execution
[ eksr'kju:n]; spheroid ['sfiaroid]; naturalistic [nzetf(a)r(a)'listik];
eyebrows ['aibrau]; spherical ['sferik((a)1)].

4. Read and translate the following Text.

TEXT

The most impressive creations of Paleolithic age is a tiny female
statuette jocularly known as Venus. Found near Willendorf in Lower
Austria, it is one of the earliest known female representations. The
"Venus" of Willendorf is a superb work of art. The lack of any delin-
eation of the face, the rudimentary arms crossed on the enormous
bosom, and the enlarged belly indicate that the statuette was not
intended as a naturalistic representation but as a fertility symbol.
From the modern point of view, the statue harmonizes spherical
and spheroid volumes with such power that it has influenced twen-
tieth-century abstract sculpture. A similar but larger statuette,
carved in fossil ivory, was found in southwestern France. In this
work the forms of the early "Venus" are stylized and become almost
ornamental. Across the back of the statuette runs a sort of skirt
which dates weaving back to early times. One of the finest of the ti-
ny sculptures is the ivory head of a woman from the cave in south-
western France. The hair is carved into a grid suggesting an elabo-
rate hairdo, which hangs down on the sides to flank a slender neck.
The pointed face is divided only by nose and eyebrows; the mouth
and eyes may have been painted on. The earliest statuettes of ani-
mals are strikingly naturalistic. A little bison carved about
12,000 BCE from a piece of antler was found in south-central
France. The legs are only partially preserved, but the head, turned
to look backward, is convincingly alive, with its open mouth, wide
eye, and mane indicated by firm incisions. The projections are so
slight that the relief approaches the nature of drawing. Another bril-
liant example of animal art is the little spear-thrower, from south-
western France, representing a chamois in a pose of alarm, its head
turned backward and its feet brought almost together in a precari-
ous perch on the end of the implement.
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AFTER-READING TASKS

1. Give English-Russian equivalents for the following.

Benepa Busiengopdckas; rudimentary arms; u306pasuThb cep-
Hy; firm incisions; BesiMKoJienHOe MpoOU3BeeHUE UCKYCCTBa; data-
ble between... and...; KpoXoTHasi CTaTy3TKa >KeHINWHBI; on careful
analysis; cMoTpeTb Hasaf; fossil ivory; cumBos mogopoaus; delin-
eation of the face, aHuManucTUyeckoe HCKycCTBO; a naturalistic
representation; 3aocTpeHHOe JuLO; Haceuky; carved into a grid;
BbIpe3aHHbIA U3 KOCTU MaMOHTa; animal art; 3amMbic/oBaTas npu-
yecka; to flank a slender neck; onenuit por; little spear-thrower;
a chamois in a pose of alarm; rosioBa noBepHyTa Hasaz; strikingly
naturalistic; cioxxHas npuvecka; to scratch the outlines upon bone;
KOCTb MaMOHTA; to harmonize spherical and spheroid volumes.

2. Match the words and their definitions.

1. surface a. natural chambers in the earth or in
the side of a hill or cliff

2. incision b. is a very small sculpture of a person
or an animal

3. cave c. of a primitive kind

4.ivory d. decoration cut into a surface

5. statuette e.is a hard cream-coloured substance
which forms the tusks of elephants

6. rudimentary f. of something is the flat top part of it

3. Answer the following questions.
1. Where were the earlies human representations found?
2. What do the earliest female representations symbolize?
3. What is the work carved in fossil ivory noted for?
4. What is one of the finest tiny sculptures?
5. What animals did the early people represent?
6. What are brilliant examples of animal art?

4. Render the following into English.

B Hauasle Mo3AHero najeosuTa MOSBASAETCS KPOXOTHAs Kpyr-
Jlasg CKyJIbIITYypa, CO3JaHHas M3 KaMHf, pOra, KOCTH, [JIMHBL
K ckyspnType mnosjHero mnajeojdTa MOXHO OTHECTH pesibedbl,
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BbIpe3aHHble Ha cTeHax Heuiep. CroKeThl, MMeBlLIMe Maruieckoe
3HayeHHe, U300PaKalOT )KUBOTHBIX, HA KOTOPBIX YeJIOBEK OXOTHJI-
cs1. Ocob6oro BHMMaHHUA 3aCay:KUMBalOT QUIYPKHU KEHILUH, CO3JaH-
Hble 10 OJJTHOMY U TOMY >Ke IPUHILHMITY, Y KOTOPbIX KOHEYHOCTH e/iBa
HaMeyeHbl, a 4YepThl JiMla OTCYTCTBYIOT. [lofl06HbIe CTATYy3TKH,
CUMBOJIM3UPYIOLIMe KYJbT IIJIOL0POAUS, ObLJIN CO34aHbl B IO3JHEM
nasieosiute. CaMOM U3BECTHOM U3 HUX sABJsieTcs1 BeHepa BusieH-
nopdckas, Hebosbllasg UTYpKA KOTOpPOW Obliaa HaljeHa B AB-
ctpuu B 1908 rogy. Bospact BeHeprl, Kak npezno/iaraloT y4eHbIe,
cocTtaBsseT 24-25 ThicAY JieT. ITO OJAWH U3 CAMbIX APEBHUX Npe-
MEeTOB KyJIbTYPbl U3 KOI'Zja-1160 Hal/leHHbIX Ha 3eMJIe.

5. Summarize the texts to give a comprehensive picture of
primitive sculpture.

6. Write an essay on one of the topics.
1. The early artists and their works.
2. The first sculpture.
3. Brilliant examples of animal art.

SUPPLEMENTARY READING

1. Read, translate and discuss the following text.

Present day tribes have special ceremonies that influence art in
many ways. Tribesmen feel their relationship with the totem and
call their animal relatives. They wear masks with the features of
these animals, and when they put them on, they seem to feel that
they are transformed, that they have become ravens or bears. Many
of the artists' works are meant to play a part in these strange rituals,
and what matters then is not whether the sculpture or painting is
beautiful by our standards, but whether it 'works', that is to say,
whether it can perform the required magic. Moreover, the artists
work for people of their own tribe who know exactly what each
form or each colour is meant to signify. They are not expected to
change these things, but only to apply all their skill and knowledge
to the execution of their work. Primitive art works on pre-
established lines, and yet leaves the artist opportunity to show his
determination. The technical mastery of some tribal craftsmen is in-
deed astonishing. We should never forget, when talking of primitive
art, that the word does not imply that the artists have only a primitive
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knowledge of their craft. On the contrary, many remote tribes have
developed a truly amazing skill in carving, in basket work, in the
preparation of leather, or even in the working of metals.

2. Write an essay on one of the following topics.

3. Make a presentation on a cave painting or sculpture describe
in Partl.
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PART II
EGYPTIAN ART

Unit1
FROM THE EARLY DYNASTIC PERIOD TO THE NEW KINGDOM

PRE-READING TASKS
1. Learn the following words and word combinations.

accession [ak'sef(a)n] - BcTym-
JIeHHe Ha IpecToJI

apex ['erpeks] - BepmuHa
building site - cTpouTebHast
nJiouaKa

ca (c.) ot circa ['s3:ka] - npu-
MEepHO, 0K0JIO

casing ['keisiy] - o6mnBKa; 060-
JIOUKa

copper ['kopa] - menb

corbeled ['ka:b(a)l1] - cTynenua-
ThIN

courtyard ['ko:tja:d] - BHyTpeH-
HUU JBOD

dynasty ['dinasti]; to establish,
found a dynasty — ocHOBBIBaThb
JAUHacTUIo; to overthrow a dyn-
asty — ceepraThb JUHACTHIO.
encompass [in'kampas | - oxBa-
ThIBaTh

eyeball ['aibo:l] - rs1azHoe s1610k0
face v - ykpamarb

faience [far'a:n(t)s] - ¢pasHc
falcon ['fo:lk(8)n ] - cokon
funerary monument - naMsATHUK
gouge [gauds] - BbIJaN6/IMBATD
hold sway over smb - Bi1acTBo-
BaTh

inlaid [1n'lard] - nuakpycTupo-
BaHHbINI

mastaba ['mastaba] - MmacTaba
mummy [‘mami] - MyM#us
mummification

[ mamifr'keif(a)n] - mymudu-
Kauus

offerings ['ofarigz] — noxepT-
BOBaHUS

Osiris [9'sararis] - Ocupuc
Orion [a'ratan] - OpuoH (co-
3Be3/ue)

pharaoh ['fearau] - papaon
papyrus [pa'palaras] - nanupyc
pillar ['pila] - nunoH. Syn. pier
[p13], pylon ['pailon], pier tower
plastered - omTykaTypeHHbIN
pupil ['pjuzp(a)l] - 3payok
pyramid ['piramid] - nupamuzaa
quartz [kwo:ts] - kBap1y

quarry ['kwori] - kameHo-
JIOMHS

ramp [remp] - na"ayc

recite [r1'sait]- nepesaBa/iu B
JleTaisax

resin ['rezin] - cMoJia

rock crystal ['rok krist(a) -
TOPHBIN XpyCTaJb

rubble ['rabl] - kameHHas
KJIaJiKa

sandstone - nmecyaHuk. Syn:
gritstone
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immortalize [1'mo:t(s)laiz] -
06eccMepTUTh, YBEKOBEYUTh
incantation [ ,inkaen'teif(a)n] -
3aKJIMHaHMe, Marudeckas ¢pop-
MyJ1a

landmark ['leendma:k] - apxu-
TeKTYPHbIA NaMATHHUK (OXpaHH-
eMbIi roCcy/JapCTBOM)

linen ['linin] - nos0THO; X0JICT
manifestation

[ meenifes'terf(a)n] - nposB.ie-
HUe

mischief ['mistfif] - Bpen; 3710

sarcophagus [sa:'kofagas] pl,
sarcophagi - capkodar
sepulchre ['sep(a)lka] - rpo6-
Huna solid ['solid] - nespHBIN
spell [spel] - 3akyIHaHYS, YapbI
sphinx [sfigks]; sphinxes,
sphinges ['sfindzi:z] - cpunkc
swathe [swe1d] - nesieHaTb
tomb [tuim] - rpo6HuULIa
torso ['to:sau] - Topc (cTaTywn)
weathered ['wedad] -
BbIBETPUBLIUICSA

trio ['trizau] - Tpuy, TpUO

2. Make sure you know how to pronounce the following.

Ra [ra:]; Amun [‘aman]; Anubis [2'nu:bis]; Bastet ['bastet]; ka
[ka:]; ba [ba:]; Pharaoh ['fearau]; Seth [seB]; Osiris [a'sataris]; Horus
['ho:ras]; pyramid ['piremid]; Nile [nail]; Luxor ['lakso:]; Alexander
[eelig'za:nda]; Alexandria [eelig'za:ndria]; Giza ['gi:za]; mastaba
['mastaba]; Sekhmet ['sekmet]; Hathor [‘'haB:]; Cheops ['kimops];
Khufu ['ku: fu:]; Khafre ['keefra]; Chephren ['kzefran]; linen ['linin];
trio ['trizau]; sarcophagus [sa:'kofagas]; sphinx [sfinks]; sphinges
['sfindzi:z]; Imhotep [1m'hautep]; Saqqara [so'ka:rs]; faience
[far'ain(t)s]; Thebes [0i:bz]; Cairo ['kaiarau]; hieroglyphic(al)
[[hararau'glifik((a)1)]; sepulchre ['sep(a)lka]; surrogate ['sarageit];
resin ['rezin]; jackal ['dgeeko:l].

3. Translate the text into Russian. Discuss it with your class-
mates.

Egyptian history is divided into thirty dynasties, encompassing
the period from Pharaoh Narmer's accession (ca. 3000 BCE) to the
conquest of Egypt by Alexander the Great in 332 BCE. What we
know of this early period comes largely from funerary monuments
and inscriptions, where the focus is on the transition from the world
of the living to that of the dead. Egyptians believed strongly in after-
life in which the ka, or life-force, was reunited with the ba, or physi-
cal manifestation, to become an akh, or spirit. Elaborate rituals were
performed inside tomb chambers to ensure that the transformation
from life to death was successful. Preservation of the physical body
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after death was of great importance, as was the provision of house-
hold furnishings, surrogate servants, food, drink, and a suitable
permanent chamber. The ka of an important person, especially the
pharaoh, who was inadequately prepared for the afterlife might
wander unsatisfied about the world and cause mischief for the liv-
ing. It was therefore in society's interest to ensure that the phar-
aoh's body and spirit were well served. This goal led to the con-
struction of enduring tombs for royalty and the development of
mummification to preserve the body.

4. Entitle the passage. Discuss it with your classmates.

Mastabas, the earliest tombs in brick, were built as eternal houses
for the departed. The basic mastaba was a blocklike structure above
ground containing a small room for offerings and another chamber
for the body and a statue of the deceased. Worldly goods entombed
with the dead soon attracted thieves, so an early revision of mastaba
design added a deep shaft under the building. The body was placed at
its base, and the shaft was then filled with stone and rubble to deter
would-be robbers. In the above-ground chamber, or serdab, a statue
of the deceased would receive offerings.

5. Translate the following passage into English. Match the peri-
ods.

Erumner gaBJsieTca OJHUM U3 APEBHEUIINX rOCYJapCTB MUPA, UC-
KyCCTBO KOTOporo pasBuBasioch ¢ 5000 Jiet 0 300 r. H. 3. ¥ BHECJIO
BeJIMYalllIuM BKJIAJ B UCTOPHUIO KyJbTyphl YyesoBevyecTBa. B Erunre
OCHOBHBIMU apXUTEKTYPHbIMU GOpMaMHu ObLIM NMUPaMU/IA, MUJIOH,
KOJIOHHA U NMaHAyc. EruneTckoe cTpouTesbHOE UCKYCCTBO AOCTHUIJIO
CBOEro CoBeplIeHCTBa B 310xy ¢apaoHa [V aunactuum /[lpeBHero
lHapctBa ErunTta Xeomnca (Xyody). JpeBHeeruneTckui >xpern, MaHe-
¢doH, xuBmuil B kKoHue [V — III B. 10 H. 3. B AjleKcaHApUH, pasaesinia
ucropuio /lpeBHero Erunra Ha ciieAyolye Nepuoabl:

1. lonmHacTU4eCcKU (4 ThIC. 10 a. the Middle Kingdom
H. 3.)
2. /ipeBHee napctBo (XXX-XXIII BB. | b. the Late Period
Jl0 H. 3.)
3. Cpennee yapctso (XXII-XVIII BB. | c. the New Kingdom or the
Jl0 H.3.) Egyptian Empire
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4. HoBoe njapctBo (XVI-XI BB. 1o |d. the Predynastic Period
H. 3.)
5.Ilo3aHee Bpems (XI B. - 332 1. no | e. the Old Kingdom
H.3.)

5. Answer the following questions.
1. What periods did Egyptian history encompass?
2. What are ka and ba?
3. What led to the construction of enduring tombs?

6. Read and translate the following Text.

TEXT

Egypt is the land of the pyramids, the mountains of stone which
stand like weathered landmarks on the distant horizon of history.
However remote and mysterious they seem, they tell us much of
their own story. They tell us of a land which was so thoroughly or-
ganized that it was possible to pile up these gigantic mounds in the
lifetime of a single king, and they tell us of kings who were so rich
and powerful that they could force thousands and thousands of
workers or slaves to toil for them year in, year out, to quarry the
stones, to drag them to the building site, and to shift them with the
most primitive means till the tomb was ready to receive the king. No
king and no people would have gone to such expense, and taken so
much trouble, for the creation of a mere monument. In fact, we
know that the pyramids had their practical importance in the eyes
of the kings and their subjects. The king was considered a divine
being who held sway over them, and on his departure from this
earth he would again ascend to the gods whence he-had come. The
pyramids rising up to the sky would probably help him to make his
ascent. In any case they would preserve his sacred body. For the
Egyptians believed that the body must be preserved if the soul is to
live on in the beyond. That is why they prevented the corpse from
decaying by an elaborate method of embalming it, and binding it up
in strips of cloth. It was for the mummy of the king that the pyramid
had been piled up, and his body was laid right in the centre of the
huge mountain of stone in a stone coffin. Everywhere round the
burial chamber spells and incantations were written to help him on
his journey to the other world.
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The first pyramid for the Third-Dynasty Pharaoh Djoser's funer-
ary complex at Saqqgara, outside Memphis was designed by architect
Imhotep. This was Egypt's first monumental construction in stone.
The complex is a large rectangle in plan. Djoser's complex included
two burial chambers to symbolize his power over Upper and Lower
Egypt. One chamber, located beneath the pyramid, contained his
mummy in an alabaster coffin. The second chamber was discovered
in 1928. Its walls are decorated with blue faience. On one wall is a
relief depicting Djoser running the horse race. Wearing the white
crown of Upper Egypt, Djoser is portrayed in the manner peculiar to
Egyptian art, with head, legs, and feet shown in profile and the torso
shown frontally. The trio of large pyramids at Giza (2550-2460 BCE)
are the work of the Fourth-Dynasty pharaohs known as Khufuy,
Khafre, and Menkaure (or Cheops, Chephren, and Mycerinus in Greek
transliteration). The largest pyramid, that of Khufu, was built first and
planned from the start to be a true pyramid of unprecedented pro-
portions. Most of the stone in the pyramid is limestone, although the
large pharaoh's chamber in the center is made of granite. Nothing
built in stone before or since has rivaled the Great Pyramid of Khufu
for sheer size. Khufu's pyramid is not completely solid. Three burial
chambers are built within it. The lowest chamber is thought to repre-
sent the underworld. The middle chamber, the so-called Queen's
Chamber, probably contained an over-life-sized statue of Khufu and
served as his spirit chamber, or serdab. The top, or King's Chamber,
beautifully constructed of red granite, contains a granite sarcophagus
in which Khufu was in fact buried. The corbeled gallery leading to this
chamber is also a marvel construction.

Next in sequence of construction, and only slightly smaller in
size, is the pyramid of Khafre, a son of Khufu. Khafre's monument
is distinguished by the smooth limestone casing that survives at
the apex. On the inside there is a single tomb chamber in the cen-
ter of the pyramid at the base level. The smallest of the Giza trio of
major pyramids belonged to Menkaure, a son of Khafre who
reigned 2490-2472 BCE. Menkaure's tomb seems to have been
erected hurriedly and with less care than those of his predeces-
sors. Menkaure's successor, Shepseskaf, the last pharaoh in the
Fourth Dynasty, chose not to have a burial pyramid. Although pyr-
amids continued to be built by later rulers, the quality and scale of
the Giza trio were never exceeded.
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AFTER-READING TASKS

1. Can you answer the following questions?
1. Why is Egypt called the land of pyramids?
2. Why did the Egyptians name a sculptor 'He-who-keeps-alive'?
3. In what way do mastabas and pyramids differ?
4. What does Djoser's complex include?
5. What pyramids at Giza are noted for?
6. What stopped the Pharaohs from having pyramids planted?

2. Give Russia equivalents for the following phrases.

The construction of enduring tombs; mastaba tombs; funerary
monuments; afterlife; a room for offerings; to perform elaborate
rituals; tomb chambers; preservation of the physical body; surro-
gate servants; to wander about the world; the development of
mummification; a permanent residence; over-life-sized statue; cor-
beled gallery; spirit chamber; a granite sarcophagus; at the apex;
limestone structure; courtyard; the Giza trio; the royal linen cover-
ing; the last pharaoh in the Fourth Dynasty; rectangular in plan; the
after-world; to hold sway over smb; an elaborate method of em-
balming; cause mischief for the living, building site.

3. Give English equivalents for the following phrases.

CtyneHyaTasi NUpPaMU/a; 06paboTaHHBINA U3BECTHSK; MOHYMEH-
TaJIbHOe KaMeHHOe COOpY>KeHHe; YChINaJbHULA; COOPYKEHUE U3 U3-
BECTHSAKA; MUMeTb BJACcTb HAJ, KeM-J; NorpebalbHbI KOMILJIEKC;
BHYTPEHHUH J[BOp; TPaHUTHBIM capkodar; MeTo[ 06asb3aMHUpOBa-
HUSI; CTATys BbILIE YeJI0BEYECKOI'0 POCTa; CTPOUTEbHAs MJIOLIA/IKa;
COUHKCBI; BbIAOJOUTh; BEPXHUM psiJi OKOH; GeJblil KBapll; 3payukKy;
CMO0J1a; COXPAHUTbCS (JOUTHU A0 HAIIUX JHEeH); UHKPYCTHPOBaHHbIE
IJ1a33; CTaTyH, JaTUPOBAHHbIE Pa3HbIMU 3MI0XaMHU.

4. Substitute the Russian words and word combinations by
their English Equivalents given in the box. Translate the text
into Russian.

statues; art; pupils; gaze; mantle; metal; copper; majestic pose; eye-
balls; wig; survived; limestone; resin; archaeological sites; immor-
talize; gouged out; immobile; rock crystal; tomb robbers; subse-
quent; appearance
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Egyptian (uckycctBo) was expressive. (Cratyu) and statu-
ettes are there to (yBekoBeuuTs) the life of the individual in the
after-world. To heighten the intensity of the (B3rssaa), the eyes
of the statues were inlaid, and even the eyebrows were fash-
ioned in (Menp) or silver. The (rs1a3Hbie s610kK) were made of
white quartz and the (3pauku) were made of (cmosa). This re-
quired great skill and experience in the shaping of (metaswi),
which can be seen in the large number of statues dating from
every historical period which have been found in various (MecTa
apxeoJIorniecKux packomnok). A splendid seated statue of Djoser
in (u3BecTHsiK) has survived relatively intact. Of the earliest
known statues of the King and his family only fragments (co-
xpaHuuch). In its (BenuyecTBeHHas mo3a) we have the proto-
type of all (6osiee mo3Huit) seated statues for the rest of Egyp-
tian history. The statue’s (BHemHuUM Bu/J) was less solemn when
the (ropHmiii xXpycTajb) eyes, (Bblgos6uan) long ago by the
(pacxutuTtenu rpo6nHun), and the original surface paint were
intact. The king wears the ‘divine’ false beard, and his massive
(mapuk) is partly concealed by the royal linen covering. He is
swathed in a long (manTus) descending almost to his feet. The
statue is absolutely (HenoaBmxHbI#), and perfectly calm.

5. Match the following words and their definitions.

1.ka a. an ancient Egyptian tomb consist-
ing of an underground burial cham-
ber with rooms above it

2. mummy b. the supposed soul of a person or
god, which survived after death but
had to be sustained with offerings of
food. It was typically represented as a
human-headed bird

3. pyramid c.a body of a human being or animal
that has been ceremonially preserved
by wrapping in bandages

4. mastaba d. the supposed spiritual part of an

individual human being or god, which
survived after death and could reside
in a statue of the person
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5. sphinx e. a monumental structure with a square
or triangular base and sloping sides that
meet in a point at the top

6.ba f. a winged monster of Thebes, having a
woman's head and a lion's body

6. Here is a list of the Egyptian Gods and Goddess. Choose one of
them to tell a legend connected with the given Gods and God-
dess.

Amun; Anubis; Atrn; Atun; Bastet; Sekhmet; Bes: Geb; Hapy;
Hathor; Horus; Isis; Knepri; Khnut; Ma’at; Nephthys; Nun; Nut; Osi-
ris; Ptah; Ra; Ra-Horakhty; Seshat; Seth; Shu; Sobek; Tawaret; Tef-
nut; Thoth.

7. Translate the following into Russian. Discuss it in class.

In Egypt there is a code, or a set of rules for producing the art-
work. The style is called frontalism. In reliefs or paintings frontailsm
means that the head of the character is always drawn in profile,
while the body is seen from the front. Although the face is to the
side, the eye is drawn in full. The top half of the body, the shoulders
and chest, are best seen from the front, for then we see how the
arms are hinged to the body. But arms and legs in movement are
much more clearly seen sideways. The legs are turned to the same
side as the head, with one foot placed in front of the other and the
big toe upwards. The head is at the right angle to the body. Every
figure, in painting or sculpture, stands or sits with a formal, stiff, and
rigid posture. The stance of the body is severe, but the faces are
calm and serene, and almost always tilted slightly towards the sky,
as if the figures were basking in the warm sun. For thousands of
years, this was the one and the only style. However, it must not be
supposed that Egyptian artists thought that human beings looked
like that. They merely followed a rule which allowed them to in-
clude everything in the human form that they considered important.

8. Translate the following into English.

B JlpeBHeM Erunte craTyu 60roB v ¢papaoHOB, KOTOpbIe CTaBU-
JIUCb Ha Bceobliee 0603peHHe Ha OTKPBITHIX NMPOCTPAHCTBAX BHE
XpaMOB, COXPaHSIOT epBOHAYa/IbHY0 pOpMYy KaMeHHOH TJIbIObI, U3
KOTOpPOro OHH BbICE€YE€HDI. CymeCTBOBaJ’[ O4Y€Hb CTpOI‘I/IIL/'I KaHOH
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CO3/1aHUS JIpPeBHEETUINETCKOU CKYJIBIITYPhl: IIBET TeJa MYXUHHbI
JlOJDKEH ObLI OBbITh TEMHEE [BETA TeJa KEHL[UHBI, PyKU CUJSIIETO
YyeJIoBeKa JI0/DKHbBI ObLINA ObITh UCKJIKYUTEIBHO Ha KoJleHsX. boros
M306paXkasid COrJIaCHO CTPOruM npaBuiaM. Tak 6ora ['opa usobpa-
»KaJIM C roJIoBOW cokoJsia. Bce penbednl B /I[peBHeM Erunte sipko
pacKpaniMBaJvch, MeHbllle BCETO U300paKeHUH 6bIJIO B XpaMax U
JIBOpLAX, TaM PUCYHKHU OBbLIM TOJIBKO HA MOBEPXHOCTH. CTPOUTEIb-
Hble TTMCMEHTHI ObLIM MHUHEpPaJbHBIMU, UYTOOBI 3aIUTUTh U306pa-
»KEHHS OT COJIHEYHOTO cBeTa. KpacKy HakJa/[bIBa/IM Ha CYXyI0 IITY-
KaTypKy. CBepxXy >KHMBONHCb IOKPBbIBAJACh CJOEM JaKa, YTOGBI
COXpaHUTh H306pakeHHe. He6Gosbilie U306paXkeHUs, BBITIOJHEH-
Hbl€ B TAKOW TEXHUKE, XOPOILO COXPAHUJIUCE.

9. Summarize the Text.
10. Write a composition on one of the topics.
1. The evolution of the "true" pyramid.

2. The trio of large pyramids at Giza.
3. Frontalism as the style of painting in ancient Egypt.
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Unit 2
THE NEW KINGDOM

(EIGHTEENTH-TWENTIETH DYNASTIES, ca. 1550-1070 BCE)

PRE-READING TASKS
1. Learn the following words. Use them in your own sentences.

Amun ['aman] - AMoHa

apron ['eipr(a)n] - papTyk
CXEHTH

array [2'rel] - MHOXKeCTBO, Macca
axial ['aeksial]; axial angle -
0CeBOH yroJ

bowl [baul] - ky60k, 4yarra
carnelian [ka:'ni:lian] - cepaoank
clerestory ['kliasto:ri] - BepxHU#
pSZl OKOH

chafing ['ffeifiy] - HaTupaHue
(KoKM UeM-J1.); pa3/ipakeHue
coherence [ka(u)'hiar(a)n(t)s] -
1[eJIOCTHOCTD

colonnade [ kola'neid] - koJi0H-
Haza

deity ['dert1 ], ['di:ti] - 602ke-
CTBO, 60T

emanate ['emaneit] - U31y4aTh
extensive [1k'sten(t)siv | - rpo-
MaJHbIA

feldspar ['feldspa:] - noneBo#
mnaT

festival hall - 6ankeTHbIH 3a1
garments ['ga:mants] - ogexja
gold; solid gold - uucTroe 3010TO
grille [gril] - peméTka, ceTka
habitation [ ,habr1'terf(a)n] -
o6uTe b

hypostyle ['haipa(u)stail] - ru-
MOCTUJIb

masonry ['meis(a)nri] - ka-
MeHHas KJaJiKa

mortuary ['mo:tfu(a)ri] - no-
rpe6asbHbINA

Nefertiti [ nefa'ti:ti:] - Hedep-
TUTH

Nemes - HeMec (roJ1I0BHOH
y60p papaoHOB)

net effect - KOHeuHbI pe3yJib-
TaT

pleat [pli:t] - ckiaaka; nauccu-
pOBKa

precinct ['pri:sigkt] - yuyactok
priesthood ['pri:sthud] - gyxo-
BEHCTBO

purification [ pjuarifi'keif(a)n] -
pUTyaJbHOE OYUIEHUE

pylon ['pailon] - nusoH; cTos16
queue [kju:] - koca, kocuuka
ramp [reemp] — maHAyc
rambling ['reembliy] - 6ecno-
PSIOYHBIN

Ramses ['ramsi:z] - Pamsec
rejuvenation
[r1,dguzv(a)'neif(a)n] - BoccTa-
HOBJIeHHUE. Syn: renewal
renovate ['renaveit] - BoccTa-
HaBJIMBATb

ritual ['ritjusl] - o6psan

row [rau] — psf, JTUHUS

sacred ['seikrid] - cBsieHHBIA
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incense ['msen(t)s] - aaaH, shelter ['[elta] - yoexuiie
dumMmuam; to burn incense - Boc- |sizeable ['sarzabl] - orpoMHBIi
KypATb pumMuam; incense burn- |slit - A1MHHBIN y3KU# pa3pes
er - KypuibHHUIIA solid gold - uucroro 3os0Ta
irresistible [ r1'zistobl] - testament ['testomant] - cBu-
a) HeONpPOBEPXKUMBIH; irresisti- | AeTesbCTBO, JOKA3aTENBCTBO.
ble proof - HeonpoBep:KHUMOE Syn: proof, evidence, testimony
Jl0Ka3aTeJbCTBO Thebes [0i:bz] - PuBsI

lintel ['lint(3)l] - nepembIyka tight spacing - Mmasoe paccros-
OKHa HUe

2. Make sure you know how to pronounce the following.

Akhenaten [,aka'na:t(a)n]; Amun [‘aman]; Aten ['a:t(a)n]; Ram-
ses ['ramsi:z]; Hatshepsut [hat'[epsut]; clerestory ['kliasto:ri]; cylin-
der ['silinda]; masonry ['meis(a)nri]; Amenhotep [,amen'hautep];
Ramses ['ramsi:z]; Nefertiti [nefa'ti:tiz]; Karnak ['ka:nak]; Thebes
[Bi:bz]; Thutmose [tutmauz]; hypostyle [haipa(u)stail]; precinct
['prirsigkt]; renovate ['renavert]; pylon ['pailon]; grandeur
['graendja].

3. Read and translate the following Text.

TEXT

In the course of the Eighteenth Dynasty, temple complexes built
to honor both gods and pharaohs became more extensive and elab-
orate, aided by the establishment of Amun as the main "state" god
and the increased power and influence of his priesthood. Successive
rulers would add new portions or renovate older temples, creating
designs whose chief attribute was overbearing grandeur, not coher-
ence or esthetic delight. The temple at Karnak, across the Nile from
Deir-el-Bahari, is an example of this process. Begun about 1550 BCE,
it was enlarged by Thutmose I, enriched by obelisks given by his
daughter, Hatshepsut, and again expanded with a hypostyle jubilee
festival hall constructed by Thutmose III for his own glorification.
Yet another hypostyle hall, the largest of all, was built by Ramses IL
Hypostyle halls are sizeable chambers created by rows of large col-
umns placed closely together. The tight spacing was necessary to
support the stone lintels of the roof, while the large column diame-
ter reflected the substantial height of the stone cylinders. The net
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effect was a dimly lit interior without a sense of spatial expanse.
Daylight admitted through slits in the stone clerestory grilles fil-
tered through the incense smoke and the upper volume of the hypo-
style columns to create a sense of mystery, the desired effect for re-
ligious ritual. The temple was the habitation of the god who was
sheltered, clothed, and fed by the priests, by now a powerful and
largely hereditary group. Each day the priests performed purifica-
tion rites in the sacred lake within the temple precinct, dressed the
statue of the deity in rich garments, and presented it offerings at the
evening ritual. They carried small statues in processions, and placed
others in the sun for rejuvenation in special festivals, such as those
marking the beginning of the New Year. Monumental masonry en-
trance gates or pylons lined processional routes to represent the
eastern mountains of Egypt through which the divine early-morning
sunlight emanated. Despite their rambling plans and numerous ad-
ditions, New-Kingdom temples maintained axial circulation spaces
for the penetration of solar rays and the movement of priestly pro-
cessions. The pylon gates were not only symbols of the entrance
through which the sun was reborn each day, but also of the gates to
the underworld through which the eternal spirit must pass.

AFTER-READING TASKS

1. Make up questions to the text. Ask your classmates to answer
them.

2. Give Russian equivalents for the following.

Renovate older temples; extensive and elaborate; power of the
priesthood; successive rulers; festival hall; hypostyle hall; sizeable
chambers; rows of large columns; tight spacing; stone lintels; large
column diameter; net effect; spatial expanse; stone clerestory; reli-
gious ritual; habitation of the god; purification rites; temple pre-
cinct; statue of the deity; special festivals; solid gold; rejuvenation;
entrance gates; monumental masonry; pylon; rambling plans; axial
circulation spaces; incense smoke; rich garments; stone cylinders;
priestly processions.

3. Give English equivalents for the following.
BoccranaBauBaTh XpaMbl; KaM€HHad KJ/IaAKa, OTJHWYUTEeJIbHad

qepTa, GaHKETHBIN 3aJ1; TUIIOCTUJIbHBIN 3aJl, Or'POMHbIE€ KaMepPhbI,
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pPSIl KOJIOHH; y3Kas paspsi/ka; KaMeHHasl nepeMbluKa; KaMeHHbIe
OUJIMHAPBI; QUMHAM; PeJIUTHO3HBIN 00Ps; CTaTys 60KeCcTBa; 06U-
TeJib OOrOB; MOJIyYUTb MPHUOEXKHIIE; COBEPIIATb 0OPSbl OYHIIe-
HUS; TWJIOH; 6oraTas oJ|eX/1a; HECTU CTaTyH BO BpPeMs IPOLECCUH;
B'be3/IHble BOPOTA; NPOLECCHUHU JKPELOB.

4. Translate the following text into Russian in writing.

Among the most splendid of the Eighteenth-Dynasty temples is
the funerary complex of Queen Hatshepsut (1473-1458 BCE) at
Deir-el-Bahari, notable both for its architecture and for the fact that
its patron was a woman. Succession to the throne passed through
the female line, but the pharaoh was almost always male. Hatshep-
sut is usually depicted as a man, sometimes as the god Osiris, wear-
ing the apron and headdress of a pharaoh. The Eighteenth Dynasty,
the first of the New Kingdom, continued the Middle-Kingdom tradi-
tion of burial in rock-cut tombs, going a stage further by eliminating
all suggestions of monumentality. Her court favorite was a com-
moner, Senmut, who was also responsible for her funerary temple.
Hatshepsut was buried on the other side of the mountain range in
the Valley of the Kings, so the temple complex was a mortuary
chapel dedicated to the god Amun, the sun god with whom the
pharaoh was associated. Ramps lead up from the valley to three
broad terraces. The overall design was inspired by the neighboring
temple of Mentuhotep. Columns in the north colonnade of the sec-
ond terrace are faceted in a manner suggesting the flutes of later
Doric columns. Relief carvings and wall paintings within the sanctu-
ary spaces and in the great hall depict Hatshepsut's divine birth as
the child of Amun and the activities of her peaceful reign, including
trading expeditions. Hatshepsut herself is usually depicted as a man,
sometimes as the god Osiris, wearing the apron and headdress of
a pharaoh.

5. Discuss the text with your classmates. Give the gist of the text
in English.

The royal tomb of Tutankhamen, who died between eighteen
and twenty years of age, was discovered in 1922. The chambers
contained a lot of beautiful objects, displaying the taste of the impe-
rial court for delicacy and grace. The king's many coffins, one inside
the other, were found intact. The innermost, of solid gold, weighs

30



243 pounds. The cover of the coffin has a breathtaking portrait of
the boy king in solid gold, with the ceremonial beard, the eyebrows,
and lashes all inlaid in lapis lazuli. But even more beautiful is the
gold mask that covered the face of the actual mummy. The dead king
wears the usual divine beard, and over his forehead ear the heads of
the vulture-goddess of Upper Egypt and the serpent-goddess of
Lower Egypt. While the brilliant blue stripes on the headdress are
glass paste, the other inlays come from semiprecious stones, such as
lapis lazuli, turquoise, carnelian, and feldspar. To the effect of
splendor produced by the intrinsic value of the materials is impres-
sive. The wide eyes of the young; seem to be looking through and
beyond us; no other work of art of antiquity brings us so close to the
personality of a deceased monarch. Among the thousands of objects
from the tomb, one of the most beautiful is the carved wood throne,
covered with gold and inlaid with faience, semiprecious stones, and
silver. The charming relief on the back shows the disk of Aten shin-
ing on the young king, who is seated on a delicately carved chair
while his queen, Ankhesenamen, lightly touches his shoulder as she
presents him with a beautiful bowl.

6. Discuss the following passage with your classmates.

The famous painted limestone bust of Nefertiti, a work of con-
summate elegance and grace, shows the queen at the height of her
beauty, wearing the crown of Upper and Lower Egypt and decked
with the usual ceremonial necklaces. Every plane of her strong
cheekbones, perfect nose, firm chin, and full lips, and every line of
the heavy makeup applied to her eyebrows, eyes, and mouth, moves
with an arresting combination of smoothness and tension. The
slender, long-necked ideal is irresistible to twentieth-century eyes,
attuned to contemporary fashion. But entranced viewers of this
masterpiece, less often of the original than the countless reproduc-
tions on sale everywhere, seldom realize that this bust was never
intended for public view. It is a model for official portraits of the
queen and was found in the studio of the sculptor who made it. It
comes as a shock to note that he never finished the left eye (the eye
is completed in all the copies). If we were to see this same lovely
head poised above the flat-chested, full-bellied figure visible in all
representations of Akhenaten's surprising family, we might be less
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charmed. Nonetheless, there is something undeniably personal
about this astonishing model of an extraordinary woman.

7. Write an easy on Egyptian art.
8. Make a presentation on Egyptian temples.

9. Render the following in English.

JIOAMHACTUYECKHI EPUOJ

HcKyccTBO [0JMHACTUYECKOTO MepUo/ia XapaKTepru3yeTcsl Bbl-
COKHUM MacTepcTBOM 06pabOTKU KaMHs M BHUMaHHUEM K 06pasy ue-
JIoBeKa. ITO BpeMsi pOpMHUPOBaHHS OCHOBHBIX KAHOHOB M306paxe-
HUA YesoBeyecKol GuUrypsl. Besrnuyre npaBuTess nojuepynBaeTcs
pa3MepaMu ero U306pa*keHusl, HAMHOTO NMPeBOCXOAALUMH APYTHUX
nepcoHaXkei.

JAPEBHEE HAPCTBO

O6benunenve HwxHero Erunta u BepxHero Erunra B enuHoe
rocyZapcTBo B KoHLe IV — Havasne I ThIC. 10 H. 3. IpHUBeJIO K pacLBe-
Ty €runeTCcKoro UCKyccTBa. B 3TO BpeMs mogB/sAE€TCA HOBBIA TUI
IrPOGHHUL, - CcTyneH4YaTasd nupaMuza. Ilepeasd Takasd nmupamMuza Io-
cTpoeHa aJs papaona Jxocepa 30449uM UMxoTeHOM. 3aTeM BO3BeU
nvpaMuzbl s papaoHoB Xeorca, XedppeHa u MukepurHa B ['uze.

CPEJHEE DAPCTBO

BecuucienHble BOWHBI ocabusau [lpeBHee mapctBo. [Ipekpa-
LleHWe CTPOUTENbCTBA MUPaMU/ IPUBEJIO K MOUCKY HOBBIX TUIIOB
coopykeHUU. XpaMm-ychinaibHULa MeHTyxoTena | B Jleiip-ajib-
Baxpwu (XXI B. 10 H. 3.), 6611 IepBbIM NAaMATHUKOM HOBOT'O THIIA.

HOBOE HAPCTBO

B nepuog HoBoro napctBa npssMOyroJbHBIA XpaM, COCTOALIMN
W3 TpeX 4acTeHl: OTKPBITOr0 JBopa (mepecTuss), KOJIOHHOTO 3aJia
(rumocTus) M CBATUNMLIA, OBLI LIMPOKO PAacHpOCTpaHEH. XpaMo-
Bbl€ KOMIIJIEKCHI, TOCBSILEHHbIE 60I'y AMOHY, HaxoAsTcs B KapHake
u Jlykcope. U306pasuTesibHOe UcKyccTBO /lpeBHero ErunTa goctu-
raeT BeplUIMHbI B epuoj AMapHsbl (XIV B. 70 H. 3.), korja AMeHXo-
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Ten IV (3XHaTOH), MpOBe/A peJTUrHo3Hy0 pedopMy, mepeHec CTo-
auny u3 @uB B AMapHy. CKyJIbIITypHbIE NOPTPEThl IXHATOHA U €ro
>keHbI HedepTHUTH 0Ka3aMCh JYYIIUMU B 3TO TIEPUO/I.

INI03JHEE BPEMA

ErnneTckoe rocyfapcTBO pachajoch B pe3y/JbTaTe MHOTOYMUC-
JIEHHBIX BOWH, KOTOpbIE BEJIMCh Ha IPOTS?KEHUU BEKOB. AJIEKCaH/IP
MakenoHCKUM, KOTOpbIHM 3aBoeBas Erunet B 332 roay /10 H. 3., ObLI
npoBo3rjauieH ¢papaoHOM U OTOXAECTBJIEH ¢ 60kecTBoM. Ha mpo-
TsokeHUM 300 set uctopus Erunrta Obla cBsi3aHa C UCTOpUel
JpeBHelt I'peuuu. TpexcoTseTHUH Nepuoj IJAJUHU3MA OCTABUJ
nocJjie ce6s HEMaJIO MAaMSITHUKOB apXUTEKTYPBI.

SUPPLEMENTARY READING

1. Read, translate and discuss the following text.

To display their power and association with the gods, the Phar-
aohs wore clothes that differed from those of the nobles and the
common people. The royal headdress called the Nemes is an im-
portant royal emblem. Originally, it was a piece of linen cloth gath-
ered together at the back of the head. The statues of King Djoser
show that by the Third Dynasty, the kings had begun to wear it over
their wigs. The Nemes became a royal headdress by the Fourth
Dynasty, with or without pleating over the head, but generally with
fine accordion pleating on what is called the folds. The band of the
Nemes was bound tightly above the brows and tied at the back be-
neath the "queue", which did not appear until the Middle Kingdom.
The band of the Nemes was strengthened by a piece of hard materi-
al like a strip of leather located between the Nemes and the fore-
head. This was either to prevent the cloth of the Nemes from being
stained with sweat or from chafing the brow. The false beard seems
to have been attached to the same piece of material. Depictions of
the Nemes were striped both in reliefs and paintings and the un-
striped part was in the ground colour of the figure. These features
can be seen in the famous mask of King Tutankhamun. The Nemes,
made of linen, might very often have been of one colour. Another
royal garment is the royal apron, or kilt, called the Shendyt. It is first
found in the Fourth Dynasty and hardly varied throughout Egyptian
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history. It was wrapped counter-clockwise around the king's body.
The royal apron is covered with fine accordion pleating.

2. Topics for discussion and essay writing.
1. The pyramids at Giza.
2. The Middle Kingdom pyramids.
3. The New Kingdom pyramids and temples.

3. Make a presentation on Egyptians Gods and Goddesses.
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PART III
MESOPOTAMIAN ART

Unit 1
MESOPOTAMIAN ARCHITECTURE AND SCULPTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

Akkad ['eekeed] - Akkag
Akkadian [a'keid1an] - akkaz-
CKHUM

alabaster [,zelo'baesta] — runc
altar ['o:1ta] - »kepTBeHHUK
arrow ['aerau] - cTpesa

band - 060z, mosc; mosioca
barley ['ba:li] - sumMeHb
bas-relief [ba:rr'li:f] - 6apenbed
beat time - oT6UBaTh TaKT
bitumen ['bitjumin] - ropHas
cMoJia

boundary stone - 60pToBO#
KaMeHb

brick - kupnuy, raw brick -
KUpIU4-ceipel,. Syn. airbrick,
green brick;

burnt brick; flamed brick -
060XCKEHHBIN KUPIUY
brickwork ['brikw3:k] - kup-
NUYHAas KJIaJKa

bristling ['brislig] - owetu-
HUBILUHCS

buttressed walls - nognopHsbie
CTEHBI

chariot ['tferiat] - kosiecHua
converge [kan'v3:d3] - cxoguTh-
cq

descent [d1'sent] - cryck
Euphrates [ju:'freiti:z] - EBGpat

light infantry [,lait'mfantri] -
JIErKad nexora

low relief [ laurr'li:f] - 6apenbed
mace [meis] — a) 6yJ1aBa;

B) Ke3J

magenta [ma'dzenta] - mypmyp-
HbIH LIBET

mound [maund] - xosiM; KypraH
oblong ['oblon] - npsamoyroJb-
HbIN

quiver ['kwiva] - kosr4aH
primeval [prar'mi:v(a)l] - nep-
BO3JJaHHbIH, 1eBCTBEHHbIN
register ['redzista] - peructp
relentless [rr'lentlas] - xecTo-
KU#

religious ceremonials - pesuru-
03Hbl€e 06ps/bl

scorpion ['sko:pian] - ckopnuoH
seal [si:l] - neuaTb

sheathe [[i:0] - o61M1I0BBIBATH
shell [[el] - pakoBuHa

shield [fi:ld] - muT

solicitous [sa'lisitas] (solicitous
about) - 3a60T/IMBBIH

solid block - nenbHbIN 610K
stairway ['steawel] - JiecTHHIIa,
stele ['sti:l1] - cTesa

stubby ['stabi] - mpu3emMucTbIi
Sumer [su:'mar] - lllymep
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ewe [juz] - oBUA

four points of the compass - ue-
ThIpe YacTH CBeTa

goatskin ['gautskin] - capbsn
helmet ['helmat] - miem
heraldry ['her(a)ldri] - repaJib-
JIMKa

Sumerian [su:'miarian] - my-
MepPCKUU

swelling - BeinykJi0CTh

Tigris ['taigris] - Turp
three-stage - TpexcTyneH4aTbIH
tier ['t1a] - paa, Apyc, peructp
truncated pyramid - yceuéHHas

imprint [im'print] - cTaBUTH nupamujia

nTam tuck [tak] - momemmaTbcs

inlaid [in'laid] - uakpyctupo- | vulture ['valfa] - 1) Egyptian
BaHHbBINI vulture rpud (ntuua) 2) crep-
insight ['in,sait] - BATHUK

MPOHULIATEJNbHOCTD whitewashed ['wartwo(t] - mo-
lapis lazuli [ leepis'leezjuli] - na- |6eneHHbIN

3YpPUT worshipper ['w3:[ipa] - Bepyto-
libation [lar'beif(8)n] - Bo3iug- |mui

HHE ziggurat ['zigu reet] - 3UKKypart

2. Make sure you know how to pronounce the following.

Ishtar ['1fta:]; Gilgamesh ['gilgamef]; Ur [3:]; Uruk ['uruk]; Lagash
[lergeef]; Akkad ['aeksed]; Akkadian [a'keidian]; Sumer [su:'mar];
Mars [ma:z]; Mercury ['ms:kj(a)ri1]; Saturn ['saetan]; Sargon ['sa:gon];
magenta [ma'dgenta]; Naram ['na:ram]; oblong ['dblog]; quiver
['kwiva]; stele ['sti:li]; bristling ['brislin]; sheathe [[i:0]; Moon [mu:n];
scorpion ['sko:pian]; lapis lazuli [laepis'lezjuli]; Semitic [sa'mitik];
phalanx ['faeleery(k)s]; Euphrates [ju:'frerti:z]; Tigris ['taigris].

3. Find English equivalents of the following in Text 2.

[loAnopHble CTeHbl; BO3BbILIATBLCSA HaJi pABHUHOMN; TMTaHTCKas
NpsIMOYroJibHasA MaaTdopMa; CXOAUTHbCS B OJHOM TOYKe Ha Bep-
LIMHEe; BpeEMEeHHO BO3BpallleHHasl BJIACTh; CTeJa; [BE CKYJbITYpPHIL;
LUMJIMH/pUYecKas MOBEPXHOCTh; NepeJiaBaTh ClelUPUKY 00psa/a;
cTe6J/1M TYMeHs1; TUIICoBasi Ba3a; QUHUKOBAs aJibMa; U306paXkeHue
BBINOJIHEHO COTJIACHO KaHOHAM; IJIeM; IIUT; TpU ¢pyTa B BBICOTY;
KUPNUYHas KJIajKa.

4. Read and translate the following Text.
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TEXT

The earliest of the ziggurats to survive was built in the land of
Sumer at Uruk (modern Warka) on the banks of the Euphrates in
southern Mesopotamia between 3500 and 3000 BCE and was dedi-
cated to the sky god Anu. The mound was so oriented as to direct its
corners toward the four points of the compass and was sheathed by
sloping brick walls so as to form a gigantic oblong platform, stand-
ing some forty feet above the level of the surrounding plain. On this
terrace stood a small whitewashed brick temple (nicknamed the
White Temple), only the lower portions of which remain. Curiously
enough, the entrances do not face the steep stairway ascending the
mound, and the altar is tucked into a corner of the interior, possibly
for protection from wind. The buttressed walls were reinforced by
timber, but it is not known just how the building was roofed. Since
the Sumerian name for such temples means "waiting room", the en-
closure may well have provided a setting in which the worshipers
could await the descent of the deity. The better preserved and con-
siderably larger ziggurat at Ur, near the confluence of the Tigris and
the Euphrates, was built much later, during the so-called Neo-
Sumerian period, when the Sumerians temporarily regained power
after the collapse of the Akkadian Empire, about 2100 BCE Three
stairways, each of a hundred steps, converge at the top of the first
platform; others ascended a second and then a third level, on which
stood the temple. The remaining masses of brickwork, recently
somewhat restored, dominate the plain for many miles. The original
monument, perhaps planted with trees and other vegetation, must
have made a majestic setting for religious ceremonials.

Two pieces of sculpture from Uruk, dating from the period of the
White Temple, give us some insight into the character of these cer-
emonies. A superb alabaster vase some three feet in height was
probably intended to hold libations in honor of E-anna, the goddess
of fertility and love. The cylindrical surface of the vase, only slightly
swelling toward the top, is divided into four bands of low relief cel-
ebrating her cult. In the lowest, date palms alternate with stalks of
barley, in the next ewes with rams. The third tier shows naked
worshipers bringing baskets of fruit and other offerings, and the
fourth the crowned goddess receiving a worshiper whose basket is
brimming with fruit. Some of the strength of the composition
derives from the alternation, from one level to the next, of the
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directions in which the bands of figures are moving; some derives
from the sturdy proportions and simple carving of the stocky fig-
ures. Their representation is governed by conventions not unlike
those of Egyptian art: the torso seen in three-quarter view, the legs
and heads in profile.

AFTER- READING TASKS

1. Can you answer the following questions?

1. When were the first ziggurats built? How was the mound ori-
ented?

2. What was the purpose of the "waiting room"?

3. When was the considerably larger ziggurat at Ur built?

4. What was a majestic setting for religious ceremonials?

5. What was a superb alabaster vase intended for?

6. What is depicted on every band of the alabaster vase?

2. Give Russian equivalents of the following.

Representation is governed by conventions; to be carved from
white marble; eyebrows were inlaid with bitumen; the hair plated
with gold; delicate mouth and chin; stripped condition; gorgeous
harp; gold-covered posts; the uppermost scene on the sound box;
alert ears; solicitous wolf; beat time; goat, made of wood overlaid
with gold and lapis lazuli; clay tablets; proverbial symbolic animals;
libation cups.

3. Match the following words and their definitions.

1. stela = stele stela ['sti:la] |a. a rectangular stepped tower, some-
noun (pl. stelae [-li:]) times surmounted by a temple. They
are first attested in the late 3rd mil-
lennium BCE

2. gorgeous b. smb who shows anxious concern
for someone or smth

3. solicitous c.is a bright blue stone, used especial-
ly in making jewellery

4. lapis lazuli d. the depiction of someone or some-
thing in a work of art

5. representation e. if smth is describes as such, it

means it is bright and impressive
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6. ziggurat f. an upright stone slab or column typ-
ically bearing a commemorative in-
scription

4. Substitute the Russian words and word combinations by
their English Equivalents given in the box.

register; impermanence; symbolically; shield(s); chariot; phalanx;
surmounted; Stele; conqueror; modern; arrow(s); goatskins;
quiver

A grim reminder of the (6bicTpoTedHocTH) of Mesopotamian so-
ciety is given by the (ctena) of King Eannatum, found at Lagash, the
modern Tello. This boundary stone is also called the (ctena) of the
Vultures. In the upper (psna) the king, (3aBoeBaTesib) of both Ur and
Uruk, leads a (pasanra) into battle. He is clad in (cadbsin) and car-
ries a mace. The battalion is represented (cumBoJsindecku) by a solid
block of four shields originally (yBeHuaHHbIe) by nine identical hel-
meted heads. From each (muT) protrude six spears, one above the
other, each held by a pair of hands; below the (uuTbi) a steady row
of feet tramples a shapeless mass of bodies. In the broken lower
(psa) the king in his (konecHuna), his (kosyan) bristling with
(ctpenni), leads light infantry into battle. To (coBpeMeHHbI) eyes
accustomed to mechanized warfare, this inhuman attack is all too
familiar.

5. Read and translate the Text into Russian. Comment on it.

E-anna herself may be the subject of the beautiful Female Head
carved from white marble. It was probably intended to surmount a
wooden statue. Originally, the eyes were filled with shell and lapis
lazuli held in by bitumen, which would have made the magical stare
even more intense. The eyebrows were probably inlaid with bitu-
men and the hair plated with gold. Even in its present stripped con-
dition, the contrast between the enormous eyes and the sensitively
modeled surfaces of the delicate mouth and chin renders the head
unforgettable.
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6. Translate the following into Russian in writing. Discuss the
text in class.

The splendor of a Sumerian court can be imagined from the gor-
geous harp found in the tomb of Puabi, queen of Ur. The strings and
wooden portions have been restored, but the gold-covered posts
and the bull's head, with its human beard of lapis lazuli, are original;
so are the four narrative scenes on the sound box, inlaid in gold, la-
pis lazuli, and shell. The bearded bull is a royal symbol throughout
Mesopotamian art. Intensely real, the animal with its wide-open
eyes and alert ears seems to be listening to the music. The upper-
most scene on the sound box, showing a naked man wrestling two
bearded bulls, all of whom stare out at us vacantly, and the lowest, a
scorpion-man attended by a goat bearing libation cups, come from
the epic of Gilgamesh, the half-historical, half-legendary hero. But
the two incidents between are not so easy to trace. In one a table
heaped with a boar's head and a sheep's head and leg is carried by a
solicitous wolf with a carving knife tucked into its belt, followed by
a lion bearing a wine jug and cup; in the other a donkey plays a bull-
harp while a bear beats time and a jackal brandishes a rattle and
beats a dram. Possibly these human-handed beasts come from some
Sumerian legend yet unknown. That such representations may con-
tain a far deeper meaning than we tend to give them is suggested by
the splendid goat, made of wood overlaid with gold and lapis lazuli,
also found in the royal graves at Ur. We know from contemporary
representations on the stone seals used to imprint clay tablets that
this is the kind of offering stand customarily set before the male fer-
tility god Tammuz. The he-goat, proverbial symbol of masculinity,
stands proudly before a gold tree, forelegs bent, eyes glaring out-
ward with great intensity. Descendants of such symbolic animals
persist in heraldry even into modern times and are still endowed
with allegorical significance.

7. Translate the following into English.

3UKKypaT - 3TO 6allHA U3 [OCTaBJEHHBIX JPYT Ha Jpyra yce-
4y€HHbIX nupaMu/. Teppackl 3UKKypaTa COeUHS/IMCh JIECTHUI[AMU
WM NaHJyCcaMH, CT€Hbl YJIEHWIMCh NPSMOYTOJbHBIMU HUILAMM.
BHyTpu cTeH, NoAJAep>KUBaKIIUX NJIAaTPOPMbI, HAXOAUIO0CHh MHO-
’KECTBO KOMHAT, B KOTOPBIX XKUJIM CBALEHHUKHU U pabOTHUKHU Xpa-
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Ma. PsaJloM ¢ 3UKKypaTOM HaxoAuWJICs XpaM, KOTOPBIM sIBJsICH
KuuuieM 6ora. MaTepuasioM /11 IOCTPOWKHU 3UKKYPATOB CJYXKHJI
KUPIUY-ChIpell, 00JIMI0OBAHHBIN 000XCKEHHBIM KUPNHUYOM. Paspy-
IIaBLIMECS OT JIOK/S M BeTpa 3UKKypaThl NepUOJHYECKH BOCCTa-
HaBJIMBAJIY, YTO NIPUBEJIO K U3MEHEHHUIO UX KOHCTPYKLMHU. lllymMepsI
CTPOMJIM 3UKKYpaThl TPEXCTyNEeHYaTbIMU B 4YeCTb BEPXOBHOM TpO-
UIbl CBOEro MaHTeOHA — 6ora Bo3Jyxa JHJMWJsA, 60ra BoJ JHKHU U
6ora He6a AHY. BaBUJIOHCKHE 3UKKYpaThbl ObIIM CEMUCTYNEHYATbI-
MU M OKpallMBaJMCh B CUMBOJIMYECKHe 1|BeTa IJIaHeT (B ApeBHEM
BaBuJioHe 6b1J10 U3BECTHO NATH IJ1aHeT), 4épHbli (CaTypH, HUuHyp-
Ta), 6enbiil (Mepkypuli, Haby), nypnypHsiii (BeHepa, Uuitap), cu-
Hult (lOnuTtep, Mapayk), spko-kpacHbeiii (Mapc, Hepran), cepebpsi-
HbI# (JIyHa, CuH) u 30s10T0oH (CosHIle, lllamar).

8. Translate the text into Russian. Summarize it in 50 words
in writing.

Akkad (c. 2340-2180 BCE)

A Semitic ruler, Sargon [, usurped the throne of Kish and then
ruled for fifty-six years from neighboring Akkad. Sargon founded a
dynasty of five kings who aspired to world conquest and in fact con-
trolled the Middle East from the Mediterranean Sea to the Persian
Gulf. The magnificent bronze Head of an Akkadian Ruler is a great
work of art. Even in the absence of the eyes, gouged out long ago,
the head is overwhelming. The hair, braided and bound to form a
kind of diadem, is gathered in a chignon on the neck. The face is half
hidden in a beard whose two superimposed tiers of curls, each
made up of spirals moving in the opposite direction to those in the
tier below; exert an almost dizzying effect on the beholder by their
blend of formal grandeur and linear delicacy. The great, flaring eye-
brows plunge in convergence: upon an aquiline nose below which
the sensual lips are held quietly in a superb double curve of arro-
gant power not to be approached again until Greek and Roman
sculpture. The identity of this monarch is unknown, but it is hard to
believe that the great Sargon looked different.
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9. Summarize the texts of the Unit.

SUPPLEMENTARY READING

1. Learn more about the Mesopotamian Gods and Goddesses.
Make a presentation on one of them.

1. AN - ANU

The head of the family of Gods of heaven and
Earth was An or ANU. He was the Great Fa-
ther of the Gods, the king of the Gods, the
God of the Sun. His realm was the expanse of
the heavens. His symbol was a star

2. NINHURSAG

Mother of The Gods - Queen of the moun-
tainhead. She was the daughter of Anu but
her mother was not Antu. She was on the
heavens having come here before Mankind

3.ENKIOR EA

He was the god who created the first hu-
mans: In those days, in those years, The
Wise One of Eridu, created him as a model of
men. His name was Adapa, Adam. He is a god
of water, creation, and fertility. He was the
leader of the first sons of Anu that came
down to Earth. As Thoth in Egypt and Her-
mes in Ancient Greece he is the Magician -
the Alchemist

4. ENLIL

He was God of Heaven and Earth, firstborn
of the main God Anu (Heaven) in union with
Ki (Earth), Dispenser of Kingship, Chief of
the Assembly of the Gods, Father of Gods
and men, Granter of Agriculture, Lord of Air-
space. His name meant 'lord of the air-
space' - the prototype and father of the later
Storm Gods that were to head the pantheons
of the ancient world

5. ANSHAR

Father of Anu and all the other gods. His
consort is his sister, Kishu. He is the male
principle, Kishu the female principle. He is
the sky, Kishu the earth. He led the gods in
the war against Tiamat
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6. ERESHKIGAL

Goddess of the underworld, consort of Ner-
gal. She is a dark side of Ishtar. When Ishtar
descended into the underworld to save
Tammuz, she tricked her into leaving some
part of her clothing or insignias at each of
the underworld's seven gates as she passed
through them. Standing naked at the seventh
gate, Ishtar threw herself on her; but like
Samson shorn of his hair she was powerless.
She confined Ishtar in the underworld until
the wily Ea contrived her release with a trick

7. INANNA - aka
INNIN - INNINI

She was the patron the City of Gilgamesh -
Uruk. As Queen of heaven, she was associat-
ed with the Evening Star (the planet Venus),
and sometimes with the Moon. She may also
have been associated the brightest stars in
the heavens, as she is sometimes symbolized
by an eight-pointed star, a seven-pointed
star, or a four pointed star

8. ISHTAR

She is the goddess of love, procreation, and
war. She is armed with a quiver and bow.
Her temples have special prostitutes of both
genders. A lion often accompanies her, and
she sometimes rides it

9. KINGU

Tiamat's general in the war against the gods.
Keeper of the tablets of destiny, which hold
the divine plan for all the cosmos. Ninhursag
used his blood to make the first man, and
from this comes the demonic, rebellious as-
pect of human nature

10. NANNA

It is another name for the moon god Sin. He
was the tutelary deity of Ur, appointed as
king of that city by An and Enlil. He estab-
lished Ur-Nammu as his mortal representa-
tive, establishing the third Ur dynasty. Nan-
na was married to Ningal and they produced
Inanna and Utu
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11.NEBO - NABU

God of writing and speech, speaker for the
gods. He maintains records of men's deeds
and produces them for judgment after death.
His symbol is the stylus

12. NERGAL

God of the underworld, mass destruction
and plague, consort of Ereshkigal. Thrown
out of heaven, he stormed the underworld
with fourteen demons until Ereshkigal con-
sented to marry him

13. NIDABA

The goddess of writing and the patron deity
of the edubba (palace archives)

14. NINLIL

She was the intended bride of Enlil. She fol-
lows him to the nether world, where she
gives birth to the moon god Sin. They have
three more children in the nether world who
remain there so that Sin may be allowed to
leave

15.SIN

The moon god. Wise and secretive, the ene-
my of all evil spirits. An old man with a long
beard who flies through the sky in his sail-
boat every night

16. TIAMAT - LEVI-
ATHAN

Goddess of the primeval depths, the chaos
from which Marduk formed the world. She
took the form of a dragon and swam in the
primal waters. Tiamat warred on the gods,
spawning a brood of dragons, sphinxes,
scorpion-men and other demons and mon-
sters for her army. Marduk slew her, defeat-
ing her with magic and powerful winds.
Splitting her in two, Marduk cast one half of
Tiamat into the sky to form the heavens and
the other he cast down to form the Earth

17.UTU - SHA-
MASH - BABBAR

Son of Nanna and Ningal, god of the Sun and
of Justice, he goes to the underworld at the
end of every day and while there, decrees
the fate of the dead. When Inanna's tree is
infested with unwelcome guests, he ignores
her appeal for aid. He aided Dumuzi in his
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flight from the demons by helping him to
transform into different creatures. He
opened the "ablal" of the Underworld for
Enkidu, to allow him to escape, at the behest
of Enki. Through Enki's orders, he also
brings water up from the earth in order to
irrigate Dilmun, the garden paradise, the
place where the sun rises. He is in charge of
the 'Land of the Living' and, in sympathy for
Gilgamesh, calls off the seven weather he-
roes who defend that land
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Unit 2
ART OF NEO-SUMER, BABYLON, ASSYRIA, PERSIA

PRE-READING TASKS
1. Learn the following words and word combinations.

adobe brick, air-dried brick, cob
brick, sun-dried brick, cob air-
dried brick - cbiper

artistry ['a:tistri] - MmacTepcTBO
artistic merit — npeacTaBJif0-
MU 6GOJIBIIYIO Xy 0KEeCTBEH-
HYI0 [IEHHOCTb

ascendancy [a'sendan(t)si1] -
BJIACTh

baleful ['beilfal] - 3;106HB1
basalt ['baeso:lt] - 6a3anbT
colloquy ['kolakwi] - 6ecena
composure [kem'pauza] - cno-
KOWCTBUE; XJIaJJHOKPOBHE
deliverance

[di'liv(3)r(a)n(t)s] - cnacenue
diorite ['dalarart] - guopuT
(3es1eHOBATO-KOPUYHER rpa-
HUTHAas Nopoja)

distraught [di'stro:t] - 6e3-
yTellHbl}; at / over/ with -
CMATEeHHbIN. Syn: upset
dolerite ['dplarart] — nonepur
excavation [,ekska'verf(a)n] -
packonkuy; to carry out archeo-
logical excavations - npoBo-
JUTh apXeoJIoTUYeCKUe pac-
KOIIKH

goad into fury —- npuBoUTE B
SpOCTh

Hammurabi [ haemu'ra:bi] -
XaMMypanu

Hittite [ hr'tart] - xeTT;
XeTTCKUHN

inflated [m'flertid] - HagyThI#
(Bo31yXOM)

intercession [, ta'sef(a)n] - 3a-
CTYITHUYECTBO, TIOCPEHUYECTBO
lambskin ['l&emskin] - 1) oB4u-
Ha. Syn: sheepskin; 2) kapakysb
mayhem ['merhem] - xaoc
Mount Sinai ['samnat] - Cunai
mud brick - r1MHOGUTHBIN
KUPIUY

Nineveh ['niniva] - HuneBus
owl [aul] - coBa; punuH
palmette [pal'met] - nanbMeTTa
plod along - niecTuch ¢ TpyioM
rhyton ['rarton] - putoH
steatite ['stiatait] - creaTur,
’KUPOBHK. Syn: soapstone

talon ['taelan] - koroTh NTUIbI
triple ['tripl] - Tpo#iHo#. Syn:
threefold, treble

Ur [3:] - Ur of the Chaldees ¥p
(Xanpeickuit)

virile ['virail] - 3pesioe

vision ['viz(a)n] - usobpakeHue
votive ['voutiv] - BOTUBHBIH
unswerving [an'sw3a:viy] -
HEMoKO0JIeOUMbIH, HEMPEKJIOH-
HbIHI

wrought [ro:t] - ykpaleHHbIH,
OTJeJIaHHBIH; C OTJEJIKOHU
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2. Make sure you know how to pronounce the following.

Gudea [gu:'di:a]; Hittite [hr'tart]; Lagash [leigaef]; Hammurabi
[haemu'ra:bi]; Anatolia [ena'taulia]; Ashur [a'[ua]; Lilith ['liliB];
Tutankhamen [tu:t(a)n'ka:m(a)n]; Guti [gu:'ti]; Xerxes ['z3:ksi:z];
Shamash [[o'mee[]; Marduk ['ma:duk]; Bogazkoy [bau'ga:z'ks:'i:];
Kassites ['kaesait]; Nineveh ['niniva]; Elamite ['i:lo,mi:t]; palmette
[pal'met] Assyrian [a'sirion]; Nimrud [nmmrud]; Ashurnasirpal
[afur'na:zir,pal]; Mitannians [mi'teelnian]; Anatolia [eena'taulia];
steatite ['stiatart]; rhyton ['rarton,].

3. Read and translate the following Text.

TEXT
Neo-Sumer and Babylon (c. 2125-1750 BCE)

The city-state of Lagash mysteriously escaped the general dev-
astation wrought by the Guti, and its ruler, Gudea, interpreted this
deliverance as a sign of divine favor. In gratitude he dedicated a
number of votive statues of himself, all carved either from diorite or
from dolerite, imported stones of great hardness, as gifts to temples
in his small realm. All the Gudea statues radiate a sense of calm,
even of wisdom. Holding a plan of a building on his lap, Gudea sits
quietly with hands folded. Only the tension of the toes and the arm
muscles betrays his inner feelings kept in check by control of the
will. The surviving heads, often crowned with a lambskin cap, show
the same composure, expressed artistically in the broad curves of
the brows and the smooth volumes of the cheeks and chin, handled
with firmness and accuracy. While less dramatic than the Akkadian
Ruler, the modest Gudea portraits achieve real nobility of form and
content. Gudea was able to win control by peaceful means over a
considerable region of the former Akkadian Empire. Twenty-six
statues of Gudea have been found during excavations of Telloh (an-
cient Girsu). The early statues were made of limestone, steatite and
alabaster; later, when wide-ranging trade-connections had been es-
tablished, the more costly exotic diorite was used.

Diorite had already been used by old Sumerian rulers. In 2111,
Ur-nammu, governor of Ur, usurped the monarchy of Sumer and
Akkad and built the great ziggurat at Ur. Little else of artistic merit
survives from his reign, after which Mesopotamia reverted to its

47



former chaotic pattern of conflicting city-states. Adorned only with
gigantic earrings and the characteristic four-tiered headdress of a
deity, she smilingly upholds, behind her head, a looped cord - either
the symbol of human life or the instrument with which she brings it
to an end. Her great wings are partially spread behind her body. In-
stead of feet she has terrible feathered talons; flanked by staring
owls, she perches upon the rumps of two lions back to back. Origi-
nally, her body was painted red, one owl black and the other red,
and the manes of the lions black.

The great king Hammurabi briefly brought all of Mesopotamia
under the rule of Babylon and reduced its various and often conflict-
ing legal systems to a unified code; this code is inscribed on a tall
stele of black basalt at whose summit Hammurabi, in a simple and
noble relief, stands before the throne of the god Shamash, again on a
sacred mountain indicated by the customary scale pattern. Wearing
the same four-tiered headdress as Lilith and with triple flames
emerging from his shoulders, this magnificent being extends his
symbols of power, a rod and a ring. At first sight prosaic, this ele-
mental colloquy between man and god becomes grander as one
watches; the king talks familiarly with the deity who sanctifies his
laws. The cylindrical figures typical of early Mesopotamian art are
stylized in pose, so that the torso is shown frontally while the hips
and legs are depicted in profile. For the first time the eyes are not
frontal; the gaze between man and god is unswerving.

About 1595 BCE the Babylonian kingdom was conquered by the
Hittites, a people from Anatolia. The sturdy, virile art of the Hittites
is seldom of a quality to compete with the best of Mesopotamian art,
but the rude and massive lions (c. 1400 BCE) that flank the entrance
to the gigantic stone walls of the Hittite citadel near modern Bogaz-
koy are the ancestors of the winged beasts that guard the portals of
the palaces of the Assyrian kings. It is interesting that after the
death of Tutankhamen, the Hittites were so powerful in the Middle
East that Ankhesenamen, the distraught widow of the young phar-
aoh, besought the Hittite king Suppiluliuma I for the hand of one of
his sons in marriage as protection.

AFTER-READING TASKS

1. Make up questions to the Text. Ask your classmates to an-
swer them.
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2. Give Russian equivalents for the following phases.

Votive statues; carved from diorite; stones of great hardness; to
sit quietly with hands folded; heads crowned with a lambskin cap;
to win control over smth; artistic merit; a terra-cotta relief; adorned
with earrings; four-tiered headdress; feathered talons; tall stele;
black basalt; triple flames; elemental colloquy; cylindrical figures;
Babylonian kingdom; terrible feathered talons; inflated goatskins;
winged beasts.

3.Learn the following the following phrases to use them in
your own sentences.

Bas-relief - 6apenbed; concave relief - BorHyTbIH pesnbed; cov-
ered work in relief - penbedHas pesnas pa6oTa; half relief - nosy-
penbed; high relief - ropeared; hollow relief - BoruyThiii penbed;
in bold relief — Beimyksbiil pesnbed, penvedHo; low relief - HU3kUK
6apesabed; middle relief - monypenned; relief design - penbedHbIit
y3op; relief etching - penbedHbIit 0dOPT.

4. Substitute the Russian words and phrases by their English
Equivalents given in the box. Translate the text into Russian.
Give the gist of the text.

Succession of halls; emissaries; military exploits; relief(s); sculp-
ture; epic breadth of vision; dismantling the fortifications; slabs;
superimposed; on the surface; background; scenes; great sculp-
tors; bowmen; effective pattern; stay afloat; contours; paintings;
on the tops of the towers; ornamentalized trees

In the palaces of Nimrud and Nineveh (nocnannuku) of friendly
rulers could approach the monarch only through a (andunana 3a-
JioB) lined with continuous wall (penbedni) intended to overawe
the visitors not only with the king's intimacy with the gods but also
with his (Bounnckue nogsuru) and personal courage. These histori-
cal (pesnbedni) are ancestors of the lengthy political narratives of
Roman imperial (ckysbntypa). In strips often (HanoxeHHBIN ApyT
Ha gpyra) in the manner of Egyptian tomb (penbedsr), the Assyri-
ans can be seen fighting battles that they always win and burning
cities, (paspymarwimux KpenoctH), and massacring the inhabitants.
The (penbedrr) were drawn (Ha noBepxHocTu) of alabaster
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(mutel) and the (pon) was then cut away to give just a slight pro-
jection as in Egyptian (penbedni). Yet the (kouTypbI) are so strongly
ornamentalized that they convey an impression of massive volume
instead of Egyptian elegance. The innumerable (cuensi) of unre-
lieved mayhem can become monotonous, especially because the
quality of the (penbedni) is not uniformly high. But there were (Bbi-
Jlaroimuecs ckyabntopsl) in the group who could find in their narra-
tive subjects inspiration for an (anuyeckasi uiMpoTa U306paKeHHUs )
entirely new in art. Sometimes the (cuensr) have a humor, as in
Elamite Fugitives Crossing a River. Two Assyrian (sy4Huku) shoot
from the bank at two fully clothed Elamites who cling to inflated
goatskins and at a third who has to rely entirely on his own strength
to (ocTaTbcs Ha miaBy) as they swim toward the walls of their little
city, defended by Elamite warriors (Ha BepuinHe 6amHu). In the
manner of Egyptian (pesbednr) and (xuBomnucu), the swimmers
have two left hands. The undulating shapes of the swimmers and
the (mexkopaTuBHbIe JiepeBbsi) on the bank create the (sy4wuit 06-
pazei) characteristic of the best Assyrian (pesbedni).

5. Summarise the text in 80 words.

Like all Mesopotamian buildings, the palace of Sargon II was
mostly built of mud brick, which accounts for the ease of its demoli-
tion by the next wave of invaders. Considerable use seems to have
been made of arches and barrel vaults. Luckily, the Assyrians had
access to stone for sculpture, and they were able to flank the en-
trances to the brightly painted throne room with colossal limestone
guardians, in the tradition of the Hittite lions. They were monstrous
beings with the bodies of bulls, grand, diagonally elevated wings,
and human heads with long curly beards and many-tiered divine
headdresses, doubtless symbols of the supernatural powers of the
king. Built into the gates and visible only from two sides, they were
really a kind of relief sculpture rather than statues in the round. So
that the viewer might see four legs from any point of view, the
sculptors generously gave these creatures five.

6. Give the gist of the text in English.

The conflicts between men and beasts turn into the grandest ac-
tion scenes in Mesopotamian art - in fact, into some of the most
powerful in the entire history of art. Lions were released from their
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cages, after having been goaded into fury, so that the king could dis-
play his strength and courage by shooting down the maddened
beasts from his chariot. The best sculptors were employed for these
heroic reliefs, which unleash an astonishing explosion of forces -
the swift flight of the horses, the resolute power of the monarch, the
snarling rage of the tormented beasts. Not since archaic Egypt have
the muscles of humans and animals been shown swelling with such
tremendous tension as in the relief depicting Ashurnasirpal engaged
in his cruel sport. Almost unbearable in its tragic intensity is the de-
tail of the Dying Lioness from the palace of Ashurbanipal at Nineveh.
Pierced by three arrows, bleeding profusely, and howling in impo-
tent defeat, the poor beast drags her paralyzed hindquarters des-
perately along. After these horrors the relief of a flock of gazelles
from the same palace is totally unexpected in its airy grace. One
turns his head in fear, the others plod along, the little ones strug-
gling to keep up, as they flee their archenemy, man.

7. Translate the following into English.

Bosiee 11ecTy C MOJIOBUHOM THICAY JIeT Ha3aJ, B fAojuHe Turpa u
EBdpara Hauan PopmupoBaTbCA LIEHTP MHUPOBOM KYJBTYpbI, J0-
CTUTLIMI Bblcovyalulero pacuseta B Meconoramuu. UckycctBo Me-
CONOTaMMUM TpeJCTaBJe€HO MPUKIAJAHBIMA W HU300pa3vTe]bHbIMU
MMpoOn3BEACHUAMU. [locTosTHHBIE BOWMHBI IpUBEJIN K HeO6XOAI/IMOCTI/I
Co3/laHUs KpernocTed. MeconmoTaMcKHe ropoJjia OT/IMYaJUCh MOIL-
HbIMH BOPOTaMH, YKPEIlJIEHHbIMHU ABEPAMH U TAMEJIbIMU KOJIOHHA-
Mu. B Meconotamuu 6bL1a co3jaHa BaBusioHcKkas GalliHs, Ha Bep-
IIMHe KOTOPOM HaXojuJI0Ch CBATUIMILE 6ora Mapayka. B BaBusone
ObLJI0 MHOXKECTBO ABOpPLOB U XpaMOB, HO MOLIHbIE€ BOPOTa OOrMHU
Wuitap, yKkpalleHHble CHHUMU IJIMTaMU ¢ 0o6pa3aMu ObIKOB U Jipa-
KOHOB, BbIJIEJISIIUCH CPeIN BCEX aPXUTEKTYPHBIX COOPYKEHUM.

8. Give the gist of the following text.

The Persians worshiped the god of light, Ahuramazda, at out-
door fire altars for which no architecture was needed, so there were
no ziggurats. But the palace of stone built on a huge platform was
well preserved. The king had no need to terrify his visitors, so the
relief sculpture showed interminable superimposed rows of neatly
uniformed bodyguards mounting the steps, as in reality they did,
and the great king himself giving audience. For the first time, relief
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in the Near East was not just surface drawing with the background
cut away, but was so carved as to give the impression that actual
figures, having cylindrical volume, move on a shallow stage. This
idea was derived from Greek art, and the sculptors may have been
Ionian Greeks. The statue-like figures are shown in true profile, alt-
hough the eyes are still frontal. The rows of curls in hair and beard
are obviously derived from Akkadian and Assyrian forebears, but
the drapery folds now have edges that ripple in long, descending
cataracts as in archaic Greek sculpture, and the garments clearly
show underlying limbs, as in Old Kingdom Egyptian sculpture. In a
civilization like that of the Persians, individualization was not en-
couraged, but there is a fresh elegance of drawing and carving that
gives Persian decorative sculpture great distinction.

Persian rooms were square, and the great hall must have been
one of the most impressive in the ancient world. Its hundred stone
columns, each forty feet high and brightly painted, were delicately
fluted and terminated in paired bulls that acted as brackets and
helped to support the gigantic beams of imported wood. Quite pos-
sibly the Persians drew their idea partly from the columned porti-
coes of lonian Greek temples, partly from the columned temple halls
of the Egyptians. The gold and silver rhytons or libation vessels,
with their hybrid animal forms, show the Persian love of elegance,
grace, and rational organization of elements. The responsibility for
the destruction of the palace rests upon the Greeks. The palace was
burned by Alexander the Great after a long and violent banquet.

SUPPLEMENTARY READING

1. Read, translate and discuss the following text.

In historical Mesopotamia, animal figurines are not so common.
However, there are clay dogs, buried under a house for its protec-
tion. Magical manuals give instructions for making them, and pre-
scribe what should be written on them: 'Don't stop to think, bite’,
'Driver off of demons’, 'His bark is loud’, and the like. The archaeol-
ogists found them with these words written on their backs. There-
fore, here is one possible explanation: magical images. There is an-
other class dogs with inscriptions which make it clear that they
have a different function. On the back of little clay dog from Sippar
(in N. Babylonia) of the first millennium BCE, the words are written
'For the lady Gula. I made a clay dog and presented it to her'. Gula is
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the goddess of healing, and the dog is her animal. Thus, it is clear
that in gratitude for the goddess' healing intercession she has a dog
dedicated to her. Presumably the little Neo-Babylonian dog per-
formed the same function: we might think that this was a fairly un-
impressive gift to the deity, but it need not have been much more
significant than lighting a candle in a Catholic church today, and it is
noticeable that the donor's name is not mentioned, so that the dog
could easily have been bought from a vendor with a range of gift-
dogs to suit every pocket. The dogs may have been gifts made to the
temple in fulfilment of a vow, once the deity had granted the donor's
wish. Others were 'pre-emptive’' gifts to the deity designed to secure
the divine complaisance in advance. In these early centuries, citi-
zens could dedicate statuettes of themselves to stand in the temple,
where they would prey unceasingly to the deity. This is explicitly
stated on occasion. One statue inscription says 'l brought this statue
to my Lady's attention, may it speak my prayers'. A couple of centu-
ries later (c. 1800 BCE) a king's daughter, dedicated by her father as
a priestess to serve the temple of the Sun-God at Sippar, writes to
him 'Am I not your symbol, a suppliant who gives you a favorable
report in the Ebabbar temple? - making it clear that this was indeed
the function of the more usual stone representatives which con-
veyed their dedicators' prayers to the deities in their shrines. In the
late second millennium, it is clear from the inscriptional evidence,
that the human and the animal figures have two different functions,
and it seems reasonable to guess that the same difference in func-
tion should be read back into our third millennium material, despite
the absence of inscriptional confirmation.

2. Topics for discussion and essay writing.

1. Mesopotamian sculpture/ reliefs.

2. Mesopotamian architecture.

3. The role of small figurines in the life of the Mesopotamian
people.

3. Make a presentation on one of the Mesopotamian artworks.
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PART IV
ANCIENT GREEK ART

Unit1
ARCHITECTURAL ORDERS

PRE-READING TASKS
1. Learn the following words and word combinations.

abacus ['ebokas] - 1) abak(a),
BEPXHSs YaCTh KAIUTEIH KO-
JIOHHBI

acanthus [a'kaen(t)0as] — akaHT
adytum ['aeditom] ; adyta, cBs-
TUJNIIE (B Xpame)

annulet ['enjulat] - 3aBUTOK
antis; in antis - xpaM «Mex aH-
TaMU»

architrave ['a:kitrerv] - ap-
XUTpaB

arris ['aris] — ocTpblil Kpai
ashlar ['afla] - TécaHbli KaMeHb
band [baend] - nosic(ok)

beam [bi:m] - 6aska, nepekJia-
JIMHa

bell-shaped - koJsiokoJ1006pa3-
HbIN

bulge [baldz] - BeinykJIOCTH
canopy ['kaenapi]| - HaBec
capital ['kaeprtsl] - kanuTe b
cella ['kels] - uena

channel ['feen(3)l] - nas
cornice; closed cornice - moJibIi
KapHwu3; plaster cornice - sen-
HOU KapHU3 (BHYTPEHHUI);
stucco cornice - JiemHOW KapHU3
(Hapy»xHbIN); principal cornice -
BEHYAKLUI KapHU3 3/IaHUS;

fascia ['fee[ia] - daciuii. Syn:
band

fillet ['filit] - rpe6eHb

flute [flu:t] - kanenopa

frieze [fri:z] - dpus, Gopatop
gable ['geibl] - munen, kKoHEK
KpbILIX

gable end - ¢ppoHTOH
intercolumniation — uHTepKoO-
JIYMHUHA

lonic [ar'onik]; lonic order -
MOHUYECKUH opAep

kore ['ko:rel] - kopa

metope ['metaup] — MmeTon
modillion [ma'diljen] - MoaMIBLOH
obstruct [ab'strakt] - 3arpax-
JlaThb, IPerpaXkaThb

par excellence - B oco6eHHOCTH
pedestal ['pedist(a)l] - 1joko/1b
pediment ['‘pedimant] - poH-
TOH

perennial [p(a)'renial] - BeuHbIit
periptery ['paripts] - npsiMmo-
yTOJIbHOE B IIJIaHe 3/JaHHe,
OKpY>KeHHO€e KOJIOHHBIMHU
HOPTHUKAMU CO BCEX CTOPOH;
peripteral [pa'riptar(a)l] -
OKPY>KEHHbIN KOJIOHHaMH
pilaster [pr'leesta] — nuasicTp
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to run a cornice - BBITATUBATh
KapHU3

coherent [ka(u)'hiar(a)nt] -
CBSI3HBIN

colonnaded [kola'nerdid] -
yKpalleHHbIH KOJIOHHaZ0H; col-
onnaded aisles - 60koBbIe PU-
JleJibl XpaMa, YKpallleHHbIe KO-
JIOHHaJ 0¥

Composite ['kompazit] - KoMmmo-
3UTHBIN

concavity [kon'kaevati] - Borny-
Tasi IOBEPXHOCTh

conjunction [kan'dgagkf(a)n] -
nepeceyeHue

convex [kon'veks]; convex
curve - BbIIyKJasi KpUBast
Corinthian [ka'rm®61an] order -
KOpPUHCKUM opaep
denticulate [den'tikjulert] - ¢
JIeHTUKYJIaMH, 3y04aThIi
dipteral ['diptor(a)l] - okpy-
»KEHHBIN I BOHHOHN KOJIOHHaZ0H
Doric ['dorik] order - mopuue-
CKU# opJep

drum [dram] - 6apa6an
echinus [e'kainas] - axuH
elliptical [1'liptik(8)1] - a/tumn-
TU4Yeckul; Syn: elliptic
entablature [en'taeblatfa] = enta-
blement [in'teitblmant] - anTa6-
JieMeHT; vertical

entasis ['entasis] - aHTa3uc

pillar ['pila] - nusnoH, KOJIO0HHA,
CTepXXeHb KOJIOHHBI, CTOJI0
pillar and beam construction -
CTOUYHO-6a/I0YHAsA CUCTeMaA
porch [po:Yf] - mopTuk. Syn: por-
tico

portico ['po:tikau] — mopTHk
post and beam structure - cTo-
€4HO0-6a/I0YHbIN KapKac

ratio ['reifiau] - mponopiys
roof beam - cTponU/IbHBIN PU-
reJib

round sculpture - kpyrJas
CKYJIBIITYypa

shaft [[a:ft] - cTepkeHb KOJIOH-
HbI

sharpened edge - ocTpas kpoMka
slab [sleeb] - miivTa; acrtuHa
spiral ['spatar(a)l] - cniupanb
stereobate ['steria(u)beit] - 1o-
KOJIb

stylobate ['staila(u)bert] - cTu-
Jo6aT (BepxHsis CTYIEeHb CTEpe-
obara)

tabernacle ['teeba,nzekl] - cku-
HUS, XpaM, MATEp, najaTka
taenia ['ti:nia] - s1eHTa, NOsICOK
triglyph ['traiglif] - Tpurnung
turn on a lathe [le10] - o6Ta4uun-
BaTh

Tuscan ['taskan] - 1) aTpycckuit
volute [va'lu:t] - BostoTa; 3aBU-
TOK

2. Answer the following questions.
1. What is an order of architecture?
2. How many orders of architecture could you name?

3. In what way do they differ?
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3. Make sure you know how to pronounce the following.

Acropolis [a'kropalis]; Amazons ['eemaz(a)nz]; Apollo [8'polau];
Artemis ['a:timis]; Argo ['a:gau]; Troy [troi]; Priam ['praiam]; Aph-
rodite [efro(o)'darti]; Themis ['Oi:mis]; Athena [0'6i:na]; Athens
['0(a)nz]; echinus [e'kainas]; Caryatid [keeri'aetid]; Corfu
[ko:'fu:]=Corcyra [ko:'sarars]; Titus ['tartas]; Delphi ['delfi]; Elgin
['elgin]; Erechtheum [i1'rekBiam]; Erechtheus [1'rek61as]; entasis
['entasis]; Zeus [zju:s]; Hadrian ['heidrian]; Hera ['hiars]; Sybil
['sibil]; Lydia [lidia]; Aegina ['egina]; Medusa Gorgon
[mr'dju:za'go:gan]; Marathon ['meerafon]; Parthenon ['pa:Bman];
Pegasus ['pegasas]; Samos ['seimos]; Phrygian ['fridgion]; Poseidon
[pa'said(a)n]; triglyph ['traiglif]; Phoenician [fi'nif(3)n]; Mycenaean
[ maisr'nizan]; denticulate [den'tikjulert]; fascia ['feefia]; guttae
['gats, 'guita]; Smyrna ['sm3:na]; palmette [pal'met]; taenia ['tiinia];
Croesus ['kri:sas]; Miletus [mar'liztas]; Pausanias [po:'semias]; Croe-
sus ['kriisas]; Perseus ['p3:sias].

4. Translate the following into Russian.

An Order of Architecture is a set of rules or principles for design-
ing buildings established in Greece and Rome during the Classical
period of architecture, from roughly 500 BCE to 500 CE. Five Classi-
cal orders, three Greek and two Roman, comprise the types of col-
umns that are used even in present day architecture. Greece became
a province of Rome in 146 BCE that is why these two Western civili-
zations are grouped together as Classical. In architecture the word
order signifies a composition (in the same style) of a pedestal, a col-
umn, and an entablature, together with their ornamentation. The
two principal orders in stone, the "Doric" and the "lonic" find full
expression in the Archaic period. The principal public building of
the Greeks was the temple, dedicated to one or several deities. The
Greek temple was not intended for public worship, which took place
before altars in the open air. Its primary purposes were to house the
image of the god and to preserve the offerings brought by the faith-
ful. The temple was impressive only in its exterior. Its appearance
was dominated by the colonnaded portico, or peristyle, which sur-
rounded all larger temples and existed in the form of porches. In a
Greek polis a portico provided shelter from sun or rain and a freely
accessible public place in which to discuss political or philosophical
principles, conduct business, or just stroll. Orders governed all the
forms of any Greek temple.
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5. Read and translate the following text.

TEXT

The Doric order presents columns without bases, but with flutes
joining in a sharp ridge (the arris) and capitals in two parts, an ob-
long or square flat slab, the abacus, above the cushion-like echinus.
There are echoes here of Egyptian and Mycenaean columns. Above
the capital came the entablature in three parts: the architrave, the
frieze, and the cornice. The architrave consisted of ashlar blocks,
undecorated except for a narrow projecting band at the top, to
which were attached small rectangular shelves with pegs (guttae)
fixed to their undersides. The frieze comprised an alternating series
of triglyphs and metopes. The cornice provided a horizontal capping
member on the flanks of the building. The end gables (the pedi-
ments) were often decorated with sculpture, at first in relief, but by
the end of the period entirely in the round, standing on the floor of
the pedimental triangle.

The lonic order separated the shafts of the columns from the
stylobate by horizontally fluted bases, and had more vertical flutes
on its columns than the Doric. It also separated flute from flute
with a flat fillet. The capitals of the order are related to, but dis-
tinct from, some of those richly varied capitals (mushroom and
Aeolic capitals) used in the Temple of Athena at Smyrna at the turn
of the century. In different regions Aeolic capitals often have vol-
utes springing upward and outward from separate stems, with a
palmette (a stylized palm-leaf ornament) between the two. Some-
times a narrow abacus above supports the entablature. In the en-
tablature, the architrave is often broken into three horizontal
planes (fasciae). The most important feature is the frieze, which is
continuous, sometimes carved with figures, sometimes denticulat-
ed. Cornices provide the crowning members. In general terms, the
Ionic order is more restless visually, with much ornament and
much variety. Doric is popular on the mainland of Greece and
among the Greeks in the West, and Ionic among Greeks in Asia Mi-
nor and in the islands. These orders appeared on the exterior of
temples whose plans remained straightforward. A box for the cult
statue, the cella, was preceded by a porch (pronaos). In the Doric
order the temple also had a back chamber (an adytum).
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Two examples of Doric temples of the sixth century BCE can be
seen in the Peloponnese. The Temple of Hera at Olympia, built around
590 BCE, marks the end of the transition from wood to stone. The
plan shows six columns on the front, by sixteen on the flank, porch,
and adytum, each with two columns in antis. Porch columns, front
and back, are aligned with columns of the facades, thus tying peristyle
and central block together. The cella has interior columns and walls
that no longer obstruct the view of the cult statue. The upper ele-
ments of the temple were of mudbrick and timber, but stylobate, plat-
form, and lower courses of the walls were of cut masonry. The wood-
en columns were gradually replaced by the stone ones.

Better preserved is the Temple of Apollo at Corinth, built in the
second quarter of the century. The plan shows six columns on the
facade, by fifteen on the flank. There is a columned porch and ady-
ton. Porch columns align with those on the facade. It also has the
unusual feature of two inner columned chambers. Of these, the
eastern one would have accommodated the cult statue. Seven of the
columns of this temple stand with an architrave block or two still in
place. The squatness or slenderness of Greek columns is often de-
scribed in terms of proportions, with the height stated as a multiple
of the lower diameter. At Corinth, the height of these sturdy col-
umns is 4.1 5 times the lower diameter at the front of the building,
4.40 times on the flank. The columns are monolithic and made of
limestone. The echinus of the capital bulges visibly, giving a baggy
profile. The profile of Doric capitals provides a valuable chronologi-
cal marker - the baggier the profile, the earlier the capital. Planners
introduced a number of refinements into the architecture from time
to time. The refinement called entasis, presented columns with a
bulging contour intended to correct the optical illusion: this refine-
ment is not present in the Temple of Apollo at Corinth but may be
easily recognized in the Temple of Hera at Poseidonia.

The superstructure that is lost from the temples at Olympia and
Corinth is partly preserved among the fragmentary remains of the
Temple of Artemis on the island of Corcyra (modern Corfu). Built
around 580 BCE, this temple, of which the blocks of the platform,
walls, and columns are almost completely lost, showed in plan eight
columns on the facades, and seventeen on the flanks. It had a col-
umned porch, cella, and back chamber. New is the broader space
between the colonnade and the walls, leaving enough room for a
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second row of columns, a so-called pseudo-depteral arrangement.
A few fragments of carved limestone metopes have survived, and,
miraculously, so has the relief sculpture of the limestone pediment
from the west end of the building. Much of the triangular space is
taken up by a huge central Gorgon figure, flanked by Pegasus. On a
much smaller scale, Zeus, thunderbolt poised, attacks a giant on one
side. On the other, a sealed figure, backed by what might be a city
wall, stretches out an imploring hand to the lost figure whose spear
threatens his throat. Is this Priam, king of Troy? Prostrate figures fill
in the corners. The composition is symmetrical. Heraldic felines
speak of the power of the goddess within (and of the Gorgon), under
whose control they are. This power is available to well-wishers.
Narrative groups stand as metaphors for the conquest of barbarism
by the civilized world of Greek deities and heroes.

AFTER-READING TASKS

1. Can you answer the following questions?

1. In what way does the lonic order differed from the Doric one?

2. What are two examples of Doric temples of the 6th century
BCE?

3. What is the most important feature the lonic order?

4 Where were the Doric and the Ionic orders popular?

5. Where were the earliest Ionic temples erected?

6. What are features of the Temple of Artemis on the island of
Corcyra (modern Corfu)?

2. Give Russian equivalents for the following.

Pediment; shaft; concave; convex; low gable; dentils; pillar and
beam construction; acanthus; echinus; cornice; modillion; capital;
volute; architrave; centaurs; projecting band; convex curve; three
flat strips; pedestal; stylobate; elliptical; perennial; bell-shaped;
intercolumniation; squatness or slenderness of Greek columns;
fillet; limestone metopes; entasis; pediment; pedimental sculp-
tures; flute.

3. Give English equivalents for the following.

AHTab/1eMeHT; apXUTpaB; abaka; akaHT; OCHOBAHUE; IePUCTHUIIb;
3y64yaThli OpHAMEHT; CTEPXKEHb KOJIOHHBI; CTHUJI00AT; LeHTPOOexK-
Hasl CWIa, LEHTPOCTPEMUTE/IbHAsl CWJIa; BOTHYTas MOBEPXHOCTH;
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BoJIIOTa; Gpu3; BbINYKJAs KpUBasi; JOPUYECKUN/MOHUYECKUHN OP-
Jlep; KakliMa; KaHeJIlopa; HaBeC; KalMTe b, KApHU3; GPOHTOH; I1eJ1a;
WU3rub; IBOMHAs KOJIOHHA/Ia; KOJIOKOJ006pa3HbIN 3XHH;, 3aBUTOK;
dacka; KaHeJOpa; YMeHbIIeHHe BUAWMOMN [JIMHBI JIWHUHM B Iep-
CIEKTHUBE; TeCbMa; BBICTYMAOUIUNA yToJ, pe6po; rpebeHb; OKOJIb;
JHTA3HC.

4. Match the words and their definitions.

1. pronaos [prav'neins] a. is a decoration just under the
roof of a building

2. metope b. a sharp edge formed by the meet-
ing of two flat or curved surfaces

3. arris c. arounded moulding below an
abacus on a Doric or lonic capital

4. frieze d. a main beam resting across the
tops of columns

5. echinus e. a plain, smooth stone section be-
tween triglyphs

6. architrave f. a vestibule at the front of a classi-
cal temple, enclosed by a portico
and projecting side walls

5. Fill in the text with the words from the box. Retell it in English.

architecture; annulets; traces; popular; terracotta; taenia; back-
ground; furniture; effect; motifs; impression; elements; large
scale; small scale; order; volute capitals

Greek (apxuTtekTypa) made ample use of paint. Most of this has
disappeared today, with the exception of some underground tombs,
but (cnenbr) remain, better preserved on (TeppakoTTa) members
than on stone. Colors used were blues, reds, greens, blacks, and yel-
lows; red and blue were (monyJsisipasi) on stone, red and black on
(TeppakoTta). In the Doric order, for example, (3aBUTKH ) were usu-
ally blue and red, the (y3kas noJyiocka) was red, regular blue, guttae
unpainted, triglyphs blue, (on) of carved metopes red, the (¢pon) to
pedimental sculpture blue, and so on. The whole (a¢pdekTt) was
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much more varied than the (Bneuyatsienue) we get now. The decora-
tive (asmemeHnTnl) of the "lonic" order are drawn from the Eastern
vocabulary. In the Near East, these (ocHoBHBIe Tembl) had appeared
at a (mesikuii Mmacuita6) in wood and bronze, elaborating, for exam-
ple, (Me6enib). Where they had appeared on a (kpynHbIi MacuiTa6),
in Phoenician (cnupanbHbie kanuTtenu), they had not belonged to
any coherent (opzep).

6. Find the definitions for the following terms in the text and
dictionaries.

Guttae; arris; palmette; triglyphs; pediment; molding; fasciae;
pseudo-dipteral; architrave; entasis; flutes; terracotta; annulets;
frieze; echinus; centaurs; acanthus.

7. Translate the following text into Russian. Discuss the text in
the dialogue.

Developments in Doric building throughout the century culmi-
nate in the Doric Temple of Aphaia on the island of Aegina. The plan
has six columns on the facade, with twelve showing on the flank,
columned porches front and back, and a columned cella. The temple
is accordingly less elongated, and there are Doric refinements. Col-
umns lean inward slightly, and corner columns are thicker than oth-
ers. Strictly applied numerical ratios govern the heights of members
of the elevation. As a rule, architects aligned the triglyphs of the
frieze with the centers of the columns below, thus preserving the
upward visual thrust of the columns. But they faced a problem at
the corners of buildings. When they pushed the end triglyphs to the
corner to avoid having half-metopes there, they were left with elon-
gated metopes in the frieze between the corner and adjacent col-
umns. The solution was to narrow the space between the corner
columns and adjacent columns, thus contracting the whole corner.
This Doric refinement is known as angle contraction.

8. Expand on the following.

Temple of Athena at Smyrna; Temple of Hera at Olympia; Doric
Temple of Aphaia; Sanctuary of Hera at Samos; the Temple of Arte-
mis on the island of Corcyra; Parthenon.
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9. Translate the following the text into English.

Xpam Adunbl Adaiin Ha ocTpoBe IrvuHa (Aegina) - 3TO JopuUye-
CKHUH NepUITep, a UMEHHO: XpaM C LieJIJIOH, OKpPYKEHHOH KOJIOHHA-
JI0M I0pHUYecKoro opzepa, B KOTOPOH 3aK/04YeHa rapMOHUYHOCTh
3TOro NaMsATHUKA. Ero KOJIOHHBI MOXKHO CPaBHUTbB CO CKYJIBIITYPOH.
ApXUTEKTOp MOJAXOAUJ K KOJIOHHE KaK K cTaTye. OH BbIIEJsAI «T0-
JIOBY» (KamMTeJsb), CKJIAJKU OJeX/bl (KaHHEJIOPbI), OKUBJSSA ee
6siaroZiapsi dHTa3ucCy. B pesysnbTaTe Bcs KOJIOHHAZA NepUITEpa
BOCIIPUHHUMAETCS] KaK CKyJbITypHas rajepesi, B KOTOPOH CTOST
KYpOChI IIMPOKO PaclpoCTpaHeHHble B apXaWiecKU W KJacchye-
CKMH Nepuo/ibl pa3BUTHUSA JApeBHerpeyeckoro Hckyccra. CpaBHe-
HUE KyPOCOB U JJOPUYECKUX KOJIOHH MO3BOJISIET IOHSATh U3MEHEHUS
NpoNopuUUN MpU Mepexoje OT apxaudyeckoro BpemeHnu (VII-VI BB.
J10 H. 3.) K KJ1accuiyeckoMy nepuofy (V Bek 10 H. 3.). CaMble peBHUE
KYpOChbI MyCKYJUCThI U rpy6bl. K koH1y VI Beka, mponopuuu Kypo-
COB M3MEHSIOTCS, NPUGIMKAACh K UJealy eBpONeHCKON KJIaCCUKH.
OnHaKO JOCTHXKEeHHUeE Hjiealla IPUBOJUT K pa3pyLUIeHHI0 FTapMOHUY,
06yCJI0BUBLIEMY MOSIBJIEHUIO K KOHLY V BeKa JI0 H. 3. YTOHUEHHBbIX
NponopLUi Tesla CTaTyH, KOJOHHBI, XpaMa. Ho noka aTa BbIcuias
TOYKa He JOCTUTHYTAa, MOXKHO MOHATb KPacoTy, LapsLyl0 B xpame
Adunbl Adaitu Ha ocTpoBe ITHHA.

10. Summarize the Text orally or in writing.
11. Write an essay on one of the topics.
1. The features of the Doric order and the lonic order.

2. The temples of the Corinthian order.
3. The peculiarities of the Temple of Apollo.
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Unit 2
VASE PAINTING

PRE-READING TASKS
1. Learn the following words and word combinations.

alabaster - ayraBacTp JipeBHe-
rpey. cocy/ it parolieHHOro
apoMaTHOro Macja

bellying - BeImyk/J10CTB
black-figure vases - yepHou-
rypHas KepaMHKa

body ['bodi] - Tysi0BO Baskl
burn [b3:n] - 06xur

calf [ka:f] - ukpa (Horm)

censer ['sen(t)sa] — KypuJbHULIA
chignon ['[i:njon] - my4ok BoJsioc
clay; clay pot - rmuHAHBIA
rOpIIOK

clutter ['klata] 1. 6ecriopsAagoK,
xaoc. Syn: mess, disorder

soil - rimMHKCTas no4yBa; a lump
of clay - kycoxk riuHbI; to be
made of clay - 6bITb
C/leJIaHHBIM M3 TJIMHBI; to mod-
el in clay - ienuTh U3 rJIUHBI
clutter ['klata] — xaoc Syn: mess
craftsman ['kra:ftsman] -men -
MacTep, peMecJIeHHUK

deft [deft] - 1OBKUH, HCKYCHBIH,
yMeJIbli; IPOBOPHBIH, IO-
JBWXKHBIH,

diadem ['daradem] - guagema,
BeHel|; KOpOoHa

dilute [dar'lu:t] v — pazBoauTh
(xpacky)

dough [dau] - rycTas Mmacca
dreg [dreg] - HeGoJbILIOM OCTa-
TOK

lip - xpaii (s1r060r0 cocyna)

lip of the jug - HocuK KyBIIMHA
lithe [la10] - rubKui, HOJATIMBBINA
malleable ['maeliabl] - nogatiu-
BBIW; MATKWM, NOCAYUIHBIN. Syn:
plastic

menander [mi1'eendaz] - MeaH/-
pPOBBIM OpHAMEHT

metal tool - MeTa/TMYeCKUI
CTUJIb

meticulous [ma'tikjalas] - Tia-
TeJIbHbIN

moribund ['moriband] -
ycTapeBamInui overlap
[ouva'leep] - yacTu4HO nepe-
KpbIBaTh

paired ['pead] - napHbIl, cABO-
€HHbIHI

pendant ['‘pendant] - mapHbI#i
pelike ['peliki] (pelikai
['pelikal]) - mupokoropsaas am-
dopa

pitcher ['pra] - kyBmuH

pleats [pli:ts] - cknaaku (Ha mia-
The)

pot [pot] - ropuIok, KOTeJoK
potter ['pota] - roHyap; ropiey-
HUK

pottery ['pot(a)ri] - roHuapHs
red-figure vases - kpacHouryp-
Hag KepaMHKa

repertory ['repat(a)ri] — pemnep-
Tyap
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foot [fut] - HoxkKa cocyna sakkos (net) — ceTuaTblil y60p
frame [freim] v - 06paMsTh salient ['seiliont] adj. - apku#
glean [gli:n] - TiaTesbHO OA- |saltire ['saltaia] - onosiceiBato-

oupaThb IIM# serene [s1'ri:n] - 6e3Ms-
glossy ['glosi] - rnagkui, TEXHBIN

handles ['haendl] - pyuku co- |shoulder ['[sulda] - BeicTyn Ba3sl
cyaa slip - xxuaKas nojaT/MBas rjvHa
hydria ['haidria] - xuapusa (co- |spout [spaut] - ropJibIIKO CO-
cyn) cyAa

hinder ['hinda] - MemaTh, npe- |square [skweaz] - KBaapaThl,
NSATCTBOBATH KJIETOYKHU

impurity [1m'pjuarati] - 3a- stale — yTpaTHUBIINN HOBU3HY
rpsi3HeHUEe surmounted [sa'mauntid] -

incense burner - KypuJbHUI]A |yBEHYaHHbIH
incision [1n's13(a)n] - 6opo3aka |tensile ['ten(t)sail]; tensile
knead [ni:d] - MmecuTs ( r1MHY) |Strength - mpoYyHOCTb Ha pacTs-

ladle ['lerdl] - koBI, yepmnak KeHUe
leather ['leda] - koxka (BbIZe- | thymiaterion - KypuabHHIA
JIaHHas ) wheel [wi:l] - roHYapHBI¥ KpyT

2. Answer the following questions.
1. What is the most popular vase painting style?
2. How were pitchers, jugs, jars and bowels decorated?
3. Did vase painting change in the course of time?

3. Make sure you know how to pronounce the following.

Achilles [9'kili:z]; Ajax ['erdgeeks]; amphora ['eemf(a)ra]; Atheni-
an [2'Oi:nian]; contour ['kontua]; bell crater ['bell kreits]; calyx
crater ['keiliks'kreita]; contour ['kontusa]; Corinth ['kormn6]; Cyrene
[sar'rini]; Etruria [r'trusria]; Etruscan [r'trasken]; Hermes
['h3:mi:z]; hydria ['haidria]; kylix ['kailiks]; pyxis ['piksis]; minia-
ture ['minata]; Nike ['naiki]; pelike['peliki]; silhouette [silu'et];
technique [tek'ni:k]; vase [va:z]; volute crater [va'lu:t krerta]; spiral
['sparer(d)l];column  crater  ['kolom  kreita];  gorgoneion
[.go:ga'naran].
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4. Translate the following into Russian.

Decorating clay vases seldom called for high art, though some of
the artists so occupied were consummate draughtsmen. Their
wares were not expensive (a day's wage for a decent small vase) but
some specialist production, first in Corinth and later in Athens, won
markets all over and beyond the Greek world. It was not quite as
novel everywhere, and regional schools in Greece are busy through
much of the 6th century, but Athenian potters won rich markets in
Etruria and the Western Greek colonies, and held them until local
competition in South Italy provided a real alternative. What attract-
ed must have been the quality of the potting, with its fine black gloss
paint, and the narrative entertainment of the figure decoration. By
the end of the 7th century, the Athenian vase painter had adopted
wholeheartedly the black-figure technique, which had already been
practised at Corinth for a century. With it came also the animal
frieze style of Corinth, and for a generation or more the greater part
of Athens' vases is covered with rows of animals - lions, goats,
boars, sphinxes.

5. Make up questions covering the main points of the text given
in ex. 4, ask your classmate to answer them.

6.Read and learn the following. Say which vessel would you
prefer and why?

1. Amphora, a tall ancient Greek or Roman jar or jug with two
handles and a narrow neck, and pelike, a wide-mouthed amphora
with a broad base were used for holding wine or water. For long
term storage were used larger jars called pithoi.

2. Hydria, an ancient Greek pitcher with three handles, was used
for water that was to be mixed with wine but not for fetching water
from the fountain-house or a well. Oinochoe or Jug was used for car-
rying water.

3. Bell crater, volute crater, column crater, calyx crater are vari-
ous types of ‘mixing bowls’ in which water and wine were mixed in
agreed proportions to be served in the cups though the usage of a
jug or oinochoe. Stamnos was designed to be used with a ladle or
dipper.

4. Kylix, an ancient Greek cup with a shallow bowl and a tall
stem, kantharos, skyphos are the bowls used for drinking from. The
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kylix was designed for playing kottabos, where the dregs of the
wine would be expertly flicked at a target, or another player. The
kantharos is based on metal versions. The skyphos is often huge - a
cup for the serious drinker.

5. Alabastron, lekuthoi, aryballos were used for oil. The arybal-
los was used for carrying around one's daily supply of oil - attached
to the belt.

6. The panathenaic amphora was a prize of a winner of the Pan-
athenian Games which were held in August each year. The prize was
the olive oil the amphora contained - but there is evidence that
winners treasured the vases themselves as well. On one side of the
amphora Athena was painted. On the other side of it the event was
depicted. The amphora had small handles and a narrow base.

7. Read the following text.
TEXT

The black figure technique of vase painting was invented in Cor-
inth in the years around 700 BCE. It involves painting figures in
black silhouette, incising all linear detail so that the pale clay shows
through the black, and adding, if required, touches of red and white
paint, all applied before the vase was fired. It was a revolutionary
method of decoration for pottery. Hitherto Iron Age Greece had
known only the Geometric style with its angular silhouette figures
of men and animals, rarely admitting any detail in outline drawing.
This was a style practised best in Athens and not unknown else-
where, but it may well be that the Corinthian artist's virtual absten-
tion from Geometric figure drawing made it easier for him to evolve
the new technique, probably under the influence of imported east-
ern ivories and metal work with incised decoration, and with it to
accept new figure conventions and a new Orientalizing repertory of
subjects. It was Corinthians, then, who developed the technique
through the seventh century on vases dominated by animal friezes,
with occasional myth scenes, in the meticulous miniaturist style of
the Protocorinthian series. Athenian painters, meanwhile, on the
vases we know as Protoattic, preferred silhouette and outline
drawn figures, often executed on large pots, sometimes adding
white and very rarely incising detail. But by about 630 BCE Athenian
artists were beginning to use the black figure technique for all the
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figure work on their vases, and in the last decades in the century
they used it for the filling ornament as well. 'Athenian Black Figure'
had begun and in the course of the following hundred and fifty years
it effectively won the markets of the Greek world.

Many of the finest Greek vases are preserved because they found
their way to Etruria, whose inhabitants prized them highly and bur-
ied them in the tombs of the dead. One of the most ambitious sixth-
century vases, known as the Francois Vase, of about 570 BCE was
found in an Etruscan tomb in central Italy. It is a krater, a type of
vase intended for mixing water and wine, the customary Greek bev-
erage, and was proudly signed by the painter Kleitias and the potter
Ergotimos. The grand, volute-shaped handles grow like plants out of
the body of the vase before curling over to rest upon its lip. The vase
is still divided into friezes, but geometric ornament has been re-
duced to a single row of sharp rays above its foot; the handles are
decorated with palmettoes. The other friezes are devoted to a lively
narration of incidents from the stories of the heroes Theseus and
Achilles. The figures still show the tiny waists, knees, and ankles and
the full calves, and chests that are standard in the Geometric style,
but they now move with a vigor similar to that of the sculptures on
the Corfu pediment, and both men and animals have begun to over-
lap in depth in a manner foreshadowing the deployment of figures
in the frieze of the Treasury of the Siphnians.

One of the most delightful of all Archaic vase paintings is on the
interior of a kylix, or wine cup, painted by Exekias about 540 BCE
Dionysos, god of wine, reclines in a ship from whose mast he had
caused a grape-laden vine to spring in order to terrify some pirates
who had captured him and whom he then transformed into dol-
phins. The almost dizzying effect of the free, circular composition is,
appropriately enough, not unusual in decorations for the insides of
wine cups. In this case the feeling of movement is heightened by the
bellying sail and by the seven dolphins circling hopelessly about the
vessel, the entire scene, with all its suggestions of wind and sea, is
carried off without the actual depiction of even a single wave.

Present-day knowledge and understanding of vases is based on
a multiplicity of studies devoted roughly to the three topics which
are style, decoration and shape. From the beginning scholarly inter-
est in the vases was directed to the mythological content of the fig-
ure scenes upon them. This interest has remained strong and the
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study has yielded important new evidence about the development
of myth, details and variations in various stories, otherwise record-
ed only in texts which are often far later in date, and a proving
ground for theories about the development of iconographic and
narrative conventions in Greek art.

The shape of the vases appealed from the start to the Neo-
Classicist. The modern student is more concerned with function and
with the study of shape and proportion which can reveal the identi-
ty of individual potters and workshops, or can give a criterion for
dating which is independent of decoration. These studies are new,
and basically 'archaeological’, supported by the rare potter signa-
tures. The study of style, especially of the individual painter's style,
was slow to develop although painters' signatures were read and
collected. By the end of the 20th century the attribution of unsigned
vases began to occupy scholars, to put order into the study of their
painters.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What was a revolutionary method of pottery decoration?

2. What did the new method involve?

3. In what way did the Corinthian and Athenian vase painting
differ? What are the parts of a vase?

4. What is the Francois Vase noted for?

5. What are the difference between a krater and a kylix?

6. Why are the vases in the focus of study at present?

2. Give Russian equivalents for the following.

The black figure technique; vase painting; painting figures in
black silhouette; to incise all linear detail; the pale clay shows
through the black; a revolutionary method; myth scenes; angular
silhouette figures; incised decoration; a style practised in Athens;
Geometric figure drawing; eastern ivories and metal work; meticu-
lous miniaturist style; volute-shaped handles; plants grow out of the
body of the vase; the deployment of figures in the frieze; to recline
in a ship; the bellying sail; the dolphins circling about the vessel; the
actual depiction of a single wave.
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3. Give English equivalents for the following.

TynoBo Basbl; TOPJBIIIKO COCYJd; TeXHUKA 4YepHOH QUIyphl;
pocnuch Bas; HaCeYKH; BbIpe3aTh Bce JIMHEHHbIe JleTald; GUMHUaM;
HOBAaTOPCKUI MeTO/j; TeOMeTPUUYECKUI CTUJIb; YTJIOBATbIE CUIYSThI
buryp; KypubHHULQ; HaHeCeHWe reoMeTpHUYeCKUX (QUIYp; CJIOHO-
Basg KOCTb M MeTa/sloo6paboTKa; pe3aHas OTJesKa; MUPUYECKUe
ClleHbl; PYYKH B cl)opMe BOJIIOT; HOCHK KYBIIHMHA; PY4YKHU YKpallleHbI
najJjbMeTTaMU; pacnoJioxkeHue GUryp; 4epHopuUrypHas KepaMuKa;
KpacHOQUTYpPHAsA KepaMHKa; Ba30IHCh.

4., Match the words and their definitions.

1. hydria a. is a jar made of glass or pottery, used
for holding cut flowers

2.recline b.is the outline of a face as it is seen from
the side

3. silhouette c. a large container made of clay is round

in shape and have a narrow neck and
two handles shaped like ears

4. pitcher d. something is the outline that it has,
which often helps you to recognize it

5.vase e. you lie with the upper part of your
body supported at an angle

6. profile d. n ancient Greek jug with three handles

5. Give the definition of the following terms.

Pottery; krateramphora; bell crater; volute crater; column
crater; calyx crater; kylix; hydria; skyphos; akabastron; lekuthoi;
aryballos; kylix-krater; red-figure/black-figure vases; geometric
style; meander.

6. Substitute the Russian words and word combinations by
their English equivalents from the box. Translate the text into
Russian.

gesture; black-figure; body; techniques; garments; figures; incis-
ing; remains; background; line; red-figure; profile contours; wom-
en's faces; emotional states; representation; distinguish; color;
foreshortening; surface; portray
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Around 530 BCE the conventions of (uepHodurypHsbiii) were
becoming stale. Black silhouette, incised detail, added red for hair,
beards, and on (ogexna), added white for (>keHckue snuua) and
limbs, frontal chests and (koHTypsI npodus), frontal eyes in pro-
file faces, emotion shown by (xkect), all began to seem inadequate,
at least for expressing the (Tesio) in realistic motion and in various
(smonmoHanbHbIE cocTOsIHUA). A number of new (MeTozpbl), includ-
ing experiments with a white ground, were tried, of which the
(kpacHodurypHBIN) technique was the most successful. The method
was the reverse of (uepHodurypusiii). The figure now (coxpaHsTb)
the red color of the clay, and it is the (¢poH) that becomes black. Con-
tours of (durypsi) were drawn with a brush on the (moBepxHocTb)
of the pot, inner details were also drawn, and the (¢on) was then
"painted"” black. Contours and salient inner lines were drawn with a
strong (snnHus), which sometimes stands off the (moBepxHocTh),
while details of anatomy and drapery were often drawn with a thin-
ner (simaus), known as a "dilute glaze line," that fired to brown ra-
ther than black. The brush allows greater fluidity to (sinHus), the
instrument used for incising, and obviously made realistic (1306-
pakenue) of the anatomy in motion, of three-quarter views, (yko-
poueHHOCTB), (0oAexaa) in motion, and human emotion and moods
much easier to (n3o6paxkath). Added (uBet) almost disappears;
dress and anatomy now (pa3sindyaTh) males from females.

7. Comment on the following.

The black-figure vases were still being made in the 5th century
but in their last phase they take the second place - except for some
traditional prize vases which perpetuate the old technique (the
Panathenaic amphorae) - the vases painted in the red-figure style.
The background now, and not the figure is painted black, and so the
figures appear in the red of the clay ground. Vase painters discov-
ered that in this case the compositions was more effective and the
figures were more lifelike. At first the change was tentative; some
vases even show red figures on one side, black on the other. Howev-
er, once it was generally accepted, the change was lasting.

8. Put the verbs in the proper form. Give the gist of the text.
It is the anonymous painter who (to paint) pots made by

Andokides, and hence known as the Andokides Painter, who (to
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think) most often of as the inventor of red-figure. He and others (to
demonstrate) their versatility by decorating pots on one side in the
old-fashioned technique and on the other in the new. Such pots (to
call) "bilinguals." Herakles and a sacrificial bull (to appear) on one
side in red-figure and on the other in black-figure. Frequently, how-
ever, the front and the back of the pot (to show) different scenes.
Sometimes different painters (to paint) different sides of the same
pot. By the late sixth century BCE a group of experimentally minded
painters (to follow) the Andokides Painter. They (to know) as the
"Pioneers" because of their daring attempts at new poses and views.
One of them (to call) Euphronios. A panel on one of his kraters (to
show) an apparently serene Herakles wrestling with the giant An-
taios in an uncomfortable pose. One of Antaios's arms (to hang)
limp, and he (to grit) his teeth in pain. Euphronios (to show) awk-
ward postures and emotional states in precisely painted detail and
(to know) for his liking for anatomical detail of bone and muscle,
wrinkle of flesh, and vein. Another of the Pioneers (to call) Eu-
thymides. An amphora by him (to show) older, bearded men at their
revels. Gestures and poses (to be) varied; relief lines and dilute
glaze lines (to explore) the body in motion. The three-quarter view
(to negotiate), even if the twisting back view (to fail). The Pioneers
(to know) one another's work well enough. They (to use) their ri-
vals' names for characters in their scenes. They even (to issue) chal-
lenges: on this amphora Euthymides (to write), "Euphronios never
(to manage) anything like this".

9. Discuss the following passage in a dialogue.

The Nessos Painter was one of the first to use black figure in
Athens. He still painted large funeral vases, and beasts upon them
are massive, precisely and boldly drawn in a manner not matched in
Corinth. And the narrative scenes persist beside the animals on
many vases, generally taking the prior position. The success of this
new style in Athenian black-figure pottery is shown by the way it
penetrates markets hitherto served only by Corinth now on animal
friezes and florals are suppressed to subsidiary positions and the
painter increases his repertory of mythological themes. Even the
gorgoneion which serves to fill many circular fields in cups or on
plates in the 6th century is the product of a mythical adventure, also
shown on vases - Perseus' encounter with the Gorgon-Medusa and
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his removal of her petrifying head. The same head appears often as
an appropriate device on shields. The new dedication to the depic-
tion of myth leads to massive Athenian production, much of it,
it seems, in a lively style for the export market.

New artists set high standards in painting table vases. The
Amasis Painter's lithe figures show an unexpected, vivid humour.
His potter-work is equally individual and it is likely that we have
here to deal with a painter-potter of rare distinction. His contempo-
rary Exekias offers a strong contrast in an almost Classical style
with figures of dignity and presence. The vases these artists deco-
rate are wine- or olive-oil-jars (amphorae), water-jars (hydriae) or
wine-mixing-bowls (craters). On cups we find a more miniaturist
style reminiscent of Protocorinthian. Greek cups generally have two
horizontal side handles. The Corinthian type, with a deep bowl, was
replaced in Athens by varieties with a broad shallow bowl set on
a high splaying stem, like that of a wine-glass.

10. Translate the following text into English.

YepHodurypHasa KepaMHKa, NOABUBIIASACI B MacTepCKUX pe-
MecsieHHUKOB KopuHda, npuiijia Ha CMeHy OpUeHTaIM3UPOBaHHO-
ro CTWJS, B KOTOPOM INpeo6Jiafa/iv »KUBOTHBIe. B yepHOQuUrypHoi
Ba30IMUCH JOMUHUPYIOT U300pakeHUs Jojeld. OCHOBHBIMHU MOTHU-
BaMU ObLIM MUPBI, Pa3LHECTBA, CIoXKeThbl TposiHCKOH BoUHBL. [1po-
CyL1eCTBOBAB C CeJbMOT0 0 CepeJHMHBI IIeCTOro BeKa [0 Halled
3phbl, YepHODUTYPHYIO CMeHUJIa KpacHOQUTypHasi KepaMHUKa.

KpacHodurypHass Ba3onuch MosiBUJIach B TPUJALATBHIX Tojax
IIeCTOr0 BeKa /10 Hallel apbl. AQUHAHUH AHAOKU/, OyAy4H yYeHH-
KOM MacTepa 4epHOQUTypHOH KepaMHKH, 3KCIIepUMEHTHUPOBAJ C
11BeTOM. BMecTo 4yepHOro prcyHka Ha poHe He0O 0¥ KeHHO! IJIMHBI,
Ha 4yepHOM ¢oHe AHKOUJ Hayaja CO3JaBaTb HW300paxkeHUs ecTe-
CTBEHHOrO LiBeTa MaTepuasa. KpacHOQUIrypHBIHA CTH/Ib Ba3onucH
LIMPOKO PacNpoCTpaHUIICA. B 3TOT nepuoj NpoucXoguT OTXOJ, OT
JleTajnsaluu o6pas3oB. Bazonucubl HauuMHaWOT MpodecCHOHATBbHO
WCII0JIb30BaTh NePCIEeKTUBY U JBUKEHHUE, ClIeLINa/IM3UPOBaThCs He
Ha CHOKeTe WU 06pase, a Ha Tule cocynoB. OAHU paboTanu c aM-
dopamuy, apyrue - c yamamu, puanamu, Jekudamu u AuHocamu. Ha
CMeHy KpacHO-YepHbIM COCyJaM OUJIMHIBAM NPUXOAUT HOBas Tex-
HUKa YKpalleHus1 u3zenui. Tenepb QoH JesiaeTcsl He YepPHBbIM WU
HaTypaJIbHbIM, a 6eJbIM.
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11. Summarize the Text in 100 words in writing.

12. Make a presentation on the vases you like.

SUPPLEMENTARY READING

1. Read and translate the text. Discuss it in a dialogue in class.

The history of Greek painting is traced to the decorative figures
upon the vases. The first ware - dating before the seventh century
BCE - seems free from oriental influences in its designs. The vase is
reddish, the decoration is in tiers, bands, or zig-zags, usually in
black or brown, without the human figure. The second kind of ware
dates from about the middle of the seventh century. It shows mean-
der, wave, and other designs, and is called the "geometrical" style.
Later on animals, rosettes, and vegetation appear that show Assyri-
an influence. The decoration is profuse and the rude human figure
subordinate to it. The design is in black or dark-brown, on a cream-
colored slip. The third kind of ware is the archaic or "strong" style. It
dates from 500 BCE to the Peloponnesian Wars, and is marked by
black figures upon a yellow or red ground. White and purple are
also used to define flesh, hair, and white objects. The figure is stiff,
the action awkward, the composition is freer than before, but still
conventional. The subjects are the gods, demi-gods, and heroes in
scenes from their lives and adventures. The fourth kind of ware
dates down into the Hellenistic age and shows red figures sur-
rounded by a black ground. The figure, the drawing, the composi-
tion are better than at any other period and suggest a high excel-
lence in other forms of Greek painting. After Alexander, vase
painting seems to have shared the fate of wall and panel painting.
There was a striving for effect, with ornateness and extravagance,
and finally the art passed out entirely. There was an establishment
founded in Southern Italy which imitated the Greek and produced
the Apulian ware, but the Romans gave little encouragement to vase
painting, and about 65 BCE it disappeared. Almost all the museums
of the world have collections of Greek vases. The British, Berlin, and
Paris collections are perhaps as complete as any.

2. Write a composition on one of the topics.
1. The climax of Greek vase painting.
2. Kleitias’s compositions.
3. The narrative themes of Amasis Painter and Exekias.
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Unit 3
CLASSICAL ARCHITECTURE AND SCULPTUR

PRE-READING TASKS
1. Learn the following words and word combinations.

akroter [2'krauta] - akpoTe-
pUii; OpHAMEHT Ha Maparnert-
HOU CTeHKe; HeOOJIbIIIOH Nbe-
JlecTaJl ijil CTaTyu

alighting [a'lartm] - npuzem-
JieHWe, CHIDKeHHYe, BbICa/IKa Ha
Geper

billow ['bilau] - B3gbIMaTbCst
caryatid [ keerr'atid] - kapua-
TUAA

commensurability - npomnop-
[[MOHAJBHOCTD

commission [ke'mif(a)n] - ge-
JIaTh 3aKa3

contracted [kon'traektid] -
CKaTbli; COKpaléHHbIN
drapery ['dreipari] - gpanu-
pOBKa

execution [eksr'kju:[(a)n ] -
UCIIOJIHEHHU e XYI0XKHUKOM
fillet ['filit] - noBsi3ka; JieHTa,
CKPEeIISIONast BOJIOCHI
flamboyant [flaem'boront] -
W30THYTHIH, JIaMeHeIun
fold [fauld] - cknagka, crub,
W3TU0

halt [ho:lt] - ocTanoBKa; mpe-
KpalieHue

high relief ['hairt'li:f] - rope-
Jnbed

homage ['homids] - mouuTa-
Hue; to pay homage to - oka-

patron ['peitr(a)n] - nokpoBu-
Tesb

pedimental [pedi'ment(a)l] -
GpPOHTOHHBIN

poise [po1z] - paBHOBecue
powder magazine - mopoxoBoi
CKJIa/Jl, morpe6

quadrennial [kwo'drenral] -
IPOUCXOAALMH OUH pa3 B
4yeTblpe roja

rake cornice — pOHTOHHBIN Kap-
HU3

replica ['replika] - TouHas konus
rush - crpeMuTesIbHOE ABUKEHHE
Severe Style — cTporui cTuib
sinew ['sinju:] - cyxoxuiaue; my-
CKYJIaTypa; CUJIa, MOILb
stonecutter ['stounkata] - kame-
HOTEC

strut - cToiika, pacnopka
sublime [sa'blaim] - coBepien-
HbII

supervision [su:pa'viz(a)n] -
HaJ;30p

survive [sa'varv] - coxpaHATbCA
tilt - HaKJIOH; HAKJIOHATH
trajectory [tra'dzekt(a)ri] - Tpa-
eKTOopUs

tranquil ['treenkwil — cmokoiHBIH,
ypaBHOBEIEHHBIH;

transfigure [treen(t)s'figa] - Bu-
JIOU3MEeHSATh, TPaHCPOPMUPOBATh
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3bIBaTh MOYTEHHE treasury ['traz(a)ri] -

hovering - napsmui noyaér COKPOBHIIHULA

illustrious [1'lastrias] - mpo-  |vehicle ['vi:ikl] - 31. cpeacTBO
CJIaBJIEHHbIH, 3HAMEHUThIN vigorously ['vig(a)rasli] -

image ['tmid3] - u3BasiHuUe, 3HEPTUYHO

cTaTys. Syn: statue vow [vau] - k/15TBa, 06eT; to be
intricate ['intrikat] - 3ambic- |under a vow - ObITh CBSI3aHHBIM
JloBaThIH. Syn: tangled KJIATBOM; to break / violate a
laterally ['laet(a)r(a)li] - c6oKy | vow — HapymaTh KJIATBY; to keep
marble ['ma:bl] - Mpamop one's VOw - cJiep>aTh KJISATBY; to
minute [mar'nju:t] - mMesb- make / take a vow - gaTb KJIATBY
Yanuuuu

2. Answer the following questions.
1. What is the High Classical period noted for?
2. What is implied under the sublime style of the Age of Pericles?
3. What are the most illustrious sculptors of the High Classical
period?

3. Make sure you know how to pronounce the following.

Pericles ['perikliiz]; Pausanias [po:'seinias]; Achilles [9'kili:z];
Erechtheum [1'rekB1am]; Phidias ['fidias]; Nike ['naiki]; Parthenon
[pa:@moen]; muscles ['maslz]; caryatid [keerr'zetid]; rhythm
[T18(s)m]; Hermes ['h3:mi:z]; axis ['aeksis]; torso ['to:sau]; balus-
trade [baelas'treid]; Julius ['dzu:lias]; sinew ['sinju:]; Attica ['eetika];
tranquil ['treeykwil]; Archaic [a:'kenk]; Myron ['mai(a)ran]; flam-
boyant [fleem'boiant].

4. Translate the following into Russian.

Pericles brought Athens to her new political hegemony, and it
was Pericles who commissioned the monuments for which Athens
is eternally renowned. And, with the inevitablity of an Athenian
tragedy, it was the long war begun by Pericles that brought about
the defeat of Athens in 404 BCE and the end of her political power.
Had Pericles not died in 429 BCE the end might well have been dif-
ferent. Nevertheless, in some twenty years Pericles and the great
architects and sculptors created the monuments that have been the
envy of the civilized world ever since. The sublime style of the Age
of Pericles, a Transitional period, was in many respects never

75



equaled; it can be paralleled only by the even briefer period of the
early sixteenth century in central Italy, the High Renaissance, also
dominated and inspired by a single political genius, Pope Julius II. It
is instructive to remember that with Egypt and Sumeria we thought
in millennia and with Archaic Greece in centuries, while with Classi-
cal Greece we must think in decades.

5. Comment on the following.

The Transitional period, with its mature Doric architecture and
its Severe Style sculpture, is sometimes called the Early Classical,
preceding as it does the High Classical of the second half of the cen-
tury. The High Classical period is known for the new buildings put
up on the Acropolis at Athens, with their sophisticated architecture
and rich sculptural decoration. Athens, of course, is not the whole of
Greece, but it was the most creative center of cultural activity.

6. Read the following text.
TEXT

The most reliable index to sculpture of the High Classical peri-
od is the sculpture from the Parthenon. There are pedimental fig-
ures with the new, deeply carved and revealing drapery which are
designed to show a graduated response, physical and psychologi-
cal, to the events at the center. There are metopes with sometimes
flamboyant compositions and sometimes still Severe Style theatri-
cal expressions. And there is a frieze, with its varied rhythms and
its mastery of figures, which display great variety of pose, gesture,
dress, and hairdo, as well as typically expressionless heads. For the
standing female type, the caryatids of the Erechtheum are also ex-
emplary. Yet the many bases for freestanding statues that are now
lost reveal how limited our overall perception is. The favored ma-
terial was bronze, and while Roman copies give an idea of some
aspects (such as the posture, gesture, and expression) of these
originals, only the bronzes from Greece suggest the power and
brilliance of the many bronze freestanding figures of the High
Classical time. In the absence of the originals, we are forced to turn
to Roman copyists and commentators.

The most illustrious sculptor of the period, alongside Phidias,
was Polykleitos. As well as practicing sculpture, Polykleitos wrote a
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book called The Kanon, which investigated the ideal proportions of
the standing male figure. These proportions were thought to de-
pend on the "symmetria" (commensurability) of the various parts of
the body. Polykleitos is said to have made a statue to exemplify his
"kanon." More than fifty copies of this bronze, the Doryphoros
(Spear Carrier), have survived and are easily recognizable. The lit-
erary sources do not reveal the identity of this figure, but many
these days incline to the view that it is a representation of Achilles.
The "doru” (spear) after all was a mighty, heroic, war weapon, and
Achilles is seen on a contemporary vase with just such a heavy
spear. The original was made about 440 BCE. The figure vigorously
explores the reaction of the body to the weight leg/free leg pose.
The free leg is placed both laterally and behind, the heel raised off
the ground. This has been called the "walking stance," and motion
forward is evidently implied by the balanced figure. Is he standing
still or walking? The horizontal axis through the hips tilts as the free
leg is withdrawn, and contracted muscles set the torso in motion.
The head turns to the same side as the firmly planted weight leg and
holds the figure still. The expression is the distanced, tranquil High
Classical look, seen in many figures of the Parthenon frieze. The tree
trunk and the supportive strut are the contributions of the Roman
marble copyist. These would not have been necessary when the
statue was a bronze.

Throughout the body, tensed forms balance relaxed ones. Read-
ing the statue vertically, relaxed right arm with weight leg balances
tensed left arm (originally holding the spear) with free leg; reading
horizontally, weight leg and free leg balance free arm and tensed
arm. The term contrapposto is often used to describe this pose of
poise and counterpoise in spatial freedom. Realism of bone and
muscle, sinew and vein, and hair and flesh of this athletic figure is
integrated into a concept of the ideal, which is dependent somehow
on a system of mathematical proportions. Thus, a figure that repre-
sents the ideal is the most real.

The ambiguity of whether the Doryphoros is walking or stand-
ing still is matched by the ambiguity of whether he is more real or
ideal. Polykleitos continued Greek sculptors' quest for idealized
male beauty. He was inspired by the belief that human minds could
grasp the nature of divinity, and that the gods were anthropo-
morphic. Nudity seems to have been a key element in sculptors’
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attempts at the representation of perfection. The nude male became
the model for every male Greek aspiration: for military and athletic
excellence, civic responsibility, and for immortality. Polykleitos evi-
dently strove for perfected images that could represent either gods
or men. Another work by Polykleitos was the Diadoumenos (the
youth binding a fillet round his hair), again recognizable in Roman
marble copies of the original bronze. The posture and shape of the
head are close to those of the Doryphoros. The more aggressive turn
of the head and more plastic treatment of the hair may suggest that
the original of the Diadoumenos was a later work, perhaps of about
430 BCE.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What is the most reliable index to sculpture of the High Classi-
cal period?

2. What do the figures of the Parthenon frieze display?

3. What did Polykleitos investigate in his called The Kanon inves-
tigate?

4. How is the Doryphoros’ "walking stance" represented?

5. What is the term contrapposto used to describe?

6. How is the Diadoumenos represented?

2. Give Russian equivalents for the following phrases.

Pedimental figures; flamboyant compositions; mastery of fig-
ures; freestanding statues; to bind a fillet round one’s hair; overall
perception; illustrious sculptor; ideal proportions; this pose of
poise; a representation of Achilles; a triangular pillar; the horizontal
axis; to set the torso in motion; contracted muscles; weight leg; the
Parthenon frieze; realism of bone and muscle, sinew and vein; to
bind a fillet; marble copies; original bronze; seated figures; to come
to a halt; the cult statue.

3. Give English equivalents for the following phrases.

CypoBbIi CTW/b; KapuaTHAbl IJpexTeloHa; pasHOOOpa3Hble
PUTMBI; OTAEJbHO CTOSILIME CTaTyd; OaIICTpaZa BOKPYr Xpama;
NPOCJIaBJEHHbIN CKYJIBIITOP; KyJIbTOBAsl CTaTys; NapsLasl B MOJIETe;
CUMMETPHUYHBINA PUCYHOK; IPUBECTU TOPC B JBHKEHUH; OPOH30BbIE
OpUTHMHAaJIb; CIOPTUBHAA QUTypa; MaTeMaTH4YeCKUe IPONOPLIHH.

78



4. Match the words and their definitions.

1. sculpture a. a general law, rule, principle, by which
something is judged
2. pillar 6. an asymmetrical arrangement of the

human figure in which the line of the
arms and shoulders contrasts with,
while balancing, those of the hips and

legs

3. canon c. the main part of a human body that
doesn’t include head, arms, and legs

4. balustrade d. a tall vertical structure of stone, wood,
or metal, used as a support for a building

5.torso e is a railing or wall on a balcony or
staircase

6. contrapposto f. artwork made by carving or shaping

stone, wood, clay

5. Fill in the text with the words from the box. Translate the
text into Russian. Give the gist of the text in English.

temple; quadrennial; sculptural; closer spacing; roof tiles; col-
umns; limestone; subtler; sanctuary; slenderer; stylobate; entasis;
plaster

The greatest architectural and (ckysnenTypHbIi) project of the
first half of the fifth century was the Doric (xpam) of Zeus at Olym-
pia, whose construction and decoration may be dated 470-456 BCE
The (xpam) was the principal building of the (cBaTHIMIIE) at Olym-
pia, center of the (mpoucxoasuuil oUH pa3 B YeThIpe rojJja) games
that provided one of the few unifying threads in the chaotic life of
the endemically warring Greek city-states. The (xpam), which has
disappeared but for the (ctusno6at) and the lowest drums of the
(xosroHHBI), has been carefully excavated, and its appearance can be
reconstructed with accuracy. It was built of local (u3BecTHs1K), coat-
ed with a (mrtykatypka) made of marble dust, but the (ckysbnTypa)
and (kpoBesibHas yepenwuia) were of Parian marble. The architect,
Libon of Elis, designed a peristyle six (kosionHb1) wide and thirteen
long. Something of the grandeur of its original appearance may be
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felt in the probably contemporary and somewhat smaller (xpam) of
Hera II at Paestum, despite its more massive proportions and (Tec-
HO pacnoJiokeHHble) of (kosoHHbI) due to local taste. Libon's
(kostoHHBI) are (6oJsiee cTpoiiHbie) and more elegant than any we
have seen so far, and both their (s3nTa3ucsi) and the projection of
their capitals are (6osee usbickanHbli). Both interiors utilized the
double row of superimposed (kosioHHBI) we saw at Aegina.

6. Expand on the following mythical characters.
Achilles; Hermes; Nike; Athena; Aphrodity; Artimese; Apollo.

7. Make a presentation on one of the following artists.
Phidias; Polykleitos; Agorakritos; Myron; Alkamenes; Pausanias.

8. Describe the following statues and buildings.

Doryphoros (Spear Carrier); Diadoumenos; Erechtheum; the
Temple of Nemesis at Rhamnus; the Propylaia; the sanctuary at
Olympia; the Temple of Athena Nike.

9. Translate the text. Give the gist of the text in English.

Personifications of Victory (Nike), posed as if alighting, were of-
ten used as akroteria on the roofs of buildings. On relief panels, they
decorate the balustrade around the Temple of Athena Nike on the
Acropolis at Athens. They also appeared as independent dedica-
tions, an Archaic example of which is the Nike dedicated in the sanc-
tuary on Delos. The Nike made by Paionios, though badly damaged,
survives. The winged female figure stood out against the sky, about
10 m up, atop a triangular pillar. She was shown at the moment of
touching down, still hovering in flight and with wings unfolded. Her
bared limb and breast contrast with the covered parts of her flesh.
Drapery, forced against her body by the rush of her flight, accentu-
ates her anatomy and, billowing out behind, increases the sense of
forward motion about to come to a halt. Missing are her face, part of
the neck, the rest of the drapery swirling around behind, and the
outspread wings. This is, nevertheless, a masterpiece, stylistically
midway between the sculptures of the Parthenon and the "wet" ex-
travagance of the Nike balustrade. Paionios's Nike was dedicated
around 420 BCE to celebrate, as the inscription says, a victory of the
Messenians and Naupaktians.

80



10. Translate the following into English.

MupoH - ckyssntop V B. A0 H. 3. pab6oTas B 6poH3e. Ero riaBHas
3aJjaya 3akJmyasach B 3anedyaT/ieHUe ABWxKeHHUd. s ero «/lucko-
60J1a» XapaKTepHa X0JI0[Hasl KpacoTa JIMHUM ¢urypsl. B Heit MupoH
OTKa3aJ/ICsl OT HeMOABWXHOCTH MOJe/iu. B rpynnoBoii KOMIO3WLIUU
«AduHa u CuneH Mapcuii» MUpOH Nepefasl ABIKEHUS desloBeve-
CKOTrO TeJsia: CIOKOWHO cTosiujast A¢uHa 6pocaeT U306pETEHHYIO IS
Hee QJIeTy, a JIeCHOM JEMOH CTPEMUTCS NoiiMaTh ee, HO AduHa
OCTaHaBJIMBaeT ero. /luHaMuKa ABMKeHUs Tesa Mapcusi noAaBJisieT-
€Sl HEMOJBWKHOCTbIO puUrypbl 60ruHd AduHbl. [1oJUKIET — CKYJIb-
ntop V Beka 10 H. 3., )KUJ1 ¥ paboTtan B Aproce, ApuHax u Idece. OH
co3Jajl MHOTOYUCJEHHbIE H300paKeHHUs1 aTJ/IeTOB-NobGeguTesied B
MpaMope U 6poH3e. [lonMKIeTy B CKy/JbITYypaxX yAaaochb NepefaTb
O0OJIMK HJlea/IM3UPOBAaHHBIX U MYXKECTBEHHbIX BOWHOB-TOILJIUTOB,
YJIEHOB I'PaXKJaHCKOTO omosueHust nosuca. [lonvkietry npuHaje-
XKUT «/lualyMeH» — cTaTysl I0HOIIH, 06BA3bIBAIOIErO I'0JIOBY M10BA3-
Kol mobGeguTesns. [pyrasi TeMa ero TBOpPYeCcTBA - HU300paKeHUs
IOHOLIEH-BOMHOB, BOILJIOTHUBIIUX NPeJCTaBJeHUe 0 J06JeCTH rpax-
JaHuHa. Puaui - 3HaMeHUTBIN CKyJIbOTOp V BeKa /10 H. 3, paboTas B
Adunax, lenpdax u OnuMnuy, NIpUHUMaJl aKTUBHOE y4acTHe B pe-
KOHCTPYKIMHU Akpornosisa B AprHax, oH co3gau A [lapdeHoHa cra-
Tyt0 AQHHBI BBICOTOH IBEHA/[IIAaTh METPOB.

11. Summarize the Text.
12. Write an essay on one of the topics.
1. A concept of the ideal expressed in sculpture.

2. Polykleitos as the most illustrious sculptor of his time.
3. The motion of the High Classical statues.
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Unit 4
HIGH HELLENISTIC SCULPTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

accomplishment
[2'komplifmant] - TBopeHue
agent ['erdz(a)nt] - npeacra-
BUTEJIb, I0BEPEHHOE JIULO0
agora ['aegora] - aropa (ueH-
TpaJibHas 061eCTBEHHAS U
TOproBas IJIOIA/b B ropojax
JpeBHeii I'perun)

allegory ['aeligari] - annero-
pus, cuMBoJI, 3MbJieMa
anguish ['engwif] - my4yeHue,
TOCKa

astounding - U3yMHUTeIbHbIN
anxiety [een(g)'zaiati] - Tpe-
BOra

bays [beiz] - TpaBeu, npsicaa,
HULIU

contorted - cKpy4eHHbIH
dipteral['diptar(a)l] - okpy-
»KEHHBIM JBOMHOM KOJIOHHA-
pifo)7t

depression - yriy6seHue
dwarf [dwo:f] - kap/IMKOBBII
excess [1K'ses, ek-] — uanuiie-
CTBa HEBO3/IEP>KaHHOCTD
exquisite [1k'skwizit ],
[ek'skwizit] - U3bICKaHHBIH,
U3sAHbINA. Syn: graceful
fleshy ['fle[1] -TyuHBbIH

furrow ['farau] - MmopuuHa
gymnasium [dim'nerziam], gym-
nasia - THMHaCTHYECKUH 32T
introverted [intravs:(r)tid] -
MHTPOBEPTUPOBAHHBIN

motive force - ABMKyLIas cuia
prow [prau] - Hoc (cyaHa)
resurgence [r1's3:dzan(t)s] - Bo3-
pOXKAEHNE; BOCCTAaHOBJIEHHE
sagging — NIpoBUCIIYE

shaggy ['[eeg1] - kocMaThIi. Syn:
hairy

stoa ['stoua] - cToa (KpbITast Ko-
JIoHHaja B [lpeBHel ['penuu g
cobpaHuii)

swerlling ['sws:lig] - 3akpyuuBa-
IOLUH; KpYyKEHUE; BUXPEBOU
swollen ['swaulan] - omyxwmui
trumpeter ['trampita] - ropHHUCT
torque [to:K] - kpy4€Hoe meTaJ-
JINYECKOe OXKepeJibe U OpacsieT
transaction [treen'zeek((a)n] -
caeska

vanquish ['vepkwi[] - mobexaaTb
virtuosity [v3:ffu'osati] - BUpTYy-
03HOCTh

visionary ['vi3(a)n(a)ri] - meyTa-
TeJIbHbIA

wheatsheaf - cHom mieHuIbI

2. Answer the following questions.
1. What did the Late Hellenistic period witness?
2. What is the Late Hellenistic period noted for?
3. What are the greatest High Hellenistic sculptors?

82




3. Make sure you know how to pronounce the following.

Praxiteles [prak'sitali:z]; Tyche ['taiki]; Lysippus [lar'sipas]; Ve-
nus ['virnas]; Chios ['kaids]; Hellenistic [heli'nistik((a1))]; Pliny
['plmi]; Socrates ['svkrati:iz]; Laocoon [ler'vkaupn]; Gauls [go:lz];
Orontes [a'ronti:z]; Demosthenes [di'mpsBani:z]; torque [to:k];
Aphrodite [,2efra(a)'daiti]; Orestes [p'restiiz]; agora ['eegars]; spiral
['sparar(9)l]; introverted [mntravs:(r)tid]; trumpeter ['trampita]; Po-
seidon [pa'said(a)n]; Rhodes [raudz]; Dardanelles [da:d(3)'nelz];
Diadochi [dar'adaki]; Miletus [mar'liztas]; Odysseus [2'disias]; Poly-
phemus [polr'fi:mas]; Ptolemies ['tolimi]; Seleucid [sr'lu:sid]; island
['allond]; Pergamum ['p3:rgeaman]; Melos ['mi:los]=Milo ['mailau];
Trojan ['trauds(a)n]; Troy [tro1]; Daphnis ['dafnis].

4. Expand on the following.

The Late Hellenistic phase witnessed a renewed interest in Clas-
sical sculpture. With the Roman conquest of Greece came Roman
enthusiasm for Greek culture, and not least for statuary of the fifth
and fourth centuries BCE. Statues were shipped off to Italy; Roman
patrons commissioned agents to find pieces suitable for their gar-
dens, libraries, and gymnasia. Wealthy Romans came to Greece to
see the sights and to be educated. Less wealthy Romans and Italians
came to Greece and the East to make their fortunes, and the island
of Delos became a center for their activities. Trade of all kinds flour-
ished, and Greek sculptors turned their attention and skills readily
to the Roman market and its taste.

5. Translate the following into Russian.

Distinct schools of sculpture grew up at Athens, at Alexandria,
on the island of Rhodes, and at Pergamon. It is appropriate to begin
with a second-century portrait of Alexander himself, who was the
motive force behind the new era and its art. The head was found at
Pergamon, and it once formed part of a now-lost, larger-than-
lifesize statue of the brilliant young monarch. Although done long
after his death, it is a convincing portrait of the strange hero - part
visionary, part military genius - driven by the wildest ambition,
stranger to no physical or emotional excess, restrained by no moral
standards (he ordered his own nephew executed and murdered his
closest friend in a wild debauch). The rolling eyes, the shaggy hair,
the furrowed brow, the already fleshy and sagging contours of
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cheeks and neck, all betray the character of this astounding man. As
in all sculptures of the Pergamene school, the master - one of the
most gifted sculptors of the time - has maintained a carefully con-
trolled system of exaggerated incisions and depressions in eyes,
mouth, and hair in order to increase light-and-dark contrasts and to
achieve a heightened emotional effect.

6. Read and translate the following text.

TEXT

Diversity in form and psychological presentation, executed in a
realistic manner, is the hallmark of Hellenistic sculpture. The great
variety of types, new and old, of poses and gestures and groups, tak-
en in some instances to the point of caricature, has been explained
by the influence of the new worlds opened up to Greek artists by the
conquests of Alexander. Yet much of what is new in Hellenistic
sculpture was already implicit in the work of the great fourth-
century sculptors - Praxiteles, Skopas, and Lysippos - who had
striven toward realism in portraying human expression. Lysippos's
interest in emphasizing new views of human figures, in mental
states, in surprise, dramatic postures, portraiture, and personifica-
tion became especially influential.

The period may be divided into three chronological phases,
though there is much difficulty in dating. The first phase, down to
about 250 BCE, may be seen as a period of transition, in which revo-
lutionary approaches appear. The High Hellenistic, from around 250
to 150 BCE, is described as "Hellenistic baroque". The period from
around 300-150 BCE was seen by some ancient critics, cited by Pliny
(Natural History), as a dreadful mistake in terms of art. Thus, the
phases of Hellenistic sculpture most admired today seem to have
been least admired by later critics. The Late Hellenistic phase, from
around 150 BCE onward, saw a resurgence of Classicism, which cor-
responded with the Roman conquest of Greece and the shipment of
Greek statues from Greece to Italy. This was now a wholly new age.
Copies, adaptations, and variants of Greek originals proliferated in
answer to the demands of Roman patrons. At the same time, the ba-
roque trend continued vigorously. Pliny himself speaks admiringly of
the Laocoon group, and rich Romans evidently took pleasure in the
use of the Hellenistic baroque style when it suited them.
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As to subject matter, the standing male figure remained in use
for images of gods and for commemorative statuary, and the draped
female figure continued to be popular. Interest in realism produced
true-to-life portraits and images. There were humorous caricatures
of dwarfs, slaves, and hunchbacks - considered in this brutal age to
be amusing - and statues of smiling, almost laughing, children. Per-
sonification and allegory grew in importance. Interest in the theatri-
cally produced statues in their settings: Eros asleep on a rock, or
Nike alighting on the prow of a victorious ship in a water basin on a
hill high above the sea. Interest in emotion produced intense images
of suffering, anguish, pain, brutality, anxiety, or pleasure. The range
of subject matter was enormously wide.

The period of transition in the first half of the third century BCE
saw several innovations, of which the image of Eutychides' Tyche
(Fortune) of Antioch was one. Eutychides, a pupil of Lysippus, made
the statue shortly after the foundation of the city, c 300 BCE. The
original was bronze, of which small-scale copies in marble and other
materials survive. The Tyche appears as a draped female seated on a
rock. She wears a crown, which represents the fortifications of the
city, and in her right hand carries a wheatsheaf, symbolizing the fer-
tility of the land. At her feet swims a youth, who represents the river
Orontes. The personification of the city is new, as is the design,
which offered three principal views in a pyramidal arrangement.

Also new is the posthumous portrait of the Athenian orator De-
mosthenes by Polyeuktos, erected in the Athenian Agora around
280 BCE. For the first time in Greek art the sculptors tried to ex-
press, through portraiture, the mental states, the characters and
recognizable external features of individuals. These distinctions are
sometimes hard for us to grasp as we cannot know what the an-
cients looked like. Portraitists would include such physical features
that would make their subjects recognizable. Earlier portraits con-
centrated on representing their subjects in terms of status and
character, but with sufficient individual features (Socrates' broad
nose) to identify them. These have been termed "role" portraits.

Now Polyeuktos went beyond this in striving to present a recog-
nizable image of Demosthenes that would offer an insight into the
workings of his mind. The original was bronze, but again it is marble
copies that have survived. Demosthenes faces forward with his
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arms lowered and his hands joined in front of him. The pose is hesi-
tant, the composition enclosed, the mood nervous. The shoulders
slump, the head inclines; furrowed brow and downcast eyes all re-
veal Demosthenes' introverted and anxious state of mind. The psy-
chological portrait reveals the personality of the individual both by
the posture, set, and condition of the body, and by the facial expres-
sion. The portrait of Demosthenes is one of the best "psychological
portraits." Others include portraits of philosophers, whose cast of
mind is suggested sometimes by posture, sometimes by facial de-
tails, and sometimes by both. The baroque style of the High Hellen-
istic phase is characterized by dramatic effects, achieved by com-
plex postures, gestures, and groupings, and by the intensity and
variety of emotional representation.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What is the hallmark of Hellenistic sculpture?

2. Into what chronological phases is the Hellenistic period divid-
ed? What statues characterized every period?

3. What is described as "Hellenistic baroque"? Why?

4. What was the subject matter of the sculpted figures?

5. What innovations appeared in the period of transition?

6. What is implied under a psychological portrait? What does it
reveal?

2. Give Russian equivalents for the following phrases.

Diversity in form; the prow of a victorious ship; to strive toward
greater realism; larger-than-lifesize statue; convincing portrait;
moral standards; furrowed brow; portraying human; experience
and expression; true-to-life portraits; small-scale copies in marble;
to present a recognizable image of smb; the composition enclosed;
to reveal the personality of the individual; the facial expression;
dramatic effects; the noble hero; to be carved in the round; the ex-
aggerated musculature of the torso; linear locks and curls; individu-
al features; "role" portraits; a Roman marble copy of a bronze; icon-
ographic precursors.
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3. Give English equivalents for the following phrases.

KoMnosuuua BkJOYaeT; pa3HOOOpasHble THIBI; CKYJbITYpa
3MO0XM 3JIJIMHU3MA; NPa3iHOBaTh N06eay HaJl BparoM; nepcoHudu-
Kalys M alJIeropys; NnepexoAHbld MepruoJ;; HOBAaTOPCKUM MOAXO[;
KpyTJible CKYJbITYPbl; BO3pOXKJAeHHE KJACCUIM3Ma; peajruCTHy-
Hble OPTPETHI; HeGOJIbIINE MPAaMOpPHbIe KONUU; ApanupOBaHHbIE
*KeHCKHe QUTyphl; UHTEPEC K peasu3My; U306pa3uTh OUTBY repoen
Y TUTAHOB; aJTapHbIN GpU3; UHAMBU/YATbHbIE 0COGEHHOCTH.

4., Match the words and their definitions.

1. resurgence a. winding in a continuous and gradually
widening curve, either around a central
point on a flat plane

2. caricature b. a row of columns supporting a roof, an
entablature, or arcade
3. personification c. a picture of a person in which certain

striking characteristics are exaggerated to
create a comic effect

4. stoa ['stou?] d. a classical portico or roofed colonnade

5. colonnade e. an increase or revival after a period of
little activity or popularity

6. spiral f. the representation of an abstract quality

in human form

5. Read and translate the text. Comment on it.

The group of the Gaul and his wife is a Roman marble copy of a
bronze original associated traditionally with the dedications made
by King Attalos [ (241-197 BCE) at Pergamon to celebrate victories
over the Gauls. The defeated Gaul prefers suicide to surrender. He
has already killed his wife in order to prevent her becoming a slave.
The barbarian is portrayed as the noble hero. The group carved in
the round, affords many viewpoints, and effectively contrasts the
vigorous and still vital male body with the female collapsing in
death. Baroque is the twisting posture, the exaggerated musculature
of the torso, and the high drama of the moment. The original may
date to around 220 BCE. Similar in subject and style is the Dying
Gaul, again a Roman marble copy of a bronze made c. 220 BCE at
Pergamon, this time a trumpeter, identified by his instrument lying
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broken on the ground. The slow twist of the torso, the various views
of the limbs, and the careful framing of the wound suggest that the
figure was to be observed from several viewpoints. The shock of
hair brushed back, the untidy mustache, the torque around the neck,
and the hornshaped trumpet find correspondences in descriptions
of Gauls in literary texts.

6. Expand on the following.

The Aphrodite of Melos (Venus de Milo) found on the island of
Melos and now in the Louvre in Paris, was made in the second half
of the second century BCE. She is over-lifesize, and stands with the
left leg sharply forward, bent at the knee and turning. The Praxite-
lean S-curve rises through the body, while the drapery is suggestive-
ly poised. The face is Late Classical in type, as is the anatomy.
Though the proportions are changed and she is higher-waisted than
the Aphrodite of Knidos, the similarity is nonetheless there. The
new proportions, the twisting spiral of the figure between feet and
hips, and the drapery introduce new and distinctly Hellenistic notes,
but the influence of the Classical is clear.

7. Discuss the following text in the dialogue in class.

The twisting pose, swirling drapery, and dramatic setting of the
famous Nike of Samothrace find parallels in the Pergamon altar.
This personification of Victory, a marble original around 8 feet
(2.45 m) in height, harks back to iconographic precursors such as
the Nike by Paionios, and hence enjoys both Classical resonance and
baroque vitality. She is shown landing from flight, wings still out-
spread. Originally she stood in a sanctuary building, open at the
front, on a base in the shape of a ship's prow, suggesting Nike's
guidance of the vessel through perilous seas. This theatrical setting
was enhanced by the location of the sanctuary itself at the top of a
cliff. The body lands heavily, the torso twisted slightly to the right
and upward. A spiral rises in the thick folds between the legs to-
ward and over the right leg, checked and balanced at the hips by
another spiral system moving in the opposite direction around the
left hip. The swirling folds of drapery express the rapidity of move-
ment, while twisting of body and drapery and the theatrical setting
render the Nike a supreme example of Hellenistic baroque.
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8. Make a presentation on one of the statues described
in this Unit.

9. Give the gist of the text.

Less complex in terms of content, but not so in terms of style, is
the Seated Boxer. The realistic representation both suggests a rec-
ognizable type of the period, and deliberately contrasts the reality
of the Hellenistic fighter with the heroic "ideality" of Classical ath-
letes. The broken nose, the swollen ears, the bleeding wounds, and
swelling muscles of torso present a grim reality. With this is con-
trasted the simple pose and the hair and beard tidily arranged in
linear locks and curls, reminiscent of Classical styles. Thus, interest
in aspects of Hellenistic baroque continued, which in figures like the
Seated Boxer were blended with more obviously Classical echoes.
The group known as the Laocoon firmly asserts a continued com-
mitment to the baroque trend. Discovered in Rome in 1506 and
seen by Michelangelo, this group, consisting of Laocoon, his two
sons, and two attacking serpents, has been the subject of much
scholarly debate. The subject is not in doubt: the Trojan priest La-
ocoon was about to warn the Trojans against the wooden horse
when he and his sons were attacked and silenced by Poseidon by
means of the sea serpents. The date of the group has proved contro-
versial. The twisting, contorted figures, the exaggerated anatomy of
Laocoon, the anguished, fearful expressions, and the high drama of
the struggle have helped place the group in many scholars' minds
close to the great frieze of the Pergamon altar.

10. Translate the following into English.

Jnoxa 3JUIMHU3Ma oxBaTuia nepuoy ¢ 330-x rr. 1o H.3. fo 30 r.
H.3. Ecsiu B V B. [10 H. 3. ipeBHerpevecKre CKyJIbIITOPbI U300 paKa-
JI1 6OTOB MOXOXXUMU Ha JIIOJleH, TO B 3M0XY 3JJIMHHU3MA OOTH MpU-
00peTaldT MOHYMEHTaJbHbIM XapaKTep, a JIIOJAU HU300paXKalTCs
0GecrmoMOIIHBIMH. B 3moxy ajsiMHU3Ma HauboJiee MOMyJIsIpHbBI Obl-
JIU IOPTPEThl, MOHYMEHTAaJIbHas IJACTUKA U CKYJbITYpa KaHPO-
BOTO xapakTepa. llleleBpaMyd MOHYMEHTAJbHOMW MJIACTUKH 3MOXH
3JUTMHH3Ma ObIJIM KOJIOCCA/IbHbIE CTAaTYH, MHOTOGUTYPHBIE TPYIIIIbI
Y OTpOMHBIE pesibedHble KOMIO3UIUU Ha MUPOJIOTUYECKHUE TEMbI
U UCTOpHUYECKHEe CI0KeTbl. CAMbIMU 3HAMEHHUTBIMH CKYJIBIITYPHBI-
MU IIKOJIaMH 3MOXH 3JUIMHU3Ma ObLIM NepraMckasi U poJoccKasi.
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[IpuMepaMu TBOpYECTBA MepPraMCKON IIKOJIbI SBJSIOTCA CKYJIbII-
TypHbIe TPYIIbl TA/VIOB, B KOTOPBIX PEAJIMCTHYECKH TepeJlaH UX
BHEIIHWUM O06GJIMK U JlaHa IJIy6oKas MCHUXOoJ0THYecKasi pa3paboTka
xapakTepa. lllegeBpoM pPOAOCCKOM IIKOJIbI OblJa CKYJbITYypHas
rpynna «J/IaokooH u ero cbiHOBbS» (I B. 0 H.3.), U306pakarouas
CMepPTb TPOSHCKOTO Kpela U ero cbiHOBeU oT 3Mell. OHOU U3 ca-
MBIX TPAaHAMO3HBIX CKYJBITYpP 3TOW IIKOJbI cTas Pomocckuii Ko-
Jlocc, paspymieHHas B 220 r. 0 H.3. BO BpeMsl 3eMJIeTpsICEHUS.
KaHpoBas cKyJbNTYypa, KOTOpas Hayajia pa3BUBAThCA B 3TO BpeMs,
HOCWUJIA pa3BJeKaTeJbHBIA XapakTep. B 3TOT mepuoj mosBUJach
caJloBas CKyJbITypa /s yKpalieHus napkoB. CKyJbITOPbI 3JLIH-
HM3Ma HAy4YW/IMCh TepeaaBaThb pas3/iMdHble 3MOIMH, ABW)KEHHs,
CTPOWJIM CJIOXKHbIE KOMIIO3UIIUH, MBITATUCh CO3JaTh CKYJIbITYPhI,
KOTOpPbIe MOXXHO PaCCMaTPUBATh C PA3JIMYHBIX CTOPOH.

11. Summarize the Text orally in writing.
12. Write an essay on one of the topics.
1. Masterpieces of High Hellenistic sculpture.

2. Revolutionary approaches to Hellenistic sculpture.
3. The range of subject matter of Hellenistic sculpture.
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PART V
ROMAN ART

Unit 1
STYLES OF PAINTING

PRE-READING TASKS
1. Learn the following words and word combinations.

aesthetic [i:s'0etik] - acTeTu-
YeCcKuHn

Augustan [2:'gast(s)n] -
OTHOCAIIUICA K PUMCKOMY
uMIlepaTopy ABIYCTY WUJIH €T0
anoxe

attic ['aetik] - ppoHTOH, aTTUK
atrium ['ertrrom] - pl. atria

1) aTpui, aTpuyM (3aKpbIThIA
BHYTPEHHUH IBOPUK B IieH-
Tpe ApeBHEPUMCKOTI0 KUJIH-
1113, Ky/ja BBIXOJAUJIU OCTaJIb-
Hble MIOMeleHHUs1) 2) aTpuyM,
KPBITBIN IBOPUK

border ['bo:da] - 1) n kpaH,
KailiMa, KpoMKa, 2) v 06pam-
JIAATh

cataract ['keet(a)raekt] -
60JIbLIOH BoAONa/,

cistern ['siston] - pesepByap.
Syn: tank, reservoir
consummate [kon'samat ] -
coBepLIeHHBIH. Syn: perfect
corbel ['ko:b(8)l] - cTyneHua-
ThIN BBICTYII, MOSICOK (AeTasb
KJIaJIKU1) ; KApHHU3
earthquake ['3:0kweik] -
3eMJIeTpsiCeHUe

entwine [in'twain] - nepe-
IJ1IeTaTh

luxury ['lakf(a)ry, 'lagz-] - a) 60-
raTCTBO, POCKOIIb 6) mpeaMeT
pockouu

luxurious [lag'3urias] - pockor-
HbIH. Syn: elegant

Minoan [m1'navan] - MuHoiick
pergola ['p3:g(a)la] - 6ecenka,
apKa UJIM KpbITas aJlies U3 Bblo-
LIMXCS pacTeHUN

pier [p12] - muJIsACTp, KOJIOHHA
porphyry ['po:f(a)ri] - nopdup
prolonged [pra'loyd] - npogo-
>KEHHBIN

prim [prim] - cTporuit

punctuate ['papgktfuert] - mepe-
MeXaTbCs

rectilinear [rektr'liia] - npsmo-
JIMHEWHBIN

residual [r1'zidjual] - ocTaTo4HbIN
sketchy painting - acku3Has xu-
BOIIHCH

serenity [s1'reniti] — 6e3MATEX-
HOCTb, CIIOKOMCTBHE

socle ['sokl] - okoJb; MIKMHTYC
spindle ['spindl] - ock, mnuHeb
stance [steen(t)s] - mosa Syn: pose
stucco ['stakau] - wTyKaTypHBIN
rutc. Syn: plaster, parget
superbly [s(j)u:'p3:bli] - pocko-
HO; BEJIMKOJIEITHO; BHYLIUTE/bHO
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equestrian [1I'kwestrian] - surmount [s8'maunt] -

BCa/JHUK eruption yBEHUMBATb

[I'rapf(d)n] = volcanic erup- |terminate ['t3:minert] -
tion — U3BepXkeHUe ByJIKaHA. |3aBepllaThb

fluidity [flu'idati] - mnaBHOCTE |triad ['trateed] - Tpuaga

irradiate [1'reidiert] - ocge- tripartite [ trar'pa:tart] -

11aTh, 03apsATh TPEXCTOPOHHUH, TPOUCTBEHHBIN
hazy ['heizi] - mogépHyThlii |uncanny [an'kaeni]| - cBepxbecTe-
JbIMKOM CTBeHHbIHU. Syn: mysterious
Herculaneum veneer [va'nia] - 06/1M1[0BBIBATh
[[h3:kja'leintam] - I'epkysia- | vinescroll - 3aBUTKU

HYM BUHOTPA/IHOM JIO3bI

2. Answer the following questions.
1. How many Pompeiian Styles are known?
2. When did Pompeiian Styles flourish?
3. Were all the Pompeiian Styles similar?

3. Make sure you know how to pronounce the following.

Pompeii [pom'peri]; Julius Caesar [,d3u:lias 'si:za]; Herculaneum
[h3:kja'lentam]; Nero ['niarau; Vesuvius [vi'su:vias]; centaur
['sento:]; Flavian dynasty ['flervien 'dinasti]; Naples ['neiplz];
porphyry ['po:f(8)ri]; entwine [in'twain]; surmount [sa'maunt];
Corinthian [ka'rm@1an]; Etruscan [r'traskan]; Tigris ['taigris];
Odyssey ['odisi]; Alexandrian [zelig'za:ndrian]; Flora ['floira];
serenity [sr'reniti]; equestrian [1I'’kwestrion]; Dionysus [,dala'naisas];
Sibyl ['sib(d)l]; Thera ['Oiara]; Augustan [o:'gast(s)n]; Minoan
[mr'navan]; Tiber ['taitba]; Sulla ['sala]; Cyclades ['saikladi:z];
pergola ['p3:g(a)la]; volcano [vol'keinau]; Palestrina [pala’striina];
Roman Empire ['rouman 'empaia]; Syracuse ['saiarakju:z]; tholos
['Oolos]; Helios ['hi:lias]; Palatine Hill ['peelstain hil]; luxury
['lakf(a)r1]; luxurious [lag'zurias]; Suetonius [swi:'taunias]; Seneca
['senika]; Mercury ['ms3:kjuri]; Mediterranean [medit(s)'remian];
Phaethon ['feraBon]; Minerva [mi'n3:va]; Leda [li:da]; Diana
[dar'zena]; Medea [mr1'dia].

)

4. Comment on the following.
After 117 CE, the Roman Empire extended from the Tigris River
in Mesopotamia to the site of the Roman wall built by Hadrian
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across Britain, and from the banks of the Elbe to the cataracts of the
Nile. In the first century BCE Gaul, Syria, Egypt, much of Germany
fell into the Roman hands. Given the universal extent of Roman
power, the history of Roman art is really the history of Mediterra-
nean and European art for half a millennium - so rich, so complex,
and so many-sided that only a few of the principal types and histori-
cal phases can be treated careful.

5. Translate the following into Russian.

The Roman Empire was created in large part by an extremely
talented and intensely competitive ruling class: the families of the
300 to 600 men of the senatorial order and the perhaps ten thou-
sand of the "equestrian”, or business class. Their houses in Rome
and villas in various locations in the countryside were as much in-
struments of their social power as they were places of luxury and
retreat.

At Pompeii pictorial decoration adorns and defines the surface
of the walls of the villas. It develops on limited forms which are
subordinate to the town villa model, even when this tends to trans-
late the desire of spatial extension of new town wealth and trans-
ports into the city the architecture of the suburban leisure villa. By
contrast, at Stabiae the decoration of the large luxurious villas is in
strict relationship with the structural and functional elements of the
ample and elegant architecture, constituting a free and sumptuous
aesthetic complement.

6. Read the following Text.

TEXT

Late Republican houses glowed with color. The interior walls
were often decorated with painted and modeled stucco panels imi-
tating marble incrustation. The stucco was mixed with marble dust
and was smoothed to give the appearance of marble. Panel of rich
red, tan, and green were enclosed by white frames modeled in stuc-
co, as in a room from the House of the Centaur at Pompeii. This
method has been called the First Pompeiian Style. Although late ex-
amples date from just before the eruption of Vesuvius.
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The Second Pompeiian Style, which appears to be roughly con-
temporary with Julius Caesar (c. 80-15 BCE), is far more imagina-
tive; instead of being paneled, the wall was transformed into an ar-
chitectural illusion by paintings, often of amazing skill. The walls of
a little room from a villa of the late first century BCE found at
Boscoreale near Naples have been simply painted away. Rich red
porphyry columns, entwined with golden vinescrolls and sur-
mounted by gilded Corinthian capitals, appear to support the archi-
trave, to which is attached a superbly painted mask. Through this
illusionistic portico we look into a sunlit garden, then out over a gilt-
bronze gate framed by a marble-encrusted doorway into a view of
rooftops and balconies rising in the soft, blueish air and culminating
in a grand colonnade, somewhat on the principle of the view up the
hillside to the sanctuary at Praeneste. For all the apparent natural-
ism of the painting, which shows such details as a balcony room ac-
cessible only by a ladder, it is evident that the painter felt no re-
sponsibility to depict the entire scene, as it would appear from a
single viewpoint at a single moment in time. Some buildings are
seen from below, some from head on, and some from above. Both
artist and patron were apparently content with the arrangement
that stimulated without ever quite satisfying a desire to explore dis-
tant space. To our eyes, the evident contradictions contribute a
dreamlike quality of reality, which is enhanced by the absence of
even a single person in this magical city.

The Second Pompeiian Style could also utilize the illusion of a
portico as a springboard into a mythological world of the past, as in
the landscapes with scenes from the Odyssey discovered in the
nineteenth century in a villa on the Esquiline Hill, and datable about
the middle of the first century BCE. Although the painters may not
have been Greek, it is now believed they were working on the basis
of Greek originals of the second century BCE possibly Alexandrian
or southern Italian. The square piers, bright red with gilded Corin-
thian capitals, form a shadowed portico through which one looks
happily, as from a tower, into a far-off land of sunny rocks and blue-
green sea, toward which Odysseus and his companions escape in
their ships from the attacks of the fierce Laestrygonians. The land-
scapes were painted with ease and speed in a fluid style contrasting
deliberately with the uncanny precision of the architecture.
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A grand room still in place in the Villa of the Mysteries at Pom-
peii shows another aspect of Second Style illusionism. The actual
walls have been transformed by painted architectural elements into
a sort of stage on which gods and mortals sit, move, converse; even
turn their backs to us, their attitudes ranging from quiet, classical
serenity to occasional and startling terror. Apparently, the subject -
still not entirely understood - was drawn from the rites attending
the worship of the Greek god Dionysus, one of several competing
mystery cults brought to Rome from various parts of the Empire.
The nobility of the broadly painted, sculptural figures, almost life-
size, is heightened by contrast with the brilliance of the red back-
ground panels, green borders and stage, vertical black dividing
strips, and richly veined marble attic.

Often the illusionistic skill of the Second Style painters, doubt-
less deriving from Hellenistic tradition, could be dazzling, as in the
frequent still life’s painted on the walls of Roman houses. An ex-
ample of such virtuosity repeated in the later, Fourth Style, House
of Julia Felix in Pompeii shows a corner in a kitchen, with dead
birds, a plate of eggs, metal household instruments, and a towel, all
arranged in a strong light from a single source, which not only re-
veals forms and casts shadows, but conveys beautifully reflections
in the polished metal. An even more spectacular illusionistic work,
in fact unparalleled in all of ancient art, is the garden room from a
villa at Prima Porta, which once belonged to Livia, the third wife of
the emperor Augustus, possibly before their marriage. All four
walls disappear, in a manner attempted more modestly long be-
fore in the Minoan landscape room at Thera. A fence and a low
wall are all that separate us from an exquisite garden, half culti-
vated, half wild, in which no earthbound creature can be seen; only
fruit trees and flowering shrubs compete for the attention of the
songbirds which perch here and there or float through the hazy
air. Our vision roams freely around this enchanted refuge, which,
however, encloses us so entirely as to exclude all but the blue sky.
The poetic delicacy of the conception and the consummate skill of
the rapid brushwork make this a masterpiece among the world's
landscape paintings.

In the late Augustan period, the illusionistic achievements of the
Second Style were overlapped and eventually succeeded by paintings
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in the Third Style that show an unexpected combination of pure ar-
chitectural fantasy with prim refinement, such as in a painted wall
from the house of M. Lucretius Fronto at Pompeii. The lower two
thirds of the wall, painted glossy black or red, is divided by columns
prolonged into spindles; against the side panels stand equally at-
tenuated lamps, on which appear to be suspended tiny panel paint-
ings showing views of villas by the sea, and a mythological painting
is "hung" against the center panel. Above the wall one looks out into
an array of fantastic structures, reduced to toy like slenderness -
columns like reeds, open pergolas - all in a perspective that takes us
deep into unreal space, but is exactly repeated in reverse on the op-
posite side. Undeniably, this style shows some of the mannered ele-
gance and grace of official Augustan art. Most fantastic of all Pom-
peiian art is the Fourth Style, which flourished after the earthquake
of 63 CE and was terminated at Pompeii and Herculaneum only by
the eruption of Vesuvius in 79 CE, a period corresponding to the last
years of the reign of Nero and the first decade of the Flavian dynas-
ty. A new and wildly imaginative manner appeared, with architec-
tural vistas even more fantastic and far more convincingly lighted
and painted in an astonishing array of rich colors. Curtains, masks,
broken pediments, and simulated bronze statues are irradiated with
a sunlight as warm as that, which charmed us in the Second Style.
Especially beautiful are the Fourth Style landscapes. In these views
of an imagined nature, the artists exploited every device then
known in order to render sunlight and atmosphere. Rapid
brushstrokes sketched in a delightful dream world of mountains
and glades, shrines, Etruscan-looking temples, cattle, and lakes and
bridges, all dissolved in light and air in a manner that has often been
compared with nineteenth-century Impressionism. Interestingly
enough, the whole subject matter of Roman landscape painting
could be modeled in stucco, with remarkably convincing effect and
without any color whatever, in the reliefs often appearing on Roman
ceilings. Stucco dries rapidly and requires a working speed compa-
rable to that of the sketchy paintings so impressive in the Second,
Third, and Fourth styles. A typical example, from an Augustan house
near the Farnesina Palace in Rome shows the usual shrines, trees,
little figures, animals, and rocks so arranged and so treated as to
suggest distance, light, and air.
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AFTER-READING TASKS

1. Can you answer the following questions?

1. What style of painting existed in the Late Republican period?

2. When did the Second Pompeiian Style emerge? What are its
peculiar features? Where was it first found?

3. What is depicted on one of the walls of a little room from a vil-
la found at Boscoreale near Naples? How is the entire scene depict-
ed? Who was fond of such a device in the 19t century?

4. What aspect of Second Style illusionism does a grand room in
the Villa of the Mysteries at Pompeii show? What did the painters of
this Style invent?

5. What are the features of the Third Pompeiian Style? Where is
it possible to find the Third Style patterns?

6. When did the Fourth Style flourish? What are its features?
What is shown in a corner in a kitchen of the House of Julia Felix?
What has often been compared with nineteenth-century Impres-
sionism?

2. Give Russian equivalents for the following.

To glow with color; stucco panels; to imitate marble incrusta-
tion; to be enclosed by white frames; to transform the wall into an
architectural illusion; entwined with golden vinescrolls; the sanctu-
ary at Praeneste; to be content with the arrangement; a dreamlike
quality of reality; to utilize the illusion; to transform painted archi-
tectural elements into a sort of stage; a stage on which gods and
mortals sit; to look through a shadowed portico into a far-off land;
a marble-encrusted doorway; sunny rocks and blue-green sea; a flu-
id style; the uncanny precision of the architecture; to range from
classical serenity to startling terror; broadly painted, richly veined
marble attic; float through the hazy air; columns prolonged into
spindles; columns like reeds; open pergolas; Etruscan-looking tem-
ples; Neronian period.

3. Give English equivalents for the following.

[lefizaykHAs KMBONHCh; KOMIIO3ULIMKA Ha MHUQOJOTHYECKUE Te-
Mbl; KOHTPACTUPOBATb C KpacHbIMU GOHOBBIMHU NaHeJSIMU; 3aBep-
IaTbC KOJIOHHA/Z0M; WHKPYCTUPOBAHHBIA MpaMOpOM JiBEpPHOMU
poeM; BeJIMKOJIENIHO pacNyicaHHble MacKd; JIOXKHbIA HOPTHUK;
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3esieHasl KaliMa; yKpalllaTb CTeHbl KOMHAT; NOpQUPHbIE KOJOHHBI;
YKUBOINMCHAA OTAEJKa; CMeWBaTh WITYKaTypKy C MpaMOpPHOM MbI-
JIbIO; IPUJIATh CTEHE BUJ, MPaMOPa; MOX0XKHe Ha CKYJAbOTYpy QuUry-
pbl; BepTHUKaJIbHble YepHble pa3fesdTesbHble MOJIOChl; 3CKU3HasA
>KUBOIMUCH; yXOJslllee BJa/b MPOCTPAHCTBO; GaHTACTUYECKHH To-
pO/Ji;; KOMHATa C MUHOMCKUM Tei3a)keM; U3bICKaHHbBIN Ccal; B KOHIlE
anoxu OKTaBMaHa ABryCTa; M030JI04YeHHble GPOH30BbIE BOPOTA;
€03/1aBaTh KOHTPACT C; TEHUCThIN OPTHUK; KAPTHUHBI U300 PaXKaIOT.

4., Match the words and their definitions.

1. Helios a. is a fairly large house that is
used for holidays in Mediterrane-
an countries

2. Vesuvius b. it is a painting which shows a
scene in the countryside
3.villa c. a dome-shaped tomb of ancient

Greek origin, dating from the My-
cenaean period

4.landscape d. it is characteristic of a certain
period or group of people
5. tholos (pl. tholoi [-Io1]) e. a volcano near Naples, in south-

ern Italy. A violent eruption in AD
79 buried the towns of Pompeii
and Herculaneum

6. style f. the sun personified as a god, fa-
ther of Phaethon ['feraBon]. He is
represented as a charioteer driv-
ing daily from east to west across
the sky

5. Expand on the following.

« the illusionistic skill of the Second Style painters;

 the garden room from a villa at Prima Porta;

« still lifes painted on the walls of Roman houses;

e our vision roams freely around the enchanted refuge;

e an unexpected combination of pure architectural fantasy with
prim refinement;

e aperspective that takes us deep into unreal space.
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6. Substitute the Russian words and word combinations by
their English equivalents from the box. Give the gist of the text
in English.

cities; excavations; reconstruction; ash; inhabited; furniture; grid
plan; designed; plaster; earthquake; inhabitants; public buildings;
ruins; predominant; structures; humans; indigenous people; im-
posed; under reconstruction; eruption; irregular

A vast number of Roman town houses are known from recent
(packonku) in all parts of the Roman Empire but the majority from
the southern Italian (ropoaa) of Pompeii and Herculaneum, which
were buried by the (usBepkenue) of Vesuvius in CE 79. The
(packomnku) of these two (ropoja), begun in the middle of the eight-
eenth century, disclosed not only the houses themselves but (Me-
6eJib), implements, and even food in a good state of preservation to
enable a detailed (pekoncTpykius) of the daily life of their (xuTe-
sei). In fact, by pouring (rumc) into holes in the hard-packed (me-
pesiom) it has been possible to rediscover the long-dissolved forms
of (siroau) and animals in their death agony. Pompeii and Hercula-
neum were (cnpoekTupoBathb) according to a (ceTka oceit) imitated
from their Greek neighbors, although in the case of Pompeii the plan
is somewhat (He oTBevaromuil HopMaM), since a (ceTka) had to be
(HanaraTs) on preexisting streets. Both cities were (3acensiTs) by a
mixture of Greeks and Italians, among whom the Samnites, an (ko-
peHHoe  HaceneHue) related to the Romans, were
(rocogcTByrowuii). Both cities were brought under Roman rule by
the dictator Sulla in 80 BCE. Pompeii was badly damaged by an
(semsetpsicenune) in CE 62; some of its (061ecTBeHHbIE 3aHUA)
were (peKoHCTpyupoBaThbcs), but others were still in (pyunsbi)
when Vesuvius buried the city for good seventeen years later.
Among these were the (3ganus) surrounding the Forum.

7. Discuss the following text in the dialogue in class.

Apart from the few rooms with pictorial decoration of the Sec-
ond Style — corresponding to the original late Republican nuclei,
and around which subsequently developed, from the first Imperial
era, the luxurious facilities of the large panoramic villas of Imperial
aristocracy - the decorations preserved at Stabiae can be largely at-
tributed to the Third and fourth Style. Two cubicles of Villa Arianna
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are decorated with figures, marble-clad facades with cornices and
corbels, shown on a podium behind an Attic-like colonnade. The
above said styles respectively refer to the period of construction of
new complexes in the Augustan era and to the period of enlarging
and transformation of the same in the Claudian-Neronian period.

In the Third Style, common between about 20 BCE and halfway
through the first century CE, the decoration takes up the pictorial
space of the walls, interpreting it as a simple background for the
painting itself. The style is no longer connected to a concept of
"mimicry" typical of First Style; hence, it is able to express tran-
scendental thoughts and to represent spiritual values. The decora-
tion is thus perceived without spatial depth on a flat background,
and this uniform plane is reflected in the essentiality' of the archi-
tectural motifs represented. The formal order subdivides the wall
space in a tripartite system: socle, middle zone and upper zone. The
middle zone is subdivided into panels separated by simple architec-
tural or vegetable elements, illustrated with figures in flight, land-
scapes or animals in the lateral panels. The central part normally
has in the reception rooms a large painting in its middle, replaced,
in private and smaller rooms, by sacred-idyllic designs, as, for ex-
ample, in the small room of Villa San Marco.

8. Read the text. Translate it into Russian. Give the gist of it.

Among the "lesser" motifs there are also the four female figures,
removed during the Bourbon excavations from a cubicle of Villa Ar-
ianna, depicting Flora, Leda, Diana and Medea. Originally inserted at
the center of the mid zone panels the figures reflect the classical in-
fluence, which would last from the Augustan era to the Julian-
Claudian period, and show how art, though taking inspiration from
Rome, is essentially Greek in form. The refinement and elegance
which the paintings preserve give some indication as to the level of
expression of Stabiae pictorial production in Third Style.

Decorative renovation in the subsequent style, which began in
the Claudian-Neronian period and is documented in Villa San Marco
within the area of the atrium and the thermal complex, extends into
the Flavian period to other sectors of the villa, in particular with the
monumental and "baroque” decoration of the ceilings of the upper
portico, built in the last phase after 62 A. D.
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The vast complex of Nero's Domus Aurea included, among other
things, a huge dining room with a rotating ceiling like a celestial
sphere, making up a real eastern-style astrological device, under-
scoring the celestial and divine nature of the Emperor. The center of
the whole edifice was the vast square drawing room, which opened
onto the central courtyard, the so-called Hall of the Gilt Vault.

Of Neronian taste is also the decoration of the large triclinium of
Villa Arianna, with the Epiphany of Dionysus at Naxos with Ariadne,
and other famous Euripidean tragedies, which recall, under the in-
fluence of the theater and its importance in the official culture of the
time, the architectural subdivisions of stage-building front wall, in
which like a theater-scene characters and actions of the well-known
dramas of classic tradition or contemporary re-workings of Seneca
take center stage. Like the quality of the previous style, the Fourth
Style decoration of the villas of Stabiae is of a high artistic level and
contains the signs of some personality who does not copy but in-
vents, perhaps connected directly to the art of the capital. No paint-
ers of the Neronian period are known, apart from the famous court
artist Famulus or Fabullus, to whose name is linked the complex
and lavish decoration of the Domus Aurea, which, according to Pliny,
was his prison where he worked just a few hours a day, painting
solemnly, toga-clad, even up on the scaffolding. It is a decoration
that expresses and translates into pictorial language the literary and
scientific culture of a cultured society, which resided therein.

9. Give the definition of the following terms.
First Pompeiian Style; Second Pompeiian Style; Third Pompeiian
Style; Fourth Pompeiian Style; Stabiae; Herculaneum; Villa Arianna.

10. Describe the following constructions.
The House of Julia Felix in Pompeii; a villa at Prima Porta; the
Villa of the Mysteries; a villa found at Boscoreale near Naples.

11. Translate the following into English.

HeMmenkuii apxeosior U UCTOPUK UCKyccTBa ABryct May Bbife-
JIUJI YeThIpe CTUJIA B pocnucax AoMoB B [lomnesax. [lepBoiii «cTUIBY»
(200-80 rr. £0 H.3.), <MHKPYCTALLUOHHBINA» UJIU «CTPYKTYPHBI», Xa-
PaKTEPU3YETCS «PYCTOBAaHHOM» KJAJAKOW WM OOJUIIOBKOW CTEH,
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JIeTTHWHA KOTOPbIX UMUTHpPOBaJa WTYKATYPKY «I10J Mpamop», IpH-
JlaBasi ;oMY U3bICKAHHOCTD U 6J1aropo/CTBO.

11 BTOPOTO «CTUJISI», KAPXUTEKTYPHOTO» UJIU «apXUTEKTYyPHO-
nepcrneKTuBHOro» (80 r. 1o H.3. — 15 . H.3.) CBOHCTBEHHO CO3/1a-
HUE JIOXKHbIX apXUTEKTYPHBIX 3JIEMEHTOB MOCPEACTBOM POCIIUCH.
B faHHOM «CTUJIe» BBIAESIOT HECKOJIbKO $as, KaxkJasi U3 KOTOPhIX
YCJIOXKHSAETCS AeTalsAMU JeKopauuu. [UpJasHAbl U MacKu CMEHSIOT-
Csl KOJIOHHaMU U nuiasictpaMu. OCHOBHas IJIOIIA/b CTEHbI pacIu-
CaHa neWsakaMH, CO3JAIIIMMU UJJIO3UI0 MPOCTPAHCTBA; B MUDO-
JIOTU4YECKHe CI0KeTbl BBOAATCSI QUTYPHI JIIOIEH.

TpeTuil moMnelcKui MU «OpHAMEHTANbHBINA CTUIb» (OK. 15 T.
J10 H.3. - 40 1. H. 3. B Pume, 62 1. H. 3. B [loMnesix) pa3Bujcs U3 BTO-
pOro, HO YTPaTHJ CBOUCTBEHHYIO TOMY U/IJIIO30PHYIO0 NEPCIIEKTUBRY.
ApXUTEeKTypHble JAeTalid CTAaHOBATCA Bce 6GoJiee YCAOBHbIMU. [Iu-
JIACTPBI U KOJIOHHBI, [|eJIUBIIME BO BTOPOM CTHUJIE MJIOCKOCTb CTe-
Hbl, IpeBpallaloTCs B KaH/eas6pbl. B )KUBONUCH OLIYLIAETCS €ru-
MeTCKOe KyJbTypHOE BJIUAHHUA, NPOSABJAIOIIEECS B ETrHUINeTCKUX
6orax u chUHKCaX, MOSIBUBUIMXCSA B OpHaMeHTe. B nmepBoil u3 AByX
$a3 AaHHOTO CTUJISI CTeHA-MAaHHO pas3/iesisieTcss Ha TPU 4YacTu, GoH
MOHOXPOMHBIH, KapTUHA pacnojoXxeHa B HeHTpe. Bo BTopoil daze
B BEPXHEM sIpyCe CTeHbl MOSBJSAIOTCA JIeTKMe apXUTeKTypHble I0-
cTpoeHusl. Mudosiorndyeckass TeMaTUKa W TNeH3aKU CTAHOBATCA
CIO’KEeTaMH LEHTPaJIbHbIX MUHHUATIOP CPEeAHErO sipyca CTEHHI.

YeTBepThIN «CTUJ/IbY», KUJIJIIO30PHBIN», «PaHTACTUUECKUIN», WU
«IEePCIeKTUBHO-OPHAMEHTAIBHBIN» (IpUMepHO ¢ 63-62 T.) coue-
TaeT BTOPON U TPETUN «CTUIU». APXUTEKTYpHbIE 3JIeMEHThI BTO-
pOro «CTUJISI» MPeyBeJUYEeHHbIE B UETBEPTOM «CTUJIe», TpeBpalla-
I0T UX B TeaTpasbHble JeKopaluuu. OpHaMeHTaJbHOCTb TPETBHETO
«CTWJISI» CTaJa MblIIHEee U, COYeTasiCb ¢ paHTACTUUECKON apXUTEK-
TYPOH U BEJMKOJIETHBIMU KapTHUHAaMU Ha MUQOJIOTUYECKHE TEMBI,
co3ZiaeT 6OraTCTBO JKUBOMMCHOro odopmiieHUs. YeTBepThId
«CTWJIb» OBLI BOCTPEOOBAH MoOCe 3eMJieTpsiceHus 62 T. H. 3., Korja
GoraTble BJIAJIeJIbllbl PA3PYIIEHHBIX WJH TMOCTPAAABIINX JIOMOB
CTPEMUWJIKCh CJIe[loBaTh MOJie NMPU UX BOCCTAHOBJEHUHU. Bennko-
JIeTIHbIe 06pa3lbl POCIMUCEN YETBEPTOTO «CTHJISI» HAXOAATCS B JI0-
Max VI pailoHa «3anoBegHuka» [lomneit: B lome Mesearpa, B Jlome
[TosTa-Tparuka, B lome BerTHes ap.

12. Summarize the Text orally or in writing.
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13. Make a presentation on one of the Pompeiian Styles.

SUPPLEMENTARY READING

Read, translate and comment on the text.

The functional rather than monumental architectural spaces of
the residential areas — made up mostly of porticoes, living rooms
and baths — are characterized by a freedom of development which
pictorial decoration of the Neronian period followed closely and
even overtook, in particular in the interpretation of the vast ceilings,
transforming the structural diaphragms of the architecture into ce-
lestial vaults and heavenly space. They were animated by tales and
mythological figures, as personifications of concepts and doctrines
of Alexandrine origin. As well, they translated into allegory the pro-
gress of geography and astronomy, as the basis of the eccentric and
extravagant innovations within the colossal contemporary architec-
ture of the Domus Aurea. Seneca and Suetonius both stress the geni-
us and extravagance of the mechanics designed by Nero's architects,
Severus and Celer, through whose ceilings flowers and perfumes
were sprinkled. In Villa San Marco, the upper portico ceiling decora-
tions proceeded with large concentric compositions framed by re-
fined "baroque" decor and flanked by minor lateral compartments.
The central designs depict the Armillary Sphere with the personified
Seasons, the Apotheosis of Minerva, and the god Mercury. The north
wing, in a spectacularly colorful whirl of earth and ochre, shows the
Chariot of Helios plunging violently under the reckless command of
the Phaeton of myth. Outlining the lengthy pictorial course that
shifts from wall to ceiling is the representation of the ancient astro-
nomical device and Minerva (the Capitoline Triad goddess who pre-
sides over intellectual, especially scholastic activities of Mercury, or
the Greek Hermes, the protector tradesmen and travelers), and He-
lios whose chariot of fire is pulled by swift horses and hurls each
morning from the land of the Indians. The god follows the celestial
heavens to reach the ocean at the end of the day where the exhaust-
ed stallions finally bathe. Moreover, it shows the development
of themes connected to a decorative plan to accompany and under-
score the intellectual and erudite conversation, which were likely
to take place in the warm days of repose, in the shade of the ele-
gant portico.
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Unit 2
THE EARLY ROMAN EMPIRE ART

PRE-READING TASKS
1. Learn the following words and word combinations.

aedicule ['edikju:l] - paka,
KOBYET, MOLL|eBUK

abut - [8'bat] 1) = abut up(on),
= abut against npUMbIKaTb K
(4eMy-J1.), TpaHHUYUTD C (4eM-
J1.). Syn: border

armor ['a:ma] - mocnexu, 6po-
HS

barrel vault - nuanHapuye-
CKHMU CBOJ,

battle; pitched battle - 1) re-
HepaJIbHOE CpKeHHE; 2) oxKe-
CTOYEHHbIN 60U

blur [bl3:] - HesicHbIe oyepTa-
HUS

bring forth - nopoxaaTs, npo-
W3BOJHUTb

cameo ['keemiau] - kames
cloak [klauk] - mnamy,

coffer ['kofa] - keccon
coffered ceiling - keccoHHBIH
IIOTOJIOK

contemplation
[kontam'pleif(8)n] - cozepua-
HUe; MeUTALH.

exedra ['eksidra] - akcenpa,
HHULIA

groin vault — KpecToBbIi1 CBOJ,
henceforward = henceforth - ¢
3TOro BpeMeHH, BIpep Syn:
from now on

intersect [, inta'sekt] - nepece-
KaTbCs

harangue [ha'raen] - peus (y6-
JINYHasA)

on a grand scale - Ha LIUPOKYIO
HOTY

oratorical [ora'torik(a)l] -

1) opaTopckuii; 2) putopuue-
CKUM

populace ['popjules] - Hacese-
HUe

predictable [pr1'diktabl] -
npeJickazyeMbli

refinement [r1'farnmant] -
yJAy4llIeHHe, yCOBEPLIEHCTBO-
BaHue. Syn: perfection

rite; to perform a rite - ucnoJ-
HATH LlepeMOHHUI0. Syn: cere-
mony

scaffold ['skeefauld] - cTpou-
TeJIbHbIE MTOIMOCTKH
semicircular [,semi's3:kjsla] -
MOJIYKPYTJIbIA

socket ['sokit] - yraiy6s1ieHue
sumptuous ['samptfuas] - poc-
KOIIIHBIHN; BeJIUKOJIEITHbIN
toga ['tauga] - Tora
travertin(e) ['treevatin] = trav-
ertin stone - TpaBepTHH, U3-
BECTKOBBIU Ty}

well-nigh [ wel'nai] - noutu
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2. Answer the following questions.
1. What is the time of Julius Caesar noted for?
2. How did the Roman Republic turn into the Empire?
3. What is implied under the traditional political machinery?

3. Make sure you know how to pronounce the following.

Julius Caesar [d3u:lias 'si:za]; Augustus [0:'gastas]; Octavian
[ak'tavean]; Antony ['entani]; Cleopatra [klia'patra]; Titus ['tartss];
imperator [impa'ra:to:]; Trajan ['treid3(s)n]; ['empars]; Parthia
['pa:612]; pontifex ['pontifeks]; Tiberius [tar'biarias]; Pompeii
[pom'penr]; Triumph ['tratamf]; Lucretius [lu:'kri:fas]; Nerva
['na:va]; Herculaneum [h3:kja'leimniam]; Palmyra [pal'maira] Agrippa
[2'gripa]; Vespasian [ve'sperz(a)n]; Colosseum [kola'si:am]; Ephesus
['efasas]; Hesperides [he'speridi:z] aedicule ['edikju:l].

4. Learn the following zodiacal signs. Put them in the tradition-
al order.

Cancer ['keen(t)sa] - Pak; Libra ['li:bra] - Becsr; Sagittarius
[saedsi'tearias] - Crtpenen; Pisces ['paisi:iz] - Pwibb;; Gemini
['dseminai] - bausnens:; Aquarius [o'kwearias] — Bogoueit; Capri-
corn ['keepriko:n] - Kosepor; Virgo ['v3:gau] - [leBa; Aries ['eari:z] -
OseH; Scorpio ['sko:piau] - CkopnuoHn; Taurus ['to:ras] - Tesen, Leo
['li:au] - Jles.

5. Translate the following into Russian.

In 31 BCE Octavian, Caesar's great-nephew and adopted son
and heir, defeated Antony and Cleopatra in the Battle of Actium,
sealing the fate of both the Roman Republic and the Hellenistic
world. Cleopatra was the last independent Hellenistic monarch; af-
ter her defeat Egypt became Roman. Four years later, in 27 BCE the
Roman senate voted Octavian the title of Augustus, and he became
in effect the first legitimate Roman emperor. Augustus ruled as em-
peror for forty-one years, a period of unprecedented peace and
prosperity. The facade of republican government was piously main-
tained, but power was in fact exercised by Augustus and his succes-
sors, who controlled all military forces and appointed governors for
the important provinces. The title Imperator meant "army com-
mander"; nonetheless, the emperors, who rarely held office in the
obsolete but well-nigh indestructible framework of the Republic,
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in truth governed as monarchs. Augustus’ hybrid compromise sur-
vived for more than four centuries. With predictable immediacy the
emperors were deified after death; Augustus erected a temple to
Julius Caesar, and some of his successors demanded worship as
gods while still alive, in the manner of Egyptian and Mesopotamian
divine monarchs.

6. Make up questions covering the main points of the text given
in ex. 5, ask your classmate to answer them.

7. Read and translate the following text.

TEXT

In the celebrated statue of Augustus from the imperial villa at
Prima Porta, the new ruler is seen as Imperator, in a grand pose.
The statue was probably a replica carved immediately after Augus-
tus' death, but the emperor is represented as a young man. The
head is a portrait, belonging to an official type known in all parts of
the Empire through its appearance on coins. Yet the features have
been given a distinct Hellenic cast, idealized and ennobled. The fig-
ure stands easily, as if the oratorical gesture of the right arm grew
from the very stone below the left foot. The cloak seems to have
fallen accidentally in coldly Phidian folds from the shoulders to
drape itself around the waist and over the arm, thus revealing a re-
lief sculptured on the armor, narrating the return by the Parthians,
about 20 BCE of the military standards they had captured from the
Romans.

A deliberate contrast is offered by the statue of Augustus as Pon-
tifex Maxitnus (the Roman high priest), in which the emperor is
shown about to perform a sacrificial rite, his head veiled in a fold of
his toga. Unbelievably, the statue must have been made when the
emperor was more than seventy years old; signs of advancing age
have been blurred by softness in the handling of the stone. The face,
radiates a godlike wisdom. In a detailed account of the achieve-
ments of his reign, Augustus boasted that he "found Rome of brick
and left it of marble." Although this could scarcely be said to apply
to the multistory tenements inhabited by the populace, Augustus
energetically continued the building program initiated by Julius
Caesar and constructed innumerable public buildings on his own.
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He desired first of all to celebrate the Pax Augusta (Augustan peace)
with buildings in which the new imperial power was to be dignified
by the rhythms of an imitated Attic style.

Chief among these monuments was the Ara Pacis (Altar of
Peace), commissioned by the Senate in 13 BCE and finished in
9 BCE. Although the monument suggests in form the Altar of Zeus at
Pergamon, it is on a far more intimate scale and is in every respect
less dramatic. The altar itself is surrounded by a marble screen-wall,
visible as a square block divided by delicate pilasters. These and the
lower half of the wall are covered with a tracery of vinescrolls of the
utmost delicacy and elegance. Above a meander pattern are a series
of reliefs, some illustrating events from Roman history and religion,
some showing contemporary events. In the rhythmic movement of
the drapery, the frieze recalls that of the Parthenon. But there are
instructive differences: first, the Panathenaic Procession was repre-
sented on the Parthenon as a timeless institution, while the scene on
the Ara Pacis shows a specific historic event, probably that of
13 BCE when the altar was begun; second, the figures on the Ara
Pacis are far more closely massed, as undoubtedly they would have
been in reality; finally, the background slab of the frieze seems to
have moved away from us, allowing room for figures behind figures,
with progressively reduced projections. One of the reliefs flanking
the east doorway shows Mother Earth with a personification of Tel-
lus (Earth) accompanied by Air and Sea; Hellenic-looking goddesses,
seated respectively on a rock, on a swan, and on a sea monster. The
delicately observed landscape elements come from Hellenistic
sources, and the same type of billowing, parachute-like veils over
the heads of Air and Water turn up in later Roman and in Byzantine
art to characterize personifications.

Unfortunately, no Augustan temple survives in Rome in suffi-
ciently good condition to enable us to appreciate the qualities of
style the emperor desired. Luckily, this gap can be partly filled by an
Augustan temple at Nimes in southern France; nicknamed the Mai-
son Carree, it was begun about 1-10 CE and was based on the Tem-
ple of Mars Ultor (Mars the Avenger). This little structure can claim
to be the best preserved of all Roman buildings. We recognize the
familiar podium, front steps with flanking postaments, deep porch,
and shallow cella of the Etrusco-Roman tradition. The temple re-
vives the Republican system of ornamenting the cella wall with an
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engaged pseudoperistyle. But the Corinthian order, the favorite in
Roman buildings, is far richer than the austere Ionic of the Temple
of Fortuna Virilis, and its frieze is enriched by the kind of delicately
carved vinescrolls. It is with all these aspects of Augustan art in
mind that we should attempt to reconstruct mentally the vanished
magnificence of the ruined Forum of Augustus, which met the Fo-
rum of Julius Caesar at right angles. The Temple of Mars Ultor, of
which four side columns remain standing, stood at the end of the
Forum of Augustus on the usual podium, like that of the Capitoline
Jupiter at Pompeii. Its back abutted an enclosing wall 115 feet high.
The eight lofty Corinthian columns across the front formed part of a
freestanding peristyle that continued on both sides as well, but end-
ed at the enclosing wall. In front of the exedrae and along either side
of the rectangular plaza in front of the temple ran a row of smaller
Corinthian columns, upholding an attic story which was ornament-
ed with a row of caryatid figures, mechanical copies of the maidens
of the Erechtheion porch. The white marble columns shone against
back walls paneled in richly colored marbles.

AFTER-READING TASKS

1. Answer the following question.

1. When could the Romans create the art of their own? What art
was it influenced by? How is Augustus represented in the celebrated
statue from the imperial villa at Prima Porta?

2. How is Augustus as Pontifex Maxitnus shown? Whose building
program did Augustus continue?

3. What was the Ara Picis to the Romans? Could it be compared
with other architectural complexes?

4. How is it possible to appreciate the qualities of Emperor Au-
gustan temple’s style if no Augustan temple survived in Rome in suf-
ficiently good condition?

5. What structure can be claimed to be the best preserved of all
Roman buildings? What was the Corinthian order enriched by?

6. What did the Temple of Mars Ultor look like?

2. Give Russian equivalents of the following.

The enclosing wall; the celebrated statue; the imperial villa; an
official portrait; the appearance on coins; the oratorical gesture; in a
grand pose; a carved replica; appearance on coins; the oratorical
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gesture; a relief sculptured on the armor, the military standards; a
deliberate contrast; to perform a sacrificial rite; a fold of a toga; the
handling of the stone; to radiate a godlike benignity; the multistory
tenements; front steps; a background slab; to abut an enclosing
wall; the Pax Augusta; shallow cella; familiar podium; innumerable
public buildings; a timeless institution; progressively reduced; con-
summate skill; exquisite refinement; mechanical copies of the maid-
ens; deep porch; the vanished magnificence; to house the specta-
cles; an elliptical building; a freestanding peristyle; delicately carved
vinescroll.

3. Give English equivalents of the following.

3HaMeHUTas CTaTyd; XpaM Mapca-McTuTess; nepBoCcTeneHHas
npo6JieMa; M3BECTKOBbIM Tyd; MaHTUS; CHAAANIUN C IJIed; Co-
BepLIATb 00ps/[ >XePTBOIPHUHOLIEHNS; 00pab0TKa KaMHsS; IJIbIOa
MpaMopa; IrpevyecKkas KyJbTypa; BOILUIOIATh B KM3Hb; IJIaH CTPOU-
TEeJIbCTBA; OGecuuc/ieHHble OOIeCTBeHHble 3/IaHUS; KBaJpaTHbIe
6JIOKH; MOPUCTBIN; 3J1€eMEHTHl NMel3aka; IUJIUHAPUYECKUN CBOJ;
aJIeropuyeckre 06passbl.

4. Match the words and their definitions.

1. barrel vault a. a group of nymphs who with a
watchful dragon were guardians of a
tree of golden apples in a garden locat-
ed beyond the Atlas Mountains
2.intersect b. is a flowing outer garment worn by
the citizens of ancient Rome, made of a
single piece of cloth

3. consummate c.is the inner area of an ancient tem-
ple, especially one housing the hidden
cult image in a Greek or Roman temple

4, cella d. someone who is extremely skillful

5.toga e. to divide (something) by passing or
lying across it

6. Hesperides f.is a vault forming a half cylinder
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5. Discuss the following text in the dialogue in class.

The soldier and farmer Vespasian founded the Flavian dynasty,
which set about to erase the memory of the self-indulgent Nero and
to reestablish Augustus' imperial system. On the site of the artificial
lake of Nero's Golden House, Vespasian commenced the largest are-
na ever built. The Colosseum, as this building is generally known,
was dedicated in 80 CE by Vespasian's son and successor, Titus. It
belongs to a new type of structure invented by the Romans and built
throughout the Empire except, significantly enough, in the Greek
world now reduced to Roman provinces. Its purpose was to house
the spectacles with which vast audiences, including the jobless pro-
letariat, were amused. These buildings were known as amphithea-
ters because, in order to bring the greatest number of spectators as
close as possible to the arena, two theaters were, in effect, placed
face to face. The resultant shape is always elliptical, and an earlier
example, the amphitheater at Pompeii, c 80 BCE is the first elliptical
building known. While the kind of spectacle in which Roman audi-
ences delighted - gladiatorial combats, mock naval battles, fights
between wild beasts, and contests between animals and humans -
hardly bears contemplation, the remains of the Colosseum enable us
to see that it was one of the grandest of ancient structures. The
now-vanished marble seats were supported on multilevel corridors
of concrete and masonry, providing for rapid handling of as many as
fifty thousand spectators, each of whom entered by a ticket num-
bered to correspond to a specific gate.

6. Translate the following text into English.

B aHTHYHBIE BpeMeHa rocy/lapCTBeHHble peJIMrM03Hble Npasj-
HOBaHUS NPOBOJUJINCH C COO/II0ZlEHHEM Ollpe/ie/IeHHbIX TpaJUuLiU.
CBsillleHHbIe >KePTBbI, NPeNno/JiHolleHbe 60raM, puTyasbHble 00pH-
Jbl OPAKyJIOB U KPELOB, a TaKXXe WUrpbl ObLJIM HalpaBJeHbl Ha CO-
3/laHMe U COXpaHeHHe COLMaJbHOMN CIJIOYEHHOCTH OOLiecTBa, Ha
ero BOCIMTAaHUE U Pa3BUTHE B HEOOXOJUMOM HallpaBJIeHUHU BJIACTb
MMyluX. /lokasaTeJbCTBOM 3TOMY CAYXKUT HalJeHHbIN B Pume Ai-
Tapb Mupa (Apa [lauuc Augustae), KOTOPbIM CUMBOJIM3UPOBAT MUP,
BOLIAPUBIIUICA B CpeJU3eMHOMOpbe TMO0CJe MHOTOYHCJIEeHHBIX
BOMH. Bo3aBUrHyThIN 1o pewienuto CeHaTa MaMSITHUK OTOOpasu
BCIO MOILb, CHJIy, MOTYILECTBO U JIETUTUMHOCTb I1EPBOI'0 PUMCKOTO
MMIIEpaTopa, CTaB OJHUM M3 CaMblX 3HAYMMBbIX CBUJETEJbCTB
BeJIMYMd U npouseTaHuda Puma. [lo omeHkaM UCTOpPUKOB AaTapb
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Mupa sBJsieTCS 4acTbI0 KOMILJIIEKCA MOHYMEHTAJbHbIX apXUTeK-
TYPHBIX COOPY>KeHHUH, pacnoJaraBuuxcs B paiione Kamno Mapruo
(Mapcoso Ilose). 3xeck ke HaxoAUICS MaB3oJiel ABrycTa U KoJioc-
caJbHble COJIHEYHble 4acbl. CO BpeMeH JpeBHEpUMCKHUX Lapei
MapcoBo noJie 6bLJIO NOCBSIeHO 60Ty BOMHBI Mapcy, Ha KOTOpOM
IIPOBOJAMJIMCH 06Y4eHHsI BOMHOB.

4 uwJuda 13 r. 10 H. 3., N0CJe BO3BpaluleHuss ABrycra u3 MUpO-
TBOPYECKUX MUCCUHM B MCIIAHCKUX NPOBUHLIMAX UcnnaHuu u 'anuy,
Cenat gekpeTHpoBaJ Bo3BeJeHUe Antapsa Mupa, yTBepJHUB poJib
MMIlepaTopa Kak MUPOTBOpPLA U 3allUTHHUKA rocygapcrsa. Lepe-
MOHMS TOP>KEeCTBEHHOI'0 OCBAlLleHUs cocTossiack 30 suBapsa 9 ro-
Ja [0 H.3. B JleHb poxJeHua JIuBuu xeHnl ABrycra. MpamopHoe
COOpYyKeHHe M0J, OTKPBITBIM HeOOM IpeAHa3HAYaI0Ch AJS NpO-
BeJ/leHHUsl PEeJIMTHO3HBIX 00PSZ0B U PUTYaJbHBIX >KEpPTBOMPU-
HOLIEeHU.

7. Read the following text. Comment on it.

The first of the six emperors, the aged Nerva, lived only two years
before he was succeeded by his adopted son, the brilliant general Tra-
jan, born in Spain - the first non-Italian emperor. Under Trajan the
Roman Empire reached its greatest expansion, and his achievements
were fittingly commemorated by the dedication in 113 CE of the
grandest of all the imperial forums. The Forum of Trajan covered
more ground than those of Julius Caesar, Augustus, and Nerva togeth-
er. To design this project Trajan called on a Greek architect from Syr-
ia, Apollodorus of Damascus, whose imagination was equal to the
grandiose ideas of his imperial patron. Apollodorus combined ele-
ments from Roman tradition with others, eventually tracing their an-
cestry to the bygone architecture of Egypt. The axial plan of the fo-
rum, in certain aspects, recalls strikingly the general layout of
Egyptian temples, although there could have been no direct influence.
A vast colonnaded plaza, similar to the Egyptian peristyle court, con-
tained a bronze statue of the emperor on horseback. Beyond was the
Basilica Ulpia a columned space which the visitor must traverse be-
fore arriving at the Temple of the Divine Trajan, erected by his suc-
cessor Hadrian. The plaza and the basilica were each flanked by sem-
icircular spaces; exedrae, like those of the Forum of Augustus, rose
behind the colonnades at either side of the plaza; apses closed off ei-
ther end of the basilica; in the center stood the temple. As was by now
the universal custom, the exedra were built of concrete and faced
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with brick, but details were made of travertine; beyond the east exe-
dra of the plaza is Trajan's market.

8. Discuss the following text in the dialogue in class.

The Basilica Ulpia, named after Trajan's family, was the largest of
Roman basilicas. It seems to have differed from its predecessors only
in size and magnificence. Two aisles on each side of the nave were
supported by a forest of monolithic columns carved of gray Egyptian
granite. The roof was concealed by a coffered ceiling, covered with
plates of gilded bronze. On leaving the Basilica Ulpia, visitors found
themselves in a small court between Trajan's Greek and Latin librar-
ies. The temple together with its podium rose to a height of 125 feet
and was topped by a statue of Trajan in gilded bronze. The podium
was decorated with captured weapons carved in low relief. The col-
umn base was carved into a giant laurel wreath. In a spiral around the
column winds a relief some six hundred and fifty feet long, on which
are narrated events from Trajan's two successive Dacian campaigns.
Just under the Doric capital of the Column of Trajan, a glimpse of flut-
ing appears above the scroll-like relief. It has been suggested that the
idea of the historiated column was derived from rotuli with endless
narrative illustrations, and were influenced by the Column of Trajan
and other monuments imitating it, rather than the reverse. The origi-
nality of the idea lies in the idea of the continuous narrative, unfold-
ing with cinematic power in more than one hundred and fifty inci-
dents. Through camps, sacrifices, harangues, embassies, sieges, river
crossings, pitched battles, routs, tortures, suicides, and mass slaugh-
ters, the story of the campaigns is told. In contrast to the battle reliefs
of Assyria, which spring constantly to mind, the Trajanic narrative
possesses an impressive objectivity. Nowhere is the enemy underrat-
ed, and the Romans must put up a good fight for their victories. In the
reliefs of the Column of Trajan.

9. Retell the text using the key sentences as a plan
10. Summarize the Text orally or in writing.
11. Write an essay on one of the topics.
1. The first Roman portraits.
2. The main Roman monuments of the Early Roman Empire.

3. Roman art at the time of Trajan.
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PART VI
BYZANTINE ART

Unit 1
EARLY BYZANTINE ART

Notes. The text you are going to read deals with Early Byzan-
tine art. Before reading study the following.

The term Byzantine refers to the period after 330, and implies
a Christian culture, one that developed into the Orthodox commu-
nity. Byzantine art is the art of this society, but to say that the
term describes the art of Constantinople and the regions under its
political control between 330 and 1453 is not universally ac-
ceptable. Byzantine art cannot be characterised as a particular
style in the history of art, for the diversity of art produced is found
to be immense.

PRE-READING TASKS

1. Answer the following questions.
1. What period does the term Byzantine embrace?
2. What period is Byzantine art referred to?
3. What are the features of Byzantine art?

2. Make sure you know how to pronounce the following.
Byzantine [br'zaentain]; Bethlehem ['beBliam]; Apostle [a'posl];
aisle [ail]; Severus [sr'viaras]; diptych ['diptik]; catechumen
[ ketr'kju:men]; chasuble ['faezjubl]; clerestory ['kliasto:ri]; Pilate
['pailat]; Constantinople [konstentr'naupl]; edict ['i:dikt]; Diocle-
tian [,dad'klizf(a)n]; Antioch ['antiok]; Ephesus ['efasas]; Epistle
[1'pisl]; Eucharist [‘ju:k(e)rist]; Eusebius [ju:'si:bras]; peristyle
['peristail]; Bosp(h)orus ['bosp(a)ras]; Theotokos [61'ptokps]; tri-
clinium [trar'klintam]; Constantine ['konstantain]; Sabina [sa'bina].

3. Expand on the words given in exercise 2.

4. Read and translate the following text.
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TEXT

By the Edict of Milan of February 313 CE Constantine gave free-
dom and official standing to the Christian Church and thus estab-
lished the new relationship between church and state. The newly
official religion soon took on imperial magnificence and huge
crowds of worshipers had now to be accommodated and given ac-
cess to sacred places and to the sacraments of the Church. Enclosed
and roofed spaces were needed in great numbers. In rapid succes-
sion and under direct imperial patronage, scores of churches rose
throughout Rome and other great cities of the Empire, especially
Milan and Constantinople, and at sacred sites in the Holy Land.

A model for these new buildings was the Roman basilica, or meet-
ing hall, which existed in every inhabited Roman center. Many Roman
basilicas, some quite large, were simple halls with no side aisles; most
were entered along one side, and had apses at either end. One apse
soon proved convenient for the installation of the clergy and the en-
thronement of the bishop, but the entrance had to be placed at the
opposite short end. The early portable communion table was re-
placed by a fixed altar, which had to be visible from a considerable
distance and accessible to all worshipers at Communion. The long
row of columns on either side of the nave played a double role in
dramatizing the approach of the faithful to the altar and in segregat-
ing, by means of curtains hung between the columns, the catechu-
mens from those who could witness the Mass of the Faithful.

The colonnades characteristically supported a lofty wall pierced
by a clerestory. The roof was usually of an open timber construction,
as was the case in so many ancient buildings. The large number of
churches begun in the reign of Constantine required columns in great
numbers and at great speed. It may be fairly doubted whether, in
Constantinian Rome, it was possible either to produce so many or to
order them from other regions. However, temples and other monu-
ments of the Roman past offered an inexhaustible supply. Borrowed
columns were thus uncritically installed in the new basilicas, with
little or no regard for consistency of style, color, or size. Granite and
marble columns, Corinthian and lonic capitals, were placed side by
side; capitals were sometimes set on columns they did not fit.

Saint Peter's was the largest and grandest of the Constantinian
basilicas, in fact the largest church building in all Christendom.
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[t differed from most other basilicas not only in its stupendous size
but also in its very nature as a combined basilica and martyrium.
The apse enshrined the tomb of Peter under a marble canopy sup-
ported by four spiral columns. In order to accommodate the crowds
of visitors to the tomb, a large hall - the transept - was erected at
right angles to the nave between the nave and the apse. Before the
transept came the so-called triumphal arch, a common feature of
Early Christian basilicas. The altar, at the head of the nave, was
probably movable. The columns of the basilica were either Corinthi-
an or Composite and of many different materials, including green
marble, yellow marble, red granite, and gray granite. They were
closely spaced, and supported a continuous, straight entablature. As
in the Basilica Ulpia, Saint Peter's had double side aisles; the colon-
nade separating them supported arches. The building was not com-
pleted when Constantine died in 337 nor for some time thereafter.
[t is not known what wall decorations were originally planned; the
frescoes covering the nave walls between the colonnade and the
clerestory were painted in the fifth century, but the half-dome of the
apse was filled with an immense pictorial composition in mosaic.

Initially, there was certainly no suggestion that the transept plan
symbolized the Cross, as it did in later times. The plan of Santa
Sabina, erected in Rome from 422 to 432, is more typical of Early
Christian churches. It was built without a transept so that the tri-
umphal arch embraced the apse directly. Throughout the Early
Christian period, the apse was used only by the clergy, and often it
contained a marble chair for the celebrant. Arches were substituted
for entablatures, as at Santa Sabina, in the course of the fifth centu-
ry. None of the Constantinian basilicas survive in their original state.
Saint Peter's, in fact, was demolished section by section in the Re-
naissance, to be replaced by a new building. The beautifully re-
stored interior of Santa Sabina is almost the only one that still con-
veys the appearance of an Early Christian basilica in Rome.

AFTER-READING TASKS

1. Can you answer the following questions?
1. What transformations did the Edict of Milan bring about?

2. Where did huge crowds of worshipers have to be accommo-
dated?
3. What was the plan of the Roman basilica like?
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4. Where did the Christians take the material for their churches?
What was a common feature of Early Christian basilicas?

5. What was there in the apse of the Early Christian period?

6. Did Early Christian buildings have external decoration?

2. Give Russian equivalents for the following.

Double side aisles; chasuble; the colonnade and the clerestory;
pagan structures; without a transept; a pictorial composition; the
nave and the apse; catechumens; a marble canopy; supported arches;
the basic plan; the sacraments of the Church; the installation of the
clergy; the enthronement of the bishop; Tetrarchic ideas; procession-
al principle; a large peristyle court; communion table; strict uniformi-
ty of plan.

3. Give English equivalents for the following.

PsJl KoJIOHH; pU3a; MacTBa; M03a OpPaHTbl; HOBOOOpALEHHbIE;
CBepX4e/I0BEYEeCKUH BJIACTh; UCMOJb30BaTh 3J€MEHThI S3bIYECKUX
CTPOEHUH; TETpapXUyeCcKuil; 6a3uINKa; epeHOCHON MpecToJ; LU-
JIMH/IpUYECKUH CBOJ; MOJJEePKUBATh BbICOKYIO CTEHY; HOHUYECKHe
KallUTeJH; ApPEeBHUE CTPOEHHs; NPSMOYroJbHble KaMeHHble IJibl-
Obl; MOCJIel0BaTeJbHOCTb CTWJISA; Hed; MpaMOpHBbIH HaBecC; Bepx-
HUU psAJ, OKOH.

4., Match the words and their definitions.

1. clerestory a. spirally twisted

2.semidome b.an ornamental cloth covering
hung or held up over a throne

3. nave c.a row of columns surrounding a
space within a building such

4. canopy d.a half-dome formed by vertical
section

5. peristyle e. the upper part of the nave, choir,
and transepts of a large church, con-
taining windows

6. cochleate ['koKl1 ert] f. the central part of a church build-
ing, intended to accommodate most
of the congregation
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5. Read the text. Discuss it in the dialogue with your fellow stu-
dents.

The art of Constantinople before Justinian can be only partially
characterized. Constantine probably attracted to his new city the
kind of itinerant workshops that accompanied the Tetrachic Em-
perors. Some 4th-century sculptures, such as the base of the obelisk
of Theodosius I (379-95), still on its original site in the Hippo-
drome, and the cochleate columns of Theodosius I and Arcadius
(395-408), known to us through drawings, suggest that the work-
shop traditions of Rome were transplanted to the new capital. Late-
4th-century sculpture in Rome and Constantinople has been charac-
terized in terms of "Theodosian Renaissance"”, but there is no direct
imitation Of Antiquity in these works. While the figures are softly
modeled, their organization into friezes and their stereotyped ges-
ture and frontal poses are indications of the superimposition of
Constantinian forms on to Classical traditions. Such late Roman
schemes may have entered Byzantium with artists From Italy, but
this is not the only feasible source, for Tetrarchic ideas had already
been grafted into the East, as for example in the Arch of Galerius at
Thessalonica (c. 300). The ultimate source of some of these ideas
may have been the Greek East; they may have developed in such
cities as Ephesus, Aphrodisias, Antioch, or others. Marble sent to
Italy from the quarries in Asia Minor or from the Marmara may al-
ready have had designs blocked out on them before dispatch. The
creation of Byzantine art cannot be explained as the amalgamation
of the East and West, since neither polarity is a distinct entity.

6. Put the verbs in the proper form. Give the gist of the text in
English.

Probably mosaicists from Constantinople (to decorate) the Ro-
tunda in Thessalonica when it (to convert) into a church in the mid-
5th century. It (to be) a large round building surmounted by a dome,
built c. 300 as a mausoleum by Galerius. The mosaics (to portray) in
hierarchical order the Christian community in heaven. Christ (to be)
at the apex in a medallion supported by angels. Only the lowest zone
(to preserve), a register of martyrs standing in front of fanciful and
complex architectural interiors, all set on a gold ground. Despite the
resemblances to the theater settings of Pompeiian wall-painting the
settings (to make) entirely Christian with a liberal sprinkling of
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crosses. The frontal, idealized portraits of the martyrs (to make)
into figures of authority, almost Imperial in their aura. Representa-
tions of cool, calm, figures of power (t be) characteristic of this peri-
od of Byzantine art, not only in these mosaics but also in sculpture,
in marble from Ephesus, and in bronze from Constantinople.

7. Translate the following text into Russian.

The problem at all periods of Byzantine art is how to reconstruct
the production in Constantinople itself, for very little work survives
in the city. The corollary problem is how far work in its orbit can be
identified as derivative or independent. Apart from the early-5th-
century land walls, the only substantial pre-Justinianic structure to
survive in Constantinople is the church of San John Studios, built
c. 453. This large roofless basilica became the main church of one of
the principal monasteries in Byzantine history, but is now no more
an impressive ruin, to be appreciated only for the precise intricate
carving of its capitals, lintels, and cornices. The ornamental vocabu-
lary of this sculptural carving derives from late Roman tradition.
Indeed the 5th-century city, from its overall plan down to details of
the Studios basilica, proclaims antique urban traditions. It was a city
of vast parks and markets, monumental public buildings of prestige
materials with marble revetments concealing a brick core in many
cases. It had palaces, hippodromes, theaters, baths, fountains,
churches, all laid out in spacious settings, and protected by the mas-
sive walls. It was adorned with hundreds of antique statues, re-
moved from the principal cities of the east Mediterranean.

8. Translate the following into English.

3HauyUTe/bHbIEe TIepeMeHbl NIPOUCXOJUJN B KYJbType U UCKYC-
cTBe paHHel BusanTuu. B aTo BpeMs popMuUpyOTCS HOBble IPUH-
LJANbl BU3AHTHUMCKON 3CTETHUKH, KOTOpPble KOPDHAMH YXOJAT B aH-
TUYHOCTb, HO NOJBEPralTC CUJIBHOMY BJHWSAHHIO XpPUCTHAHCTBA.
B VI - nepBoit nosioBuHe VII B. BU3aHTUHCKHE XyLOXKHUKU BIIUTAIU
He TOJIbKO BJIMSAHUA BocToka M aHTHMYHOCTH, HO U CO3Ja/U CO6-
CTBEHHBIN CTUJb B MCKyccTBe. C aToro BpeMeHd KOHCTaHTHHO-
MOJIb NpeBpallaeTcd B XyJ0XXeCTBEHHBIU LIeHTp CpelHEBEKOBOI0
Mupa. bypHoe cTpouTe/IbCTBO B ropojiax paHHeld BusaHTuu ctana
MOIHBIM CTUMYJIOM paclBeTa apXUTeKTyphbl U UCKyccTBa. Henpe-
B30M/leHHBIM LleJleBPOM BU3aHTHUHCKOIO 30[4eCTBa CTaJ NOCTPO-
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eHHbIN B 532-537 rr. co6op cB. Coduu B KoHcTanTHHOMOME. COGOP
BOIIJIOTUJI BCe JIy4lllee, YTO UMeJIOCh B apxuTekType BocToka u 3a-
najga. Hukorpa renuit Puma u BocToka He coenuHsiica B 6oJiee
rapMoHu4HOM eauHcTBe. Co6op cB. Codpun B KoHCcTaHTHHOMOJIE
Ha3bIBAJIM «4yJIOM U CJABOH BeKa». BO3JBUrHYTBhIH Ha BBICOKOM
X0JIMe, PSIZIOM C UMIIEPAaTOPCKUM JIBOPLIOM, BUAUMBIN C MOPS U CY-
1y, co6op cB. Coduu cTas He TOJBKO CUMBOJIOM MOryliecTBa Bu-
3aHTHUU, HO U TJIAaBHOU CBATBIHENW XpUCTHaHCKoro BocToka. /[Ba Be-
JIMKUX 30[4HX, BbixoAua u3 Masou Asum, Ucugop u3 Musera u
Andumuit u3 Tpasn cymMeNnu COeIMHUTh B 3TOM XpaMe MOHYMeH-
TaJIbHOCTb, YUCTOTY JIMHUN aHTUYHOW apXUTEKTYPhI C HOBEUILIUMU
OOCTHXXeHUsIMHU 30a4ecTBa BocToka.

9. Summarize the Text orally in writing.
10. Write an essay on one of the topics.
1. Saint Peter's as the grandest of the Constantinian basilicas.

2. Santa Sabina as an Early Christian church.
3. Late Roman tradition in Byzantine art.
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Unit 2
JUSTINIANIC ART

Notes. The text you are going to read deals with Justinianic
age. Before reading study the following.

Towards the end of his life the Emperor Justinian I (reigned
527-65) commissioned the historian Procopius to write a eulogy
of his artistic achievements. This book, known as the De Aedificiis,
and completed c. 562, portrays the patronage of Justinian as the
Emperor wished it to be viewed by later ages (Procopius was
quite capable of showing Justinian in a less favorable light, as he
did in his Secret History).

PRE-READING TASKS

1. Answer the following questions.

1. What works of art survived from the time of Justinian I?

2. Were the masters of the age of Justinian influenced by antique
artists?

3. Why was mosaic so popular at that time?

2. Make sure you know how to pronounce the following.

Hagia Sophia [hagie sa'fi:a]; Justinian [d3a'stinion]; angel
['emnd(a)1]; Psalter ['so:lta]; Goliath [goau'laiaf]; Athos ['6s]; Bul-
gars ['balga:z]; chalice ['ffzelis]; Vienna [vi'ena]; Slavs [sla:vz]; Mile-
tus [mar'li:tas]; metamorphosis [.meta'mb:fasis]; Ravenna [ra'vena];
unmitigated [an'mitigeitid]; Sinai ['samai]; Theodora [8i:a'do:ra];
vicar ['vika]; Exodus ['eksadoas]; Moses ['moauziz]; Constantinople
[ konstentr'naupl]; Imperial [1m'piarial]; panache [pa'nzf]; Anthe-
mius [an'Bi:mias]; Procopius [pra'kaupias];  vacillating
['vees(o)lertin]; Catherine ['ka0(a)rin]; Agaba ['akaba]; antiquity
[een'tikwati]; Theodoric [B1'ndarik]; pallium ['paeliam]; sanctuary
['seen(k)yuari].

3. Expand on the words given in exercise 2.

4. Read and translate the following text.
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TEXT

The reign of Justinian was a high-point, in which an enormous
amount of artistic activity occurred throughout the Empire, and
which arose from the personal aims of one man. This probably en-
couraged a certain uniformity, and some centralization of artists,
though it did not mean the end of stylistic diversity. Justinianic art
became a basis from which the medieval art of both East and West
Europe developed. So-called periods of "renascence” often seem to
depend on inspiration from surviving works of this period. Politi-
cally Justinian has been called the last Roman Emperor; his art was
the vehicle from which many medieval artists learned the Roman
traditions.

The period is best known from three major works: San Sophia at
Istanbul, San Vitale in Ravenna, and the monastery of San Catherine
on Mt Sinai. San Sophia (built 532-7) is a building in which all deco-
ration is subordinated to architectural effect; there is no concern to
design any subtle exterior articulation; all interest is devoted to the
vast interior (as in Imperial Roman architecture). The marble re-
vetment and carving and the nonfigurative mosaic decoration of
crosses and vegetal and geometric ornament are integrated into the
architectural effects. The church was not actually devoid of figura-
tive art - the screen at least had statues of precious metals - but the
architects did not plan for a cycle of mosaic icons. The architects,
whose names are recorded - Anthemius of Tralles and Isidorus of
Miletus - are known for their works of scholarship, but it does not
follow that they were merely theoreticians moving into architectur-
al practice for the first time in San Sophia.

It is not known why Justinian did not insist on figurative mosaics
in the Great Church of San Sophia, but the reason is more likely to
be aesthetic or practical than theological. The rich mosaic cycles
outside Constantinople should not be interpreted as a provincial
phenomenon. The fact that so far only one pre-Iconoclastic figure
mosaic has been discovered in Istanbul (a panel of the Presentation
of Christ recently uncovered in the mosque called the Kalenderhane
Camii), can only be interpreted as the accident of survival. In view of
the central place in patronage held by Justinian and his wife Theo-
dora, Constantinople is likely to be source of artists in this age, yet
this center can only be approached through the works of its artists
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whose commissions outside the capital have survived, or alterna-
tively through the works of provincial artists influenced by these
metropolitan artists. How far this method is justifiable is open to
question.

The most likely product of the artists of Constantinople working
outside the capital is the sanctuary mosaic of the Justinianic church
in the monastery of San Catherine on Mt Sinai. The foundation is
mentioned in the De Aedificiis; this text if combined with inscrip-
tions in the church seems to indicate the precise year of 550/1 for
the execution of the mosaic (the Byzantine year began on 1 Septem-
ber and ended on 31 August). The builder of the church was born
locally, for his identity is recorded on one of the beams of the roof;
he was Stephanus from Aila, the modern Eilat on the Gulf of Aqaba.
The structure is built of local stone and materials, and is a basilica
with nave and two aisles; there is no hint that Stephanus had come
face to face with the new architecture of Constantinople.

The source of the mosaic workshop is more open to uncertainty.
One hint of its source is offered by the decoration of the vertical walls
below the mosaic, homogenous in date with it. This apse wall is re-
verted with narrow strips of veined marble, clearly cut in sequence in
the quarry. The type of gray-veined marble almost certainly comes
from the Marmara islands near Constantinople. The slabs seem more
likely to be a specially cut order than a random set chosen from a
stockyard in Constantinople or in Jerusalem. If the marble revetment
was shipped out specially to Sinai, it is also possible that the cargo
was accompanied by mosaicists with their materials. The outstanding
quality of the mosaic work may support the hypothesis of a special
mission from the capital. It is not sufficient to attribute the workshop
to Constantinople on grounds of quality alone, for Antioch or Jerusa-
lem may not have lacked expertise in the medium.

The church was built inside a monastic fortified enclosure and
abutted the Burning Bush of the story told about Moses in Exodus
chapter three. It was dedicated to the Virgin Mary, presumably be-
cause theologians explained the Bush as an antetype of Mary. The
mosaics decorate the cove of the apse and the triumphal arch above
it. The two uppermost panels represent two episodes in the life of
Moses connected with the site of the monastery; Moses loosening his
sandals, and Moses receiving the tablets of the law. Below the panels
of Moses is a composition with five elements; Christ is represented
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in the form of a lamb which is set against a golden cross. Angels on
each side of this central medallion fly towards Christ and offer him
the scepter and orb. Two further medallions complete the group; on
the left the bust figure is John the Baptist, and on the right the Virgin
Mary. These saints were honored as the foremost representatives of
the human race in heaven, and so were appropriate for conveying
the prayers of mankind to Christ. The Greek word for prayer is often
applied by art historians to the grouping of Christ, Mary, and the
Baptist, which from the Justinianic period onwards became a stand-
ard composition, particularly at the entrance to the sanctuary. This
word, Deesis, was not used in such an exclusive way in Byzantium.

The cove of the apse held a representation of the Transfigura-
tion of Christ, and is framed by a series of medallion saints, apostles
around the cove, and prophets and two monks along the base. The
monks have square halos and must have been the living leaders of
the community at the time. The six monumental figures in the
Transfiguration are stark and impressive, and are deliberately un-
naturalistic. The monks and pilgrims who prayed in this church
were meant to be awed by the proximity of God, not charmed by art.
This work is a masterpiece of Byzantine mosaic, and shows the
power of this medium in the 6th century in portraying a vision of
the Christian religion.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What is the reign of Justinian I noted for?

2. What three major works were constructed during the reign
Justinian I?

3. Where did the rich mosaic cycles exist?

4. What is the product of the artists of Constantinople working
outside the capital?

5. What do the mosaics of the church built inside a monastic for-
tified enclosure depict? How did theologians explain the Bush?

6. What representation did the cove of the apse hold?

2. Give Russian equivalents for the following.

Artistic activity; Imperial Roman; architectural effect; semi-
dome; the marble revetment; nonfigurative mosaic decoration; ge-
ometric ornament; figurative art; a cycle of mosaic icons; the rich
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mosaic cycles; golden chalice; a Dark Age; pre-Iconoclastic figure
mosaic; metropolitan artists; the sanctuary mosaic; the execution of
the mosaic; the beams of the roof; the mosaic workshop; mosaicists;
the mosaic work; the triumphal arch; oratorical gesture; the scepter
and orb; square halo; deliberately unnaturalistic; prone position;
veined marble.

3. Give English equivalents for the following.

PaboTh! NpOBUHIMANBHBIX MacTepa; UCXO/; BbINIOJHEHHE MO3a-
WYHBIX paboT; MpaMopHasi 06JIMIIOBKA; KOHXA allCU/Ibl; CTOJIMYHbIE
MacTepa; CKUIIETp M JeprKkaBa; XyJ0>KeCTBEHHas [lesTeJbHOCTb;
HUYKOM, LMKJ MO3aUYHbIX HWKOH; TpuyMdasbHas apka; paboTbl
NPOBUHIHUAIBHBIX MacTepPOB; 30JI0TOM MOTUP; GaTKU KPbILIU; MO-
HyMeHTa/IbHble QUIYphI; liefeBp BusaHTuickoil Mo3auky; Mo3a-
WYHble PabOThbl; CTUJIMCTUYECKOE pPa3HO0Opasve; MO3auKa ajaTap-
HOU 4acTH; 061IMPHOE BHYTPEHHEE TPOCTPAHCTBO.

4, Match the words and their definitions.

1. scepter a.is alarge gold or silver cup with a
stem

2.orb b. is a long thick bar of wood, especial-
ly one used to support the roof of a
building

3. beam c.is an ornamental rod that a king or

queen carries on ceremonial occa-
sions as a symbol of his or her power

4. revetment d. a golden globe surmounted by a
cross, the regalia of a monarch
5. bust e. a retaining wall or facing of mason-

ry or other material, supporting or
protecting a rampart, wall, etc.

6. chalice f. is a statue of the head and shoulders
of a person

5. Read the text. Give the gist of it in English.

Justinian saw his great achievement as a builder, both of
churches and defensive fortifications. He was the patron of numer-
ous churches, some of vast dimensions, and he emphasized his
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personal involvement in their erection, taking credit for the comple-
tion of San Sophia in spite of its daring size and form. Procopius
puts it: "We must describe the buildings of this Emperor so that
those who see them in future will not refuse, because of their great
number and magnitude, to believe that they are in truth the work of
one man". In politics, Justinian was an "imperialist". His (theoreti-
cal) reconquest of Italy, North Africa, and the eastern regions of
Asia Minor was celebrated in the traditional Roman manner by
artistic commissions to act as the visual witness of a new age of
peace. Since Justinian had on his accession inherited a full treas-
ury, his ambitions could be carried out with panache; but by his
death in 565, the money had run out, and the Empire was threat-
ened by new invaders - Persians on the East, and hordes of Sla-
vonic raiders on the North and the West. Persia was repulsed in
the early 7th century by the Emperor Heraclius (610-41), but only
to be succeeded by a more serious threat to Constantinople from
the Arabs. The reign of Justinian was succeeded by a Dark Age
from the 7th to the 9th centuries.

6. Put the words in the proper form. Give the gist of the text in
English.

While it may (to argue) that all Byzantine periods of art (to be)
most successful in the (monument) decoration of architecture, the
sense of (monument) penetrates even small-scale objects. From the
6th century (to come) a number of (illuminate) manuscripts; for
example three luxurious books with purple-dyed parchment pages,
the Book of Genesis in the Nationalbibliothek, Vienna, a Gospel Book
at Rossano in south Italy, and a Gospel fragment in the Bibliotheque
Nationale, Paris. The miniatures in these books (to be) often (mon-
ument) in effect, and in common with church (decorate) the Gospel
books (to have) an interest in the (typology) relationships between
the Old and New Testaments. Manuscripts (may) one of the im-
portant channels through which compositions and figure-style (to
be) (disseminate) between Mediterranean cities; the composition of
the Last Supper in the Rossano Gospels is (striking) similar to a mo-
saic in the church of S. Apollinare Nuovo (c. 520). Knowledge of art
in Constantinople (to reach) the provinces through other media al-
so. An example may (to give) in the medium of metalwork.
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7. Read and translate the text. Render it in English.

It is hazardous to explain the artistic developments after Justini-
an in terms of a response to the historical tensions of the period. Yet
the prevalence of fears and superstitions is amply documented in
7th-and 8th-century writings, in which the idolatrous use of icons is
reported to be widespread in the Empire. Small panel icons from the
period survive in the collection of the monastery of San Catherine
on Mt Sinai. Monumental mosaic icons were made low down during
the redecoration of the church of San Demetrius in Thessalonica,
carried out in the second quarter of the 7th century after a fire.
These icons presented the perpetually besieged citizens with acces-
sible saints to whom they could address their prayers for deliver-
ance. Their faith in the supernatural powers of their local cult-saint
Demetrius is made clear in the 7th-century compilation recording
his miracles. These mosaics, presumably the work of local artists,
reduce the saint to a staring, rigid intermediary for prayers to pass
from the human to the, divine sphere. A similar use of votive panels
of saints set low down in a church is found in frescoes in the Greek
monastery of San Maria Antiqua in the Roman Forum. However,
there is a great difference of style in the treatment of these figures;
unlike the abstract delineation of the human form at Thessalonica,
the painting at Rome, which is also the work of Byzantine artists,
portrays the figures naturalistically and in atmospheric settings.
The treatment of style is not apparently dictated by the purpose
of the icons.

8. Translate the following text into English.

BuzaHTUHCKOe HMCKYCCTBO 3moxHW lOcTuHuaHa 6asupyeTcss Ha
paboTax, co3laHHbIX MacTepaMu 3anajia 1 Boctoka 0 V Beka. Ha
3anaze ¥ Ha BocToke Bo3HMKa/IM MaMSATHUKH, B KOTOPBIX AJis aH-
TUYHOTO peajii3Ma He O0CTaBaJioch 6oJjiee MecTa. XPUCTUAHCTBO
HY/]aJIOCh B UCKYCCTBE, KOTOPO€e MOTJIO 6bl BOMJIOLATh OCHOBHbIE
pesIMruo3Hble AOTMbI. V3 Hacieauss pa3HoOOpa3HEHIINX CIOKETOB
BU3aHTUICKHE TEOJIOTU CTaIW U30UPATEJNbHO MOJAXOJAUTH K U300-
paKeHUI0. 13 HCTOPHUYECKOT0 €BAHTEbCKOTO I[UKJIa OHU BbIOpaIH
caMble 3HAYHUTeEJIbHble CIleHbl, U3 CHMBOJIMYECKHX 0Opa3oB -
HauboJiee HarJsAAHble MOTHUBBL WX 3a7a4ya cocTosijia B TOM, YTOOBI
MpPEeBPATUTDb JEKOPATUBHYI0 CUCTEMY XpaMa B CXKaTyi ¢opmysy.
3To UM OKOHYATEJbHO yAaeTcs B 310Xy MakeJOHCKON JUHACTUH,
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KOrJa JaHHasi cucteMa QUKCUPYeTCs BO BCeX CBOUX IJIaBHBIX Ya-
CTAX, NIOJYMHAACH €JUHON TeoJsioruyeckou upee. Ha nporsxeHnun
VI-VII BeKkoB ellle MOXXHO Ha6J110/1aTh pa3HOO6pa3ue UKOHOTrpadu-
YeCKHUX CXeM, IPUMeHsIeMbIX B pocnucax. OfHAKO yXe B 3TO BpeMs
HaMeyaeTcsl TeHJeHIUs K yIPOILEeHHUIO.

9. Describe the following works of art.

The Basilica of Hagia Sophia; San Vitale; San Catherine on Mt Si-
nai; San Demetrius in Thessalonica; the Paris Psalter; the Transfig-
uration; San Maria Antiqua in the Roman Forum.

10. Summarize the Text orally in writing.
11. Write an essay on one of the topics.
1. Cathedrals of the age of Justinian.

2. The Paris Psalter as a masterpiece of Byzantine art.
3. The mosaics of the age of Justinian.
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Unit 3
ICONOCLASM (726-843)

Notes. The text you are going to read deals with Iconoclasm.
Before reading study the following.

A reaction to the growing "abuse" of icons came under the mil-
itarily highly successful Iconoclastic Emperors. From the 720s un-
til 843 figurative icons were forbidden in Byzantine churches
(there was a brief interlude between 780 and 815, when icono-
doules again sat on the throne). Since there had always been a
current of opposition to the use of icons in the Christian Church, it
is reasonable to interpret the ban on images in Byzantium as
a genuine religious movement, as a positive attempt to provoke
a new Christian nonfigurative art.

PRE-READING TASKS

1. Answer the following questions.

1. What is implied under Iconoclasm?

2. What did the iconodoules do?

3. Was it possible for Byzantine artists to escape from the shad-
ow of [conoclasm?

2. Make sure you know how to pronounce the following.
Ascension [9'sen(t)f(a)n]; Theotokos [B1'vtakns]; ecumenical
[i:kju'menik((a)l)]; Crete [kri:t]; Antioch ['antipk]; Pharos ['feards];
Macedonian [,maesi'dounian]; Antioch ['antiok]. ambo [‘ambau];
Carolingian [kara'lind3ian]; Nicene Creed [nai'si:n kri:d]; Psalter
['so:lta]; Leo ['li:au]; Delphi ['delfi]; Noah’s Ark ['naua'z a:k]; coinage
['koinidz]; graffiti [gra'fi:ti]; Irene ['arri:n]; cupola ['kju:pals].

3. Read and translate the following text.

TEXT

Between 726 and 843 the Byzantine Empire was embroiled in a
theological debate known as the Iconoclast Controversy. Byzantine
Iconoclasm had wide-ranging political and social repercussions, as
well as profoundly affecting the conditions for artistic production.
The Iconoclast Controversy was specifically concerned with the
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appropriateness of images in the context of worship. Images came
to be ubiquitous in the religious life of the fourth, fifth and sixth cen-
turies, and, since the foundations and entire superstructure of the
Byzantine Empire were religious, a radical questioning of the use of
images could be considered comparable to challenging the role of
democracy in a modern Western state. The implications of this con-
troversy for the development of Western art have been profound;
indeed, no other culture or society is known to have engaged in such
a prolonged and serious debate over the role of the visual. The his-
torical background to Iconoclasm involved widespread changes tak-
ing place in the Byzantine Empire. In the context of the visual arts,
however, it is the arguments themselves and the actions they gave
rise to that exert a particular fascination. The word iconoclasm
comes from the Greek words eikon (icon or image) and klao (break
or destroy), and means literally the deliberate destruction of imag-
es. The phenomenon of Byzantine Iconoclasm remains a complex
subject. Fortunately there is a clear point of reference what argu-
ments were advanced for and against its use, and what the results of
those arguments were. Christianity had inherited from Judaism an
antipathy to the misuse of religious images. This was based on the
commands given by God to Moses: 'Thou shalt not make an idol...
Thou shalt not bow down to [idols] nor serve them' (Exodus 20:4-
5). The word 'idol’, like 'icon’, also has the root meaning 'image’, but
its connotations became totally negative. Idols were decried in the
Bible as images of false gods. Those who worshipped idols were
therefore followers of false gods: pagans had idols, Christians did
not. In one view Christians had become idolaters by worshipping
images, and must therefore be displeasing to God. The only possible
remedy was to remove the offending cause: the icons (or idols). In
addition to those who smashed images, there were people who
burned them (icono-causts), and the term most commonly em-
ployed at the time for someone who was opposed to their use was
eikonomachos or 'image-fighter'. On the other hand, there were
people who loved images (iconophiles) and who served them (ico-
nodules), and who were able to marshall impressive arguments up-
holding the Christian tradition of religious imagery. The argument
against images focused on their role in worship, and there can be no
question that by the eighth century religious images had come to be
used in what could be considered illegitimate ways.
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However, artistic production continued during Iconoclasm but
there must have been a diminution in the number of artists to match
a reduction in patrons. Texts from the period before Iconoclasm
frequently record the patronage of monks like Theodore of Sykeon,
who could order expensive church plate for his Anatolian monas-
tery from the workshops of Constantinople. This source of artistic
sponsorship was severely reduced by the persecution of monks in
the 8th century. However, a number of monuments were built or
rebuilt during Iconoclasm, which was an important period for archi-
tecture if it is correct to date to it the creation of the small cross-in-
square church surmounted by a central cupola, the church plan that
became standard from the 9th century.

The Church of S. Eirene in Constantinople was rebuilt, after an
earthquake, by Constantine V (741-75), when it received the pre-
served apse mosaic which features a large plain cross in a gold
ground. In Thessalonica, a new cathedral of S. Sophia was built be-
tween 780 and 797 under Imperial sponsorship, and it too received
a decoration with a large cross in the apse, more crosses in the sanc-
tuary vault, alternating with a vine leaf ornament (the figurative
mosaics in the apse and cupola of the church are a post-Iconoclastic
addition to the original scheme). Other Imperial commissions are
known from texts to have been executed in Constantinople, but have
not survived. An indication of their quality may be offered by some
paintings that have survived in Western Europe, and which have
been attributed to Byzantine artists of the period. The most striking
work is the fresco decoration of the east apse of S. Maria at
Castelseprio in north Italy. These (faded) paintings were found in
this small, poorly-built chapel in 1944. The cycle illustrates the In-
fancy of Christ, and is of outstanding quality, showing a level of
achievement in portraying solid figures within a landscape setting
unparalleled in medieval monumental art. Their date of execution is
controversial, and there are few objective considerations to resolve
the controversy (the paintings must be earlier than the graffiti
scratched over them; it is agreed that one of these is of the mid-
10th-century, but a 9th-century attribution of another has been
challenged). The problem is whether Castelseprio represents a "re-
naissance" movement, or alternatively is evidence of a continuation
of "perennial Hellenism" into the Middle Ages. The attribution
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favored here supports the second alternative; it is accepted that
these wall-paintings can be attributed to the first half of the 8th cen-
tury by comparison with frescoes of S. Maria Antiqua in Rome which
were commissioned by Pope John VII (705-7). Both groups would
be the work of Byzantine artists who had traveled to Italy. The art-
ists of Castelseprio might have been fugitives from Iconoclasm. An-
other indication of Greek expertise during Iconoclasm may be given
by a group of four Carolingian manuscripts named by Koehler "the
Group of the Vienna Coronation Gospels". The problem they present
is not the dating of the miniatures (c. 800), but the actual place of
training of artists. The group is exceptional in its Carolingian con-
text for its facility of modeling figures in wet paint. If the artists are
correctly identified as Byzantines from Constantinople, it would
seem that even during Iconoclasm workshops continued to pass on
methods of working derived from the studio practices of Antiquity.
Presumably the lost secular art known from texts in the reigns of
Constantine V, Theophilus (829-42), and other Emperors, as well as
secret iconodoule productions, did supply sufficient figurative
works for master-pupil relationships to span the two phases of
Iconoclasm. The evidence for an "underground" iconodoule art
comes indirectly from the 9th-century Psalters with marginal illus-
trations, in particular the Chludov Psalter now in the State Histori-
cal Museum in Moscow. Its miniatures, though dating after 843,
seem in a few cases to reproduce satirical illustrations invented for
anti-Iconoclastic pamphlets.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What was the Iconoclast Controversy concerned with?

2. Why does the phenomenon of Byzantine Iconoclasm remain
a complex subject.? What was Iconoclasm based on?

3. Why was Iconoclasm an important period for architecture?

4. What were Imperial commissions during Iconoclasm?

5. Does Castelseprio represent a "renaissance” movement? Or is
it evidence of a continuation of "perennial Hellenism" into the Mid-
dle Ages?

6. What evidence for an "underground"” iconodoule art comes
indirectly from the 9th-century?
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2. Give Russian equivalents for the following.

Iconoclast Controversy; artistic production; ubiquitous images;
serious debate over smth; the historical background to smth; the
visual arts; religious images; to worship idols; false gods; to become
idolaters; to smash images; iconophiles; iconodules; tradition of re-
ligious imagery; to order expensive church plate; cross-in-square
church; to receive a decoration; the sanctuary vault; a vine leaf or-
nament; the figurative mosaics; cupola of the church; to attribute to
Byzantine artists; the fresco decoration; solid figures; within a land-
scape setting; "perennial Hellenism"; secular art; fugitives from
Iconoclasm; "underground” iconodoule art; marginal illustrations.

3. Give English equivalents for the following.

[lonuTHYeckue U colMabHble NMOCTEACTBUS; XY/J0KeCTBEHHOE
NPOU3BO/CTBO; Cepbe3Hble Je6aThl 110 NOBOAY Yero-i1u60; yMbIl-
JICHHOE YHUYTOXXeHHEe H3006pakKeHHUU; HelpaBOMEPHOE HCI0JIb30-
BaHUe pEeJIMTMO3HbIX 00pa30B; MOKJIOHATBHCA HJ0JaM; Ha ¢oHe
ne1?13a>x<a; IMPpUBEPXKEHI bl JIOXKHDbIX 601"0B; CTAaHOBUTBCA HA0JIOIIO-
KJIOHHUKaMH; UKOHOTIOUUTATEH; «BEYHbIH 3JIIMHU3M»; TPAJULUH
M peJIMruo3Hble 00pa3bl; HACTEHHble POCIHCH; KYINOJ LePKBU;
NPUNKCBIBAaTh BU3AHTUMCKUM XyZ0’)KHHKaM; U306pa3nuTeIbHOe HUC-
KYCCTBO; CBETCKO€ HUCKYCCTBO; 00'beMHbIe QUTYPHI; CPeIHEBEKOBOE
MOHYMEeHTaJ/IbHOe UCKYCCTBO; KapOJIMHICKasl PYKOIHUCh, «KHEYBsAa-
€MBbIH» 3JIJIMHU3M.

4. Match the words and their definitions.

1. graffiti a. the destruction of religious images as hereti-
cal

2. cupola b. a concave arch o especially one formed at the
junction of a wall with a ceiling

3.ambo c. writing scribbled, or scratched illicitly on a
wall

4. Nicene Creed |d.in an early Christian church an oblong pulpit
with steps at each end

5. cove e. a formal statement of Christian belief which
is very widely used in Christian liturgies, based
on that adopted at the first Council of Nicaea

6.iconoclasm f.arounded dome forming or adorning a roof
or ceiling
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5. Expand on the following.
Iconoclast Controversy; iconodoule productions

6. Read the text. Discuss it in the dialogue.

The restoration of Orthodoxy. Iconoclasm was declared a heresy
at the Second Council of Nicaea in 787, but it returned as Imperial
policy in 815. Orthodoxy was finally restored in 843. This restora-
tion of the icons coincided with an upsurge in the economic and po-
litical prosperity of Byzantium, which lasted until the middle of the
nth century. During most of this time Imperial power was in the
hands of the "Macedonian" dynasty, established on the throne after
the murder of Michael III (842-67) by Basil I (867-86). The Mace-
donian Emperors had the finance as well as the desire to renovate
the churches of the Empire, many of which had received little
maintenance since the time of Justinian. After an initial phase of
consolidation, they embarked on new building programs and deco-
rations. This period is undoubtedly one of major importance in the
history of art, but the context of surviving works is too fragmented
for the characterization of the period to be anything but controver-
sial. The enthusiastic statement of Kingsley Porter that "Modern Art
may be considered to have begun with the Byzantine Renaissance of
the tenth century” is right in spirit, but quite lacking in precision.
The concept of a Macedonian Renaissance of Classical Antiquity
cannot be justified as long as the "Classical” style on which this in-
terpretation depends is thought to be a perennial element of the art
of Constantinople, rather than a rediscovery after the interruption
of Iconoclasm.

7. Summarize it in 100 words. Entitle the abstract.

The most important work of the 9th-century restoration to sur-
vive is the mosaic decoration of San Sophia at Istanbul. The first sec-
tion of the church to be decorated was the sanctuary vault. These
mosaics were inaugurated by a homily delivered on the ambo of the
Great Church on Holy Saturday, 29 March 867. A recent investiga-
tion of the present mosaics in this area revealed that the enthroned
Virgin with the Christ Child in the cove of the apse and the Archan-
gel Gabriel and fragment of Michael are without reasonable doubt
the original 9th-century works. The apse cove preserves a few let-
ters of its 9th-century inscription (recorded in its entirety in
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a 10th-century collection of epigrams). It commemorated the resto-
ration with these sentiments: "The images which the imposters [the
Iconoclasts] had formerly cast down here, pious Emperors [Mi-
chael III and Basil I] have set up again." However, the implication
that there were figures in this apse was not supported by the inves-
tigation. The figurative decoration of S. Sophia seems to be a
9th-century innovation. This new decoration allows some insight
into the developing principles of Middle Byzantine church-planning,
principles which in course of time became more rigidly applied. The
problem in planning a cycle for S. Sophia was that the curved sur-
faces in the vaults most suitable for the application of mosaic tes-
serae were so high in the church that only really vast figures would
be seen at a reasonable scale to a spectator on the floor. Yet none of
the available space could accommodate sufficiently large figures.

8. Translate the following text into Russian. Give the gist of the
text in English.

The 9th-century program of San Sophia is not homogeneous in
style, and it may be presumed that the mosaics took several decades
to accomplish. The church was shaken by a serious earthquake in
869 and the necessary repairs must have interrupted any decora-
tion planned or in progress. The Virgin and Child and the Archangel
Gabriel in the apse were certainly one of the most important com-
missions of the Middle Ages, and their quality of execution matches
their importance. Subtlety and variety in the choice of tesserae
achieve a delicate and solid modeling of the flesh of the faces, but
the overall effect of the figures is one of intense spirituality, empha-
sized by their large eyes staring into the distance. The Church Fa-
thers in the north tympanum, though delicate in execution, reveal,
like the narthex and vestibule panels, signs of the development to-
wards a more dry and linear modeling. A linear figure-style of a live-
ly and expressive character is used in the representation of an As-
cension of Christ in the church of S. Sophia at Thessalonica, of 885.
The work was commissioned by the Archbishop of the city, Paul,
known as a correspondent of Photius. A similar style of bold, rather
flat, figures is documented in the capital in a manuscript with illus-
trations of the Homilies of Gregory of Nazianzus, datable from its
Imperial portraits to ¢. 880. Each Homily in this book is preceded by
a full page of pictures.
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9. Translate the following into English.

B 726 rony JleB Il (675-741), npo3BaHHbIA HMcaBpom wuszgasn
yKa3, 3alpeliaBlIM{ MOKJOHATbCS HWKOHAaM KaK O0XKeCTBEHHBIM
n300pakeHUsIM. [lyXOBEHCTBO 3TO MOJJEP:KaI0, UMIIEPAaTOpa 06BU-
HUWJIM B OCKOPOJIEHUU XPUCTUAHCKUX CBAThIHb. HacesieHue umnepuun
pas/iesInyIoch HaJiBoe: UKOHOOGOPIbI U UKOHOTOYUTATEH, UYTO MPH-
BeJIO K KPOBaBbIM COOBITHSIM. Bopbp6a nmpaBociaBHOT0 UMIlepaTopa €
H/JI0JIONOKJIOHCTBOM ObLJIa OCJ0XKHEHa MOJUTUYECKUMHU MOTHBAMHU.
CorytacHO 1[epKOBHBIM HCTOpHKaM, 60pbba JIbBa HMcaBpsiHMHA mpo-
TUB MOYUTAHUS UKOH SIBUJIACh TOJIBKO YaCTbIO €ro 3aMbIc/a 1o pe-
OpraHU3alMy TOCyAapCTBEHHO-1[EPKOBHOM chcTeMbl BUusaHTulCcKON
uMinepui. Llesb 60pb6bI 3aK/I0YaNIaCh B OTPaHHUYEHHE NIPaB U BJIUS-
HUS BBICILETO JYXOBEHCTBA, 3aHHMMaBIIEro BeAyliue rocyapCcTBEH-
Hble JO/DKHOCTHU. B3anMHoe NpoTHBOGOPCTBO CTOPOH MPUBEJO
K UKOHOGOPYECKOU epecd — UMIIepaTop HAJIOXKWJ 3alpeT Ha Lep-
KOBHble H306pakeHus. Cracasi UKOHbBI, CTOMKHE XPHUCTHAHE PUCKO-
BaJ/IY )KU3HBIO. ['parkiaHCKas BOMHA J/1MJIach JOJITO U NPOA0JDKaNIach
npu npueMHuke JlbBa Il KoHcTtanTuHe Komponume. CTOpOHHUKHU
MMIepaTopoB nobexganu. Tenepb Aomyckajach TOJBKO CBETCKas
»KUBOMHUCH (IOPTPETHI UMIIEPATOPA), UKOHOIKUCh COXPAHSIACh TOJb-
KO B OT/JaJIEHHBIX MPOBUHIUA/IbHBIX MOHACTHIPSIX.

10. Summarize the Text orally in writing.
11. Write an essay on one of the topics.
1. The phenomenon of Byzantine Iconoclasm.

2. The emergence from the Iconoclastic Controversy.
3. The mosaics of the 9t century.
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Unit 4
LATE BYZANTINE ART

Notes. The text you are going to read deals with Late Byzan-
tine art. Before reading study the following.

As an art to express Christian dogma in a permanently intelligi-
ble form, Byzantine art is unsurpassed. Its importance lies in its pos-
itive qualities as religious art. To regard Byzantine art primarily the
carrier of antique art through the Middle Ages would represent a
failure to penetrate through its stylistic appearance to its true func-
tion as art.

PRE-READING TASKS

1. Answer the following questions.

1. What are the features of Byzantine churches of the post-
iconoclast period?

2. When were the first Cathedrals erected in Rus?

3. Wherein lies the positive quality of Byzantine art? What did
give to Medieval Europe?

2. Make sure you know how to pronounce the following.

Constantinople [konsteenti'naupl]; Palaeologan [paleo’'gan];
Serbia ['s3:b1a]; Apocrypha ['pokrifa]; depredation
[ depri'de1f(a)n]; sack [sek]; relics ['reliks]; current ['kar(a)nt]; pa-
tron ['pertr(2)n]; mausoleum [mo:sa'lizam]; icon ['atkon]; scene
[siin]; erudite ['erudart]; decentralization [di:sentr(a)lar'zeif(a)n];
itinerant [artinarant]; monumental [monju'ment(a)l]; opaque
[o'peik]; infer [m'f3:].

3. Read and translate the following text.

TEXT

The sack of Constantinople in 1104 cut short artistic develop-
ment in the capital. The city never recovered from the depredations
of the Latin occupation (1204-61), when churches were stripped of
their spiritual protection of relics and physical protection of lead
roofing. After the recovery of the city and its rule under the Palae-
ologan dynasty until its fall to the Turks in 1453, Constantinople
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inside its walls remained a partial wilderness of ruins and fields.
Only a few of its churches were restored in the early 14th century,
to act as family mausoleums for a small and interrelated aristocracy,
and received an expensive mosaic and marble decoration. After the
civil wars of the mid-14th century, further economic decline set
in while intellectuals consciously watched the decline and fall of the
Empire.

Yet the period of Byzantine painting after 1204 is one of major
achievement in the history of European painting. Examples of
painting in the "Agitated style" continue to occur in the 13th cen-
tury, but the best work is painted in a quite different manner, in
which the figures are calm, softly modelled, and three dimensional.
This manner had probably occurred during the 12th century
alongside other currents, for it is one of several styles found in the
frescoes of Nerezi. The patron saint of this church, San Pantelei-
mon, is distinguished by his rendering in a calm, idealized style.
Earlier in the century, this treatment is used for the Virgin and
Child of the Vladimir icon, now in the State Tretyakov Gallery in
Moscow, and the effect in this scale and medium is almost one of
sentimentality. At the end of the century, a fresco decoration in
this style is preserved, but in a very fragmentary state, in the
church of San Demetrius at Vladimir in Russia (c. 1194-7). Sec-
tions of the scene of the Last Judgment survive.

This calm and graceful style occurs at a high level of achieve-
ment in the first half of the 13th century at San Sofia at San Nicaea
(in poor condition), and more extensively at Milesevo in Yugoslavia
(1230s). Orthodox Christian courts continued to support art, and in
Serbia there was fairly continuous employment to be gained
through the century (as at Studenica, Milesevo, Pec, Sopocani, and
later in the court of Milutin). The frescoes of San Sophia at Trebi-
zond (c. 1260) are also the work of major artists, who show contact
with those of Sopocani (1260s). How this apparently itinerant
workshop operated is at present obscure, but there is an implication
that Byzantine art could flourish without the stable central stimulus
of Constantinople. Probably this is because the late 12th century
was also a period of decentralization.

Such a situation in art may be inferred in manuscript produc-
tion. Up to the 12th century, high-quality product seems to come out
of the book trade of Constantinople; indeed manuscripts supply
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a better based and documented context for the art of the capital
than monumental painting. In the course of the 12th century, con-
siderable books seem to have been illuminated outside the capital,
probably in the rich monasteries around the Empire, from Sinai to
Athos. This expansion of production may have caused a fall in
standards execution, and many late-12th-century illustrations are
pathetic copies of earlier Comedian models. An example of this is a
group in the style of the Rockefeller-McCormick New Testament un-
til recently attributed to Nicaea in the 13th century. The place of
production of this group outside the capital (or not) is uncertain.

The Byzantine return to Constantinople in 1261 was marked by
the use of art to reestablish cultural continuity. This is the context
for the setting of the Deesis in the south gallery of San Sophia. The
tesserae are set as if to reproduce in mosaic the calm style in paint-
ing. The medium is similarly used, with very soft gradations of color,
in miniature mosaic icons, a technique originating in the 12th cen-
tury. Tiny tesserae were set in a wax matrix. The medium reached
its height of popularity in the century after 1261; it seems more ap-
propriate to connoisseurship than worship.

Late Byzantine art is best known not from Imperial patronage,
but from that of Theodore Metochites, the leading statesman of the
reign of Andronicus Il Palaeologus (1282-1328). He was a scholar,
prolific writer, astronomer, and civil servant, who rose (shadily) to
great wealth. During his prosperity, he restored and decorated the
monastery of the Chora, between c. 1315 and 1321, now the Kariye
Camii. The main part of the church received mosaics, probably set
by the workshop Holy Apostles in Thessalonica (1310-14), and the
south parecclesion (side-church) received frescoes. The mosaic rep-
resent the lives of Christ and the Virgin Mary, while new mortuary
chapel had an appropriate salvation cycle and Last Judgment. The
cycles are densely illustrated with profuse detail, demanding from
the observer a knowledge of both Bible and Apocrypha, and theo-
logical commentaries on them. The erudite character of the pro-
gram must reflect the interests of Metochites, but the proliferation
of cycles and the minute treatment of the iconography of each scene
is more widely symptomatic of late Byzantine culture. An extreme is
reached in the program of Decani in Yugoslavia (1327-35).
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AFTER-READING TASKS

1. Can you answer the following questions?
1. What was there in Constantiopole after its sack in 1104?
2. What was Byzantine major achievement after 1204?
3. Could Byzantine art flourish without the stable central power?
4. What do manuscripts supply?
5. What happened in 1261 marked by?
6. What was Theodore Metochites noted for?

2. Give Russian equivalents for the following.

Byzantine painting; protection of relics; three dimensional;
a prolific writer; the sack of Constantinople; a fresco decoration;
artistic development; itinerant workshop; to recover from the dep-
redations; to be striped of; lead roofing; the recovery of the city; un-
der the Palaeologan dynasty; manuscript production; family mauso-
leums; interrelated aristocracy; marble decoration; the decline and
fall of the Empire; alongside other currents; patron saint; at a high
level; salvation cycle; the context for the setting; a wax matrix.

3. Give English equivalents for the following.

MpaMopHas OT/e/IKa; CHOKOMHBIM CTUJ/b >KUBONKCH; pecTaBpa-
1S 3/JaHUM; CBUHI|0BOE MOKPBITHE KPBILIK; BOCCTAHOBJIEHUE I'OPO-
Jla; TJIaBHOE JIOCTH>KEeHMe; COBepLIEHHO MHAas MaHepa; Nepuoj, Je-
LleHTpa/M3alMy; Ha BBICOKOM YPOBHE; COKpaTHTb; pasrpabJeHue
ropo/ia; BOCKOBasi MaTPHIA; yKpalleHHbIH MO3auKoM; H306pakeHue
MMPOCTPAHCTBA; HOBAA TPAKTOBKA 06pa3013; OIIBITHBIM IyTEM.

4. Comment on the following text.

The appearance of new ideas in art in the second half of the 12th
century, and the documentation of individual artistic personalities
point to the possibility of a positive consciousness of the visual arts
by an informed patronage. The 12th-century texts mentioning art,
such as the Description of the Holy Apostles by Nikolaos Mesarites,
may hint at a real critical awareness on the part of the Byzantine
observer. The texts show that the observer could sometimes de-
scribe works of art with accurate perceptions; but a critical judg-
ment which is more than a conventional literary topos is difficult to
discover. Support for the belief in a developing visual awareness in
the Byzantine public is offered directly by the art produced. There is
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a distinctive style found throughout the Byzantine world which is so
consciously artificial as to suggest that its popularity was due to
public appreciation, rather than its expressiveness. This late-12th-
century development is one particularly conspicuous to modern
scholarship, in which it is variously described as "the Monreale
style”, "the Dynamic style", "the Agitated style", "the Storm style", or
even as "Byzantine rococo". At its best, as, for example, in the Mon-
reale mosaics of the 1180s, this stylistic mode was effective as
a means of expression. The perceptions of the observer were stimu-
lated not only by the garments of the figures drawn with 140onvo-
luteed, fluttering folds, but by the integration of figure groups into
a complex mass of overlapping bodies, often placed in a setting in
depth suggested by landscape or architecture, though the elements
are never aligned from a single viewpoint. But the scenes were not
always composed as a series of single units, when possible, a whole
wall was laid out with the various compositions set in harmony or
counterpoint.

5. Match the words and their definitions.

1. revetment a. buildings occupied by a community of
monks living under religious vows

2. manuscript b. is a worker travels around a region, work-
ing for short periods in different places

3. itinerant c. visually descriptive

4.imagery d. characterized by severe self-discipline and
abstention from all forms of indulgence

5. ascetic e. facing of masonry, supporting or protecting
a rampart, wall, etc.

6. monastery f. is a handwritten document

6. Translate the following into Russian.

Byzantine art depended for its existence on a ruling aristocratic
Orthodox Christian society. Such an art could not survive the Turk-
ish occupation of Constantinople in 1453. This society had produced
an art and a literature of which the prominent feature was in both
the continual attempt to present general themes in an elegant lan-
guage derived from Classical Antiquity. Since the ancient world had
no single unified cultural pattern, Byzantine art had considerable
variety. The diversity of treatment of the human figure from the
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carefully observed pose to the abstract vessel for prayer derives
from the Classical tradition, and does not need to be explained in
terms of Classical or opposing Oriental traditions. The Church did
not encourage its artists to seek originality, and consequently it is
difficult to identify individual hands in Byzantine art. Even when
Georgios Kalliergis declared himself in an inscription in the Christos
church at Verria in 1315 to be "the best painter in all Thessaly", we
cannot distinguish him satisfactorily from contemporary artists in
the region. Since Byzantine art defies attempts to interpret it in
terms of individual genius, renaissance, it is clear that the art histor-
ical approach to it must be different from that to most Western Eu-
ropean art. This deny the importance of individual artists and pa-
trons in its development.

7. Translate the following into English.

B kHmxHOU MUHUaTIOpe Busantuu XIV B. mpocTynarT HOBbIE
»KU3HEHHbIEe YepPThI: NOABJIAITCA XapaKTepHble NOPTPeTHbIe U306-
pakeHus], KMBasi JUHAMHUKA, BHUMaHUe K Ilepe/ilaye MPOCTPaHCTBaA.
Ho uckyccTBo, Heclllee B ce6e HOBbIE KMBbI€ CUJIbl, KOTOPble MOIJIU
IPUBECTHU K pa3pylIeHUI0 CpeJHEBEKOBOW YCJIOBHOCTH, He MOJIY4YH-
JIo B BusanTuu janpHenero pasBuTHd. B MOHyMeHTaJbHON KU-
BOIIMCH, B UKOHOIIUCH U B MUHHUATIOPE YTBEPAUJICA CTPOTUH IJIOC-
KOCTHOM CTWJb MNHCbMa. fpyalimiuii MacTep BHU3aHTHUHCKOU
»KUBONKCU TOro BpeMeHUu - ®eodan I'pek, ciefoBaBLIMi cMeoOMY,
HOBAaTOPCKOMY UCKYyCCTBY Hadasia XIV B., nokuHyJs1 Busanturw. Bro-
py0 poAvHy OH Hawesa Ha Pycu, rge TBOp4YecTBO ero OpraHU4YHO
CJILJIOCh C pycCKUM HcKyccTBOM. B XV B. uckyccrBo BusaHTuu
yTpaTUI0 MOHYMeHTa/bHbIN pasMax. O6pa3bl Npuodped u3Meb-
yeHHbIN XapakTep. B 1453 roay xyaoxecTBeHHas KyabTypa Busan-
THUH HAaXO0JIUJ1aCh B COCTOSTHUU KpHU3HCa.

8. Summarize the Text orally in writing.

9. Make a presentation on Byzantine art.

10. Write an essay on one of the topics.

1. Variety of Byzantine art.

2. The distinctive Kariye Camii’s style.

3. Byzantine art as the carrier of antique art through the Middle
Ages.
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PART VII
ROMANESQUE ARCHITECTURE

Unit1
MEDIEVAL ARCHITECTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

Ark of the Covenant - KoBuer
3aBeTa

arched openings - apo4Hsble
MPOJIETHI

boarding ['bo:dig] -1) o6muBKa
JlocKaMu; 2) 0CKH

campanile [,keempa'ni:ler] - ko-
JIOKOJIBbHS (OT/[e/IbHO CTOSIIAs )
cantilever ['kaentili:va] - koH-
coJib cantilevered
[keentili:va(r)d] - KOHCO/bHBIN;
CBHMCAKOLINHN

circular openings - MaseHbKHE
KpYyTJible OTBEPCTUSA

chassis ['[aes1] - dyHmamMmeHT
clamping - dukcupoBaHue
cloister vault - MoHacTbIpCcKU#
CBO/,

diocesan [da1'osis(2)n] - emap-
XUaJbHBIN

duplicate ['dju:plikert] - konu-
poBaTh

ebb [eb] - magenue, cnag, yna-
J0K; pacnag. Syn: decline, decay
['emjuleit] - conepHuyaTh

fjord [fjo:d] = fiord - dbopg,
havoc ['heaevak] - onycTomnieHue
harry ['heer1] - coBepmaThb
Haberu

haul [ho:l] - Be3TH, TauTh

monasticism - UHOYeCTBO
oratory ['orat(a)ri] - yacoBH#A
overrun [.ouva'ran] - omycro-
maThb pitched [pitft] - kpyToit
YKJIOH

precept ['pri:sept] - 3anoBeab
portal ['po:t(a)l] - r1aBHBIM
Bxoz regalia [r1'geilis] - 1) pera-
Jiuu (KOpPOHa, CKUIETp); 2) Ko-
pOJIEBCKUE TpaBa M PHUBUJIETUH
rim - BHeIIHUH Kpa

Rule [ru:l] - ¥YcTaB, 3akoH
salvage ['seelvidg] - cnacenue
HUMYyIIlecTBa

scythian ['s1019n] - ckudckuii
shallow draft - He6oJibILIasK
ocajzika

sill [s1]] - monmepeuHo Jiexaliee
OGpeBHO, HUXKHUK OMIOPHbII
6pyc. stave [sterv] — kapkac;
stave church - kapkacHag 1ep-
KOBb

steep [sti:p] - kpyTO#
susceptible to smth -
BIIEeYaT/JAUTETbHBIN

tiling ['tailig] - a) yuepenuyHas
KpOBJISL; 0) MOKPBITHE YEPEINHU-
e

transcend [traen'send] - 1) me-
pecTynaTh npeebl
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horseshoe arch - maBpuTan-
CKaf, 10oJJKOBOOOGpa3Hasa apka
interlaced [inta(r)leist] - yepe-
AVIOIIMICS; TepeMeKaro i cs
intrepid [m'trepid] - oTBaXkHBII
masonry ['meis(a)nri] - kaMeH-
Had KJaJKa

parochialism [pa'raukializ(a)m] -
MECTHUY€ECTBO; OTPaHUYEHHOCTh
propitiate [pra'pifiert] - npumu-
pSATh, YMUPOTBOPSATh

truss-roofed - kpbiilia co CTpo-
nuJjaaMu

turret ['tarit] - 6ameHka
undercut figures - Bbipe3aHHbIe
burypsi

veneration [.ven(a)'reif(a)n] -
6J1aroroBeHue, KyJbT, IOYUTAaHUE
wreak [ri:k]; to wreak venge-
ance upon one's enemy - 0TO-
MCTHUTbB Bpary; wreak havoc -
CesiTh XaoC U pa3opeHue

2. Answer the following questions.

1. What place names across Europe preserve the memory of the
nomadic tribes?

2. What architectural style memorialized the Germanic tribes?

2. In what word is remembered the behavior of the Vandals? Why?

3. Make sure you know how to pronounce the following.

Aachen  ['akk(s)n];  Avignon ['eevinjoig];  baptist(e)ry
['baeptistari]; Benedictine [.ben1'diktin]; Burgundy ['ba:gandi]; cam-
panile [kempa'ni:ler]; York ['jo:k]; Carolingian [.kara'lindzien];
Charlemagne ['[a:lomein]; diocesan [dar'ssis(a)n]; Po [pavu]; France
[fra:n(t)s]; Franks [freenks]; Gall [go:]; Gothic ['goB1k]; Goths [goBs];
Leif Ericsson [.leif 'eriksan]; Lombardy ['lombadi]; Middle Ages
['midl eidziz]; Tours [tua]; Moorish ['muarif]; Mozarabic [mauv'zar-
abik]; Ravenna [ra'vens]; Scandinavia [.skeendi'nervia]; Vandals
['veend(a)lz]; Viking ['vaikiy]; Visigoths ['vizigoBs].

4. Expand on the following in English.

While Byzantine culture was flourishing in eastern Europe and
around the southern rim of the Mediterranean, those portions of
western Europe that had been part of the Roman Empire entered a
period of sustained decline. From the first centuries of the Christian
era, outposts of the Empire had been repeatedly besieged by waves
of nomadic peoples migrating from Central Asia. These tribes, called
barbarians by the civilized Romans, eventually overran the frontiers
established by Rome and occupied the city of Rome itself by 476.
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5. Read and translate the following text.

TEXT

Outside the Italian peninsula and the Mediterranean coast,
where Early Christian traditions were maintained in a number of
masonry basilicas and baptisteries, very little architecture in West-
ern Europe has survived from the period 400-800. Caught in the
chaos created by barbarian invasions, most of northern Europe ex-
perienced several centuries of unsettled life, during which the sta-
bility needed to allow the design and construction of durable build-
ings was lacking. From the many strongmen who were leaders in
the developing feudal system emerged one whose strength and mili-
tary might enabled him to dominate his rivals. Known as Charles the
Great, or Charlemagne, he was the grandson of Charles Martel, the
Frank who had led assembled forces to victory over the Islamic ar-
my at the battle of Tours in France in 732. During his reign (768-
814), Charlemagne unified a large portion of present-day France,
the Low Countries, and Germany through a series of successful mili-
tary campaigns. Charlemagne’s influence extended even to Rome
where, on Christmas Day in the year 800, Pope Leo III crowned him
Holy Roman Emperor. This illiterate descendant of barbarian chief-
tains had become the spiritual heir of the Roman Empire, the tem-
poral equivalent of the pope.

Charlemagne aspired to a renaissance of Roman achievements,
including the excellence Rome had exhibited in government, litera-
ture, and the arts. He summoned the greatest minds to his court,
established schools for the training of governmental administrators,
had his scribes assemble and copy ancient manuscripts, and en-
couraged architecture by donating lands and money for the con-
struction of churches and monasteries. The resulting buildings,
termed Carolingian (from Carolus, the Latin name for Charles), are
in many cases based on the Early Christian and Byzantine buildings
Charlemagne visited during his travels in Italy. Such was the case
with the palace complex built at Aachen. The overall plan is mod-
eled on the Lateran Palace in Rome, with the chapel derived from
S. Vitale at Ravenna and the audience hall being a Roman basilica. In
keeping with Roman tradition, the whole complex was laid out on a
square grid. What survives today is the buildings (or foundations)
that were constructed in stone, but there were doubtless wooden

144



buildings that contained living accommodation. Much as Charle-
magne and his architects admired Roman buildings, they lacked the
construction skills necessary to duplicate them, so in comparison to
their Roman prototypes Carolingian buildings may seem somewhat
unrefined. We should not judge these works too severely, however,
for Charlemagne was effectively reviving monumental masonry
construction in a region that had not built in this way for about half
a millennium.

The Palatine Chapel at Aachen (792-805) was designed by Odo of
Metz and probably built by Lombard masons using stone salvaged
from nearby Roman structures. A sixteen-sided aisle with a gallery
overhead surrounded its central domed octagon. The construction,
including barrel- and groin-vaults and an octagonal cloister vault in
the dome, reflects late Roman practice rather than the Byzantine
techniques employed at S. Vitale. The main entrance is dominated by
a westwerk, that is, the western facade including the entrance vesti-
bule, rooms at one or more levels above, and one or more towers. The
addition of a westwerk to churches is one of the Carolingian contribu-
tions to the Western architectural tradition. Early Christian churches
featured freestanding campaniles, or belfries, if they had towers at all,
but during the Carolingian period towers were often incorporated as
integral components of the church.

The interior of the Palatine Chapel has a heavy effect, particu-
larly the eight great piers that support the dome, but the propor-
tions of the arched openings at the ground and gallery levels are
well chosen. Polychrome masonry is used in the semicircular
arches of the main floor, while sixteen polished marble columns
from the Palace of the Exarchs in Ravenna were hauled over the
Alps to be reused in the arcade of the gallery. Locally cast bronze
balustrades at the gallery level and mosaics in the dome contribut-
ed to the richness of the interior. Charlemagne's throne was set on
the gallery level on axis with the altar. As the first domed building
north of the Alps since the decline of the Roman Empire, the Pala-
tine Chapel is comparable in scale, if not in elegance, to S. Vitale,
and it reflects Charlemagne’s intense desire to revive classical ide-
als in architecture.
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AFTER-READING TASKS

1. Can you answer the following questions?

1. What has survived from the period 400-800 in Western Eu-
rope? What did Charlemagne do to prove that the Holy Roman Em-
pire was the spiritual heir of the Roman Empire?

2. What are Carolingian buildings based on?

3. What is the overall plan of the palace complex at Aachen mod-
eled on?

4. Who designed and built the Palatine Chapel at Aachen? What
stone was used to construct the building?

5. What did the Palatine Chapel at Aachen include?

6. Why has the interior of the Palatine Chapel a have effect?

2. Give Russian equivalents for the following.

The arcade of the gallery; a steeply pitched roof; a triple-arched
pavilion; architectural development; decorative red and white til-
ing; fireproof, masonry-vaulted construction; the town-based dioce-
san units; to transcend regional groups; an ebbing and flowing em-
pire; stave church; a potential menace; in the desert wilderness; to
propitiate; cloister vault; earthly counterpart; to lead solitary lives;
the monastic life of prayer; at first glance; to emulate the example;
Western monasticism; scrolling vine.

3. Give English equivalents for the following.

KpyTas kpsllia; perjlaMeHTUPOBATh »KM3Hb CBOMX NOC/Ie[0Ba-
TeJlel; MOHAlleCKasd »KU3Hb; KPeCTOBBIM CBOJl; MOHACTBIpCKHE
CTPOEHHs; OCHOBAaTb MOHACThIPb; CpeJHEBEKOBas LMBUJIU3ALHUL;
nepeiTH IpaHULLbl; 3eMHble COPATHUKH; MOHACTBIPCKUN CBOJ; IJIa-
HUpPOBKAa ab6aTCTBa; KyJbTOBblE NMpPeAMeThl; KapKacHasl LiepKOBb;
MaBpUTAHCKasl, MOAKOBOOOpa3Hass apka; MHOYECTBO; KyJbTYpHOE
HacJieiue; CJ0XKHbIM YepecCTPOYHbIA OpHAMEHT.

4. Match the words and their definitions.

1. Mozarabic a. is a house standing by a gateway

2. westwerk b. relating to a style of architecture which
prevailed in Europe c. 900-1200

3. Romanesque c. the ship built by Noah to save his family and
two of every kind of animal from the Flood
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4. gatehouse d. From 1309 until 1377 it was the residence
of the popes during their exile from Rome

5.ark e. relating to the Christian inhabitants of
Spain under the Muslim Moorish kings
6. Avignon f.is the western facade including the en-

trance vestibule, rooms at some levels
above, and towers

5. Comment on the text.

Many place names across Europe preserve the memory of the
nomadic tribes. The Franks settled in what eventually became
France. The Burgundians in east-central France and the Lombards
in northern Italy gave their names to Burgundy Lombardy, respec-
tively. The Goths and the Visigoths were memorialized in the archi-
tectural style called Gothic, and the behavior of the Vandals, who
went everywhere and often wreaked havoc, is remembered in word
"vandalism". Gradually the nomads settled down, became converts
to Christianity, and attempted to continue Roman governmental
traditions, which they greatly admired although they lacked the
necessary administrative expertise. The period in western Europe-
an history extending from the decline of Roman authority until the
beginning of the Renaissance (c. 1400) is known as the medieval
period or the Middle Ages, because historians saw it as a middle era
separating antiquity from modern times. Roman culture was based
on city life and depended on a strong central government. In the
chaos that accompanied the barbarian invasions, the basic skills re-
quired to maintain governmental authority, such as literacy, virtual-
ly disappeared. Urban settlements and the money economy that
sustained them were replaced by small agricultural units organized
by local strongmen, who lived in fortified dwellings and controlled
the surrounding land by force of arms.

6. Read the text. Translate it into Russian. Give the gist of it in
English.

Charlemagne's interest in centralizing and standardizing admin-
istration extended to religious institutions. After examining several
models of monastic organization, he required that all monasteries
within his realm should follow the Rule of St. Benedict, a flexible but
rather specific set of regulations formulated by Benedict of Nurse
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in around 535 for monks living communally under the direction of
an abbot. (St. Benedict's precepts relating to the organization and
management of a monastery were called a "Rule" because they
regulated the lives of those who followed them.) The monastic life of
prayer, contemplation, and mental and manual work, marked by
poverty, chastity, and obedience, was intended to emulate the ex-
ample of Christ. In 817 abbots from leading Carolingian monasteries
held a conference to resolve differences in interpretation of the
Benedictine Rule. Out of its discussions came a document detailing a
model layout for all Benedictine abbey. We know of this drawing
through a copy sent to the abbot of the monastery of St. Gall, where
the plan remained in the abbey's library until rediscovered in the
eighteenth century. Known now as the Plan of St. Gall, this manu-
script is the oldest surviving architectural drawing from the medie-
val period, and from it modern scholars Walter Horn and Ernest
Born have deduced much about monastic life and building practices
in the Carolingian age.

7. Translate the following text into English.

Ha3zBaHue «pOMaHCKHUM mepuoj» MOosBUJIOCH oKoJsio 1820 r.,
OJTHAKO OHO JIOCTATOYHO TOYHO OIpeJiesIIeT, YTO JIO0 CepeUHbI
XIII B. cuuTanoch HacjJeJUEM PHUMCKO-aHTUYHOHW apXUTEKTYphI.
B poMaHCKON apxXUTEKType HCNOJb3yITCSA pa3ju4YHble CTPOU-
TeJibHbIE MaTepHasbl. B paHHUN Nepuo/ He TOJBKO KHUJIbIE IOMA,
HO MOHACTBIPH U [ePKBU CTPOSIT U3 JePeBa, HO OCHOBHBIM CTPOHU-
TeJIbHbIM MaTepHUaJioM B CpeJ/IlHUE BeKa CTaHOBUTCS KaMeHb. CHa-
YyaJsia OH yHOTPebJIsAJICA JIUIb MPU CTPOUTENLCTBE XPaMOB U Kpe-
MOCTeH, a Mo3Hee U JJisI IOCTPOEK CBETCKOro XapakTepa. Jlerko
06pabaTbiBaeMblil U3BECTHSK /]JaBaJl BO3MOXXHOCTb IEPEKPhIBATh
CBOJIaMU HeGOJIbIINE MPOJIEThI 6€3 YCTPOUCTBA IPOMO3JKUX Jie-
coB. OH UCNOJIb30BAJICA TaKXe JJiI OPHAaMeHTAaJIbHOU KJaJKH
HapYXHbIX cTeH. B UTanuu 66110 MHOTO MpaMopa, KOTOPBIHA 0COo-
0eHHO YaCTO MWCIIOJIb30BaJICA JJisI OGJHIIOBKM CTeH. Pa3HoOUBeT-
HbI MpaMop CBETJIbIX U TEMHbIX TOHOB, NIPUMEHSIEMbIH B pas-
JUYHBIX 3QPEeKTHbIX KOMOHWHALUSX, CTAHOBUTCS XapaKTepHOH
YepTON UTaJbSHCKOW POMAHCKOM apXUTEKTyphl. B oTinume ot
AnTuaHocTH, B Cpe/iHMe BeKa UCMO0JIb30BaJMCh KAMHU MEHbIIIETO
pa3sMepa, KOTOpble ObLIO MpPOIle JOObITh B KAMEHOJIOMHE U JI0-
CTaBUTb HA CTPOUKY.

148



8. Find the key sentences in the text.

9. Write a composition on one of the topics.
1. The Revival of Masonry Construction.
2. The peculiarities of Carolingian Architecture.
3. The Palatine Chapel at Aachen.
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Unit 2
EARLY ROMANESQUE ARCHITECTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

arcade [a:'keid] - apkaza;
cBO/JYaTas rajepest

arm - KpbLJIO MOCTPOUKHU
(mpenen)

atone [2'toun] — UCKymaThb
(rpex, BUHY)

axial ['aeks1al] - mpogobHBIM
battlement ['bzetlmant] - cTe-
Ha ¢ 60HHULIAMU

brace [breis] - okpyaThb, o1no-
SICbIBaTh

ca / c.oT circa ['s3:ka] -
NpUGJU3UTENTBHO, 0KOJIO
Caen [ka:] - Kan

chantry ['fa:ntri] - yacoBHs;
LEpPKOBHBIN pU/e
Cistercian [s1'st3:f(a)n] - uu-
CTepiMaHer|

cloister ['kloista] - MoHa-
CThIpB; cloister chapel - moHa-
cThipckas yacoBHsa Commun-
ion bread - npocdopa
consecrate ['kon(t)sikrert] -
OCBSIATH, 6JIATOCTOBJISATH;
crenellations - MepJioOHBI
/JTaCTOYKUHBI XBOCTBI
cross-section ['krossekf(a)n] -
noriepeyHoe ceueHue / pa3pe3
crossing — cpefokpecTue
cruciform ['kru:siform] - kpe-
CTO06pa3HbIN

lintel ['lint(a)l] - nepembIyKa Haf
JIBEPHBIM IIPOEMOM

marble veneer - MpamMopHas 06-
JINLOBKA CTEHbI

minion ['mimjan] - paBopuT
nave vault - ceoz Heda

octagon ['oktagan] - BocbMu-
YTOJIbHUK

ordain [o:'dem] - mocBsAmATE B
JIYXOBHbIHN caH

overturning thrust - onpokuHy-
Tas onopa

pendentive [pen'dentiv] - mapyc
KynoJia

plaza ['pla:za] - 1) miomanp,

rib - HepBropa; rib vaulting -
HEPBIOPHBIN/BeepHBIN CBOJ
six-part vault - mectu4yacTHbIN
CBO/,

spaciousness ['speifasnas] — BMe-
CTUTEJIbHOCTb, IPOCTOP

squinch - Tpom6, nepeMbIyka
stubby ['stabi] - mpusemMucTbIi
supporting wall - Hecy1iast cTeHa
tympanum ['timp(a)nam] - TUM-
naH

trespass; 2) rpex. Syn: sin
transverse [traenz'vs:s | - more-
peYHBIN

transverse arch - nonepeunas
apka

truss - ctponu/bHas pepma
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diaper ['daiapa] - y3opuaToe |vault cells - sueiiku cBoa
MOJIOTHO C KBaZ[paTHBIM UJIM | veneer [va'nia] — 06JIMIIOBKA
POMOOBUHBIM y30pOM wall shaft - mosnykosonHa

endow [in'dau] - aesnaThb westwerk - BeCTBepK (HECKOJIb-
BKJIJ, KOosIpyCHas 3amnajiHas nomnepey-
exempt [1g'zempt] - ocBo60Xk- |Has MPUCTPOIKA B eBpONENCKUX
JIEHHBII XpaMax BpeMeHU KapoJsiuHroB U B
expiate ['ekspiert] - uckynmaTh |pOMaHCKOW apXHUTEKTYpeE: 3TH
BUHY NPUCTPOUKHU OTKPBIBAJIUCH B HED
hospice ['hospis] - rocTenpu- |rajsepesiMu U KaneJiJlaMH Ha XO-
UMHBIN I0M; GoTa/ie/IbHA pax; MHOT/]a OHU 3aBePIIAIUCh
lantern ['leenton] - poHapk Ky- | IIaTPOBBIMU MOKPBITUSIMH )

noJjia

2. Answer the following questions.
1. What are the features of Romanesque architecture?
2. When did Romanesque architecture flourish?
3. What is the main feature of Romanesque architecture?

3. Make sure you know how to pronounce the following.

Aquitaine [.akwi'tein]; choir ['kwaia]; Benedictine [.beni'diktin];
Caen [ka:]; Canigou [kani'gu]; Canterbury ['keentab(a)r1]; Cistercian
[st'st3:f(3)n] Wear ['wia]; Cluniac ['klu:niak]; Dante ['dantei]; Venice
['venis]; Ely ['i:li]; Gloucester ['glosts]; Hastings ['heistinz]; Durham
['dar(@)m]; Leviathan [li'vaiaB(a)n]; Limoges [li'mau3]; plaza
['pla:za]; Lincoln ['ligkan]; Madeleine ['maedlein]; Norway ['no:wei];
Norwich ['noridg]; Otto ['otou]; patron ['pertr(a)n]; Pisa ['pi:za];
Provence [pro'va:n(t)s]; Toulouse [tu:'lu:z]; Pyrenees [.pira'ni:z];
Winchester ['wintfista].

4. Translate the following into Russian.

Most Romanesque buildings rely on the mass of continuous
walls to sustain the weight of the vaulting overhead. Medieval
builders could not make structural calculations. Trial and error
based on previous projects formed the basis of building practice. Yet
within the span of 150 years the structural experiments of hundreds
of Romanesque builders led to the refined masonry techniques that
made Gothic architecture possible. It was a long process for the
semicircular arch is not particularly efficient structural element.
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Since openings could weaken the supporting wall, Romanesque
builders used windows very sparingly to avoid challenging the
structure's integrity. The semicircular arch, the barrel vault, and the
groin vault (two barrel vaults intersecting at right angles) also im-
posed geometric constraints. Square or rectangular bays could be
handled easily, while irregular or circular sections posed esthetic
and structural difficulties. St. Martin at Canigou exemplifies the ear-
ly Romanesque style.

5. Read and translate the following text.

TEXT

The medieval period was marked by an important religious in-
stitution: pilgrimage. To atone for sins, seek a cure, or assure salva-
tion, medieval men and women traveled as pilgrims to shrines con-
taining the relics of saints. All churches established since
Carolingian times were required to possess relics for each altar,
providing local, regional, or international opportunities for pilgrim-
ages. Jerusalem and Rome were the most celebrated centers, but
they were also the most expensive and hazardous for northern Eu-
ropeans to visit.

Around the year 900 a new center for pilgrimage arose to rival
the popularity of Rome and Jerusalem, the shrine of the apostle
James, located at Compostela in northwestern Spain. With consider-
able assistance from the Church, Compostela became the goal for
thousands of pilgrims as stories of miracles wrought by St. James
encouraged people from all parts of Europe to visit his tomb and
pray for his assistance. Gradually an entire network of roads and
hospices developed to support the growing tide of pilgrims travel-
ing to Compostela. Monasteries, the traditional centers of hospitali-
ty for travelers, found the increasing numbers of visitors disruptive
to their prescribed cycle of services. The monks accommodated
these pilgrims by modifying the basilican church plan to include an
ambulatory, like that found at St. Philibert at Tournus, which
worked as an extension of the aisles to provide a continuous pas-
sageway around the entire church. At the east end, radiating chapels
opened off the ambulatory, and there were sometimes additional
chapels located on the east side of the transepts for use by monks
who were also ordained clergy. These chapel altars could also be
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visited by pilgrims without interrupting monastic services being
sung in the choir.

Churches built in response to the pilgrimage are common on the
major roads to Compostela. Five of the largest are so similar in plan,
scale, and architectural detail that they illustrate strikingly the
transmission of artistic ideas up and down the roads. The oldest of
the five was St. Martin at Tours (now destroyed), where a rebuilding
of the apse as early as 918 introduced the scheme of radiating chap-
els and ambulatory attached to a large nave and spacious transepts.
By the middle of the eleventh century this theme had been picked
up by the churches of St. Martial at Limoges (now demolished),
St. Foy at Conques, St. Sernin at Toulouse, and St. James at Compo-
stela, producing a series of buildings with an unmistakable family
resemblance.

The church of St. Sernin at Toulouse clearly illustrates the group.
St. Sernin remains a major monument of the Romanesque even
though its west front was never finished and its crossing tower was
greatly enlarged in the Gothic period. Begun in about 1077, the
choir was consecrated in 1096, and the transepts and nave were
probably complete, except for the vaulting, by 1119. In plan the
church has paired aisles on each side of the nave, four chapels on
the east of the large transept, and five radiating chapels around the
apse. At nearly 360 feet it is a long building, with a width of nave
and aisles totaling about 100 feet, spaciousness that may have been
inspired by Old St. Peter's in Rome. The barrel vaults, with trans-
verse arches supported by colonnettes, or columns conceptually
captive in the wall, rise about sixty-five feet and are braced by sec-
ond-floor galleries over the inner pair of aisles. This organization
gives the church a triangular cross-section, but precludes the inser-
tion of clerestory windows to light the nave directly. Windows at
the east end and light from the windows in the crossing tower pro-
vide relative brilliance near the altar in contrast to the dim light of
the nave. The exterior arrangement of chapels, ambulatory, and
choir rising to the great crossing tower is harmoniously composed,
and the ensemble is enhanced by its construction materials, red
brick trimmed with stone.

St. Foy at Conques in a remote region of central France is the
smallest of the pilgrimage-road churches. In plan it has only a single
pair of aisles and galleries flanking the nave, but its structural
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scheme is identical to that at St. Sernin. Over the crossing is an oc-
tagonal lantern built on a squinch, a series of corbeled arches that
makes the transition from a square bay to an octagon. St. Foy pre-
serves on its tympanum (the semicircular panel created under the
arch of a doorway) a magnificent sculpture (ca. 1140) of the Last
Judgment, including visions of heaven and hell. Christ the judge sits
at the center, the largest figure because he is the most important. On
his right is a line of people appearing at Judgment Day, led by Mary,
St. Peter (carrying the key), and Church personages escorting Char-
lemagne and his family, who are remembered because they gave
money to build earlier churches on the site. Under Christ's feet is
the weighing of souls, and on the lintel at the left is the serenity of
heaven, where the architecture, fittingly, is Romanesque. On the
right lintel is a more active scene of hell, entered through the mouth
of the monster Leviathan. Presiding over various punishments is the
devil, identifiable by his spiked hairstyle, and assisted by reptilian
minions. Close observation reveals that the Seven Deadly Sins,
among other transgressions, are rewarded by appropriate punish-
ments, graphically illustrating the concept that Dante would use
centuries later in the Divine Comedy. Those entering the church
could not fail to understand the connection between their actions
and their fates in the world hereafter. This tympanum, like most
Romanesque sculpture, had a strong didactic purpose in addition to
its decorative role.

AFTER-READING TASKS

1. Can you answer the following questions?

1. Why did medieval people travel to shrines containing the rel-
ics of saints? How were they called?

2. Where did a new center for pilgrimage arise around the year
9007 What centers for pilgrimage did it rival?

3. What did the monks do to accommodate the pilgrims?

4. What churches were built on the way to the new centre for
pilgrimage? What was each of them noted for?

5. What does the church of St. Sernin at Toulouse illustrate?
What does the smallest of the pilgrimage-road churches have in
plan? What is there over the crossing?

6. What does the magnificent sculpture preserved on St. Foy’s
tympanum represent? What concept would Dante use centuries lat-
er in the Divine Comedy?
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2. Give Russian equivalents for the following.

Refined masonry techniques; the inner pair of aisles; to atone for
sins; the large transept; a triangular cross-section; a single pair of
aisles; the pilgrimage-road churches; transverse arches; over the
crossing; an octagonal lantern; visions of heaven and hell; to seek a
cure; pilgrims traveled to shrines; to assure salvation; barrel vault;
groin vault; semicircular arch; a double-ended basilica; the nave wall;
the structure's integrity; ordained clergy; red brick trimmed with
stone; trial and error; supporting wall; a square bay; jubilee years;
nave and transepts; transverse arch bands; the dim light of the nave;
transmission of artistic ideas; paired aisles on each side of the nave.

3. Give English equivalents for the following.

[lonykpyrsass apka; HOBbIH LIeHTP NaJOMHUYECTBa; rajepew,
¢dyaHkupywomue Hed; KpecTOBBIM CBOJ; Mapyca CBOJA; MPOJIET
MeXly CTeHaMH/KOJIOHHaMH; LUJIMHJPUYECKUH CBOJ; KaMeHHas
pe3bb6a; KpPecTOBO-KYIOJIbHBIN; KPbLIO MOCTPONKU (mpenesn); wwa-
TpoBas KOHYCHasl Kpbllla; CTPOUTE/IbHAs IJIOLIa/iKa; MolepeyHast
apKa; MOJIMXPOMHbIe apKH; JlepeBsHHbIN MOTOJIOK; CTPOUTENbHBIN
MaTepuas; OTZeJaHHbId KaMHeM; KOKOUIHHUK; KaMeHHble KOH-
CTPYKLMH; KpPecTooOpasHbl; NpU JeTaJbHOM HU3y4eHUU; Ipo-
JLOJIbHBIN; IPOCTYIOK; CTPONMJIbHAS KPbILIA; UCKYIIUTb I'PEXU; He-
Cyl[Ue CTEHbI; METOJOM NMPO6 U OMHUGOK; KyOOBUIHBIN; CMEXHbIE
CTPOEHHUSI; TOBEPXHOCTHBIN pesibed; TUMIIAH.

4. Put the verbs given in brackets into the correct tenses.

In the southern regions of the Holy Roman Empire, the classical
heritage of Rome heavily (to influence) Romanesque architecture.
Italian cities (to develop) their own versions of Romanesque archi-
tecture, retaining a strong reliance on the classical past with little
influence from northern Europe. In general, the Early Christian ba-
silica (to remain) the standard church form, seldom having a west-
werk or attached towers as in Ottonian or Carolingian architecture.
The church of S. Miniato al Monte in Florence (1062-90 and later)
(to be) typical. A single pair of aisles (to flank) the transeptless nave,
which (to terminate) by a simple semicircular apse. Alternate bays
of the nave (to be) grouped by diaphragm arches, above which
wooden trusses support the roof. Its facade (to articulate) on the
ground level by five arches supported by Corinthian half-columns,
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with Corinthian pilasters and a gable defining the roof of the nave.
Geometric patterns set in marble veneers (to enliven) the essential-
ly flat wall plane, and the entire elevation clearly (to follow) the pro-
file of the basilican space behind it.

5. Match the words, phrases and their definitions.

1. vault a. a straight structure across an interior an-
gle of a square tower to carry a superstruc-
ture such as a dome

2. tympanum b. curved triangle of vaulting formed by the
intersection of a dome with its supporting
arches

3. squinch c.is a place where lines meet or cross.

4. pendentive d. a vertical recessed triangular space form-
ing the centre of a pediment, typically deco-
rated

5. intersection e. an open-roofed entrance hall or central
court in an ancient Roman house

6. atrium f. aroof in the form of an arch, typical of
churches

6. Make a presentation on one of the cathedrals given in two
units of this Part.

7. Translate the following into English.

PasBuTHe poMaHCKON apXHUTEKTYPbl XapaKTepPU3YeTCs U3MeHe-
HUSIMH B OpPraHW3allM¥ BHYTPEHHEro MPOCTPaHCTBA U 06beMa 6a-
3WIMK. POMaHCKUH NJIaH OCHOBBIBAEeTCS] HAa NMPOCTBIX TeOMeTpUye-
CKHUX OTHOIIEHUsX. BOKOBOM Hed HMeeT MOJIOBUHY LIMPHUHbI
rJaBHOro Heda. Ancuja yKpaulleHa «CJAeNbIMH» apKaMH, WHOT[JA
pacnosiokeHHbIMH B HECKOJIbKO SPycOB. ['OpH30HTa/lbHOE YjieHe-
HUe IJIaBHOTO Heda 06pa3yeTcs apKOHW M MOSICOM Y3KHUX BbICOKHX
OKOH. MaccrBHbIe MUJIOHBI UMEIOT TPEXYacTHOE JieJieHHe Ha 6a3y,
CTBOJI U KanuTesb. KOJIOHHBI UCNIOB3YIOTCA TaM, TJie CBOJ, UMeeT
He6OJIbLION MPOJIET WM MaJIeHbKYI0 BBICOTY B MOJ3EMHBIX KPHUII-
Tax WM B OKHaX. BHeUIHUI BHJi POMaHCKON LIePKBU OTBEYAET €ee
BHYTPEHHEMY peLIeHHIO.
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8. Write an essay on one of the topics.

1. The role of Compostela in the development of Romanesque
architecture.

2. St. Sernin remains as the major monument of Romanesque ar-
chitecture.

3. St. Foy at Conques as the smallest of the pilgrimage-road
churches in France.

SUPPLEMENTARY READING

Read and translate the text. Discuss it in the dialogue with your
fellow students.

The church of Cluny III had the features of mature Romanesque
architecture, for it was appropriate to the monastery's importance
that its major church should be the largest and most splendid in
Christendom. Based on the basilican plan, the church was enriched
by a double set of transepts and further augmented by a series of
radiating chapels around the apse and eastern walls of the tran-
septs. The nave was large enough to accommodate impressive pro-
cessions and was flanked by two aisles on each side, the innermost
pair of which continued around the choir as an ambulatory, linking
the five radiating chapels of the east end. On the exterior, each of the
plan elements was clearly expressed as an individual volume, but all
were beautifully integrated into a coherent whole. Towers provided
vertical emphasis: a pair at the western entrance, one over each arm
of the major transept, the highest tower at the intersection of the
major transept and nave, and a shorter tower over the crossing of
the minor transept. Viewed from the east, the church appeared as a
triangular mass, with roofs ascending from the chapels to the ambu-
latory, the apse semidome, the minor crossing tower, and finally the
major crossing tower. Inside, the effect was even more wonderful,
for the sanctuary was filled with light from the many windows in
the chapels and clerestories. The actual church of Cluny III was dis-
mantled for its stone after the French Revolution. Only the south
arm of the major transept remains. Considered from the standpoint
of structure, Cluny III shows the great progress made in building art
since the completion of St. Martin at Canigou. The paired aisles, which
stepped down in height, buttressed the high vaults of the nave. The
vault itself was not a continuous barrel vault as at St. Sernin, but a
broken barrel vault, banded with transverse arches in each bay for
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visual articulation and structural reinforcement. Whether by accident
or deduction, the monks who served as the architects of Cluny III
found that vaults constructed on the profile of a pointed arch exert
less outward thrust than the Roman arch, and they exploited this dis-
covery in the vaulting of the nave and aisles. Even so, a portion of the
nave vault collapsed in 1125, but it was repaired before the general
dedication of the church on October 25, 1130.
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PART VIII
GOTHIC ARCHITECTURE

Unit 1
FEATURES OF GOTHIC ARCHITECTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

abutment [a'batmant] -
KOHTpdOpC, MUAACTP; NATA
cBOJIA

aperture ['apatjus, 'epatfa] -
MIPOEM; IIPOJIET, OKHO

arching - pacnop

arris ['eeris] - pe6po, ocTpbIf
Kpai

arris window - cTpeJibuaToe
OKHO

bar [ba:] - 6pyc, peiika

bay of a vaulted ceiling — nposiéT
CBO/TYATOTO MOTOJIKA

bulb [balb] - mapoo6pasHas
JleTab

bulbous ['balbas] - BeITyKJIbIH,
JIYKOBUIe00pa3HbIH;

buttress ['batris] koHTpdopc
flying buttress - apk6yTaH
catenary [ka'ti:n(a)ri]; catenary
curve - LielHas JUHUS

chisel ['tfiz(a)1] - mos10TO, 3y6HI0
circumference
[sa'’kamf(a)r(a)n(t)s] - okpyx-
HOCTh; 3aMKHYTasi KpUBas
cluster of pillars — rpo3ab KoJIOHH
colonnette - 6asscuHa

coping ['kaupin] - BepxHUH, psf,
KJIaJIKW CTeHbI; NapaneTHas
IJINTA; HABEC

ledge [leds] - BeICTY, ycTy™; 6OpT
longitudinal axis - npogosibHas
oCh

net vault - ceTyaTbIi CBOJ,
ossified ['osifaid] - 3acThIBIIKH
pier [p1a] - koHTpdOPC, CTOIO
pinnacle ['pinakl] - nuHaks
pointed arch - cTpesibyaTas
apka

polygon ['poligon] - MHOTO-
YTOJIbHUK

portal walls - cTeHBI rJ1aBHOTO
BXOJa

preclude [pr1'klu:d] - npegoT-
BpalaTh. Syn: prevent, avert
pronounced ([pra'naun(t)st] -
pe3K0 BbIpaXKeHHbIN

quatrefoil ['katrafoil] -
YeTBIPEXJIMCTHUK

rose window - KpyrJioe OKHO-
po3eTKa

round windows — KpyrJible OKHa
sectioned - pa3esieHHbIN
skeleton frame - kapkac

spire ['spaia] - 1) mnuib;

2) ocTpokoHe4YHas ballleHKa.
Syn: pinnacle

stained-glass window - BUuTpax
star vault - 3Be31HbIH CBO/J,
supporting arches - noanpyx-
Hble apKHu
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crocket ['krokit] - iMcTBEHHBIN
OpHaAMEHT

cross-shaped - kpecToo6pas-
HbIA

Crossways = crosswise
['kroswaiz] - kpecToo6pa3Ho
cull [kal] - BbIGUpaTh, 0OTOHUPATH
fan vault - BeepHbIH/pebpHUCTBIN
CBOJI

finial ['finial] - KpecTouBeT;
duan

Flamboyant [fleem'boiant] -
«IlJITaMeH eI U »

foliage ['fouliidz] - ucTBeHHBIH
OpHAMeHT

gable ['geibl] - dponTOH, WULEL
ground plan - nu1aH 31aHus Ha
HyJIEBOU OTMETKE; IIJIaH epBO-
ro 3TaXka 3/]JaHus

joist [dgoist] - 6asika; mepekJia-
JIUHA, CTPOTINJIO;

joist ceiling - 6asi04HBINi TOTO-
JIOK

hallmark ['ho:lma:k] - cumBoa
ivy ['arvi] - nroin

Jesse ['dzesi] — Uecceit (oTer
uaps JaBujga)

keystone ['ki:stoun] - 3amko-
BBbIH KaMeHb (CBOJIa/apKH)
lancet arch - crpesnibyaTas apka
lateral force - monepevynas cuia

town hall - paTyma

tracery ['treis(a)ri] — axKypHbIH
y3op

transverse section - nomnepeu-
HOEe ceyeHHe

triforium [trar'forrom] - Tpu-
dbopuit

Tree of Jesse - «apeBo Ueccesi»
(reHeasioruyeckoe ApeBo Xpu-
cTa oT npanpezka Uecces)
vaulted ceiling - cBog4aThIi
MIOTOJIOK

vertex ['v3:teks] - BepiinHa,
BepxyllKa

webbing - pemétka ¢pepmbl
westwerk - BecTBepk (MHOro-
sipycHasi 3ana/iHas nornepeyHas
NpPUCTPOMKa B eBPONENCKUX
xXpamax BpeMeHHU Kapo/siMHroB u
B POMaHCKOMW apXUTEKTYpe)
Wimperg - BuMnepr, BbICOKHAI
OCTPOKOHEYHbBIH JIeKOpaTHB-
HbIM QPOHTOH, 3aBepIIAOLIUN
MOPTAaJIbl U OKOHHBIE TPOEMBI
rOTHYECKHUX 3/JaHUH, C T0JIeM
yKpalleHbIM &KypPHOU pe3bboi
window ledge — HapyxkHbI#
NOI0OKOHHUK

window opening - OKOHHBIH
npoem

2. Answer the following questions.
1. What is Gothic architecture categorised into?
2. What is Gothic architecture preceded and succeeded by?
3. What are the distinctive features of English Gothic architec-

ture?
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3. Make sure you know how to pronounce the following.
Romanesque [,roum(a)'nesk]; Renaissance [rr'neis(a)ns]; abbey
['eeb1]; Gothic ['goBik]; Europe ['jusrap]; Vienna [vi'ena]; arris
['zeris]; perpendicular [.p3:p(a)n'dikjula]; catenary [ka'ti:n(a)ri];
vertex ['v3:teks]; finial ['finial; quatrefoil ['katrafoil]; circumference
[sa'kamf(a)r(a)n(t)s]; Gothic ['goBi1k]; Stephen ['sti:v(a)n]; Cologne
[ka'loun]; Flamboyant [fleem'boiant]; Jerusalem [dga'ru:s(s)lom];
Matthias [ma'Oares]; pendentive [pen'dentiv]; Rouen [ru:pn];
Strasbourg ['streezb3s:g]; triforium [trar'foiriam]; Jesse ['dzesi].

4. Translate the following into Russian.

Gothic architecture as a style of architecture gradually devel-
oped into a system. It evolved from Romanesque architecture and
was succeeded by Renaissance architecture. Gothic architecture is
most familiar as the architecture of many of the great cathedrals,
abbeys and parish churches of Europe. It is also the architecture of
many castles, palaces, town halls, guild halls, universities, and to a
less prominent extent, private dwellings. The hallmarks of the
style are the pointed arch, ribbed vault, flying buttress and win-
dows with tracery, piers composed of colonnettes or shafts bun-
dled around a core.

The architectural works vary in their character, which is de-
termined by chronology. Gothic architecture is categorized into
Early, High and Late Gothic. The French Early Gothic lasts from
1140 to 1200, the High Gothic lasts from 1200 to 1350, and the
Late Gothic lasts from 1350 to 1520. In Italy, the style begins only
in 1200. In England the so-called "Early English" with its charac-
teristic narrow lancet arches is considered to last from 1170 to
1250. The Flamboyant or Perpendicular style followed from 1350
to 1550. In Germany the Early Gothic took place in the short inter-
val from 1220 to 1250, which was followed by the High Gothic
from 1250 to 1350 and the Late Gothic from 1350 to 1530. Gothic
architecture differs from country to country in its details. But the
essential features, the actual constructive elements, are the same
in all countries. There is every reason to speak about Gothic archi-
tecture as a system.

5. Read and translate the following text.
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TEXT

The most striking external feature of Gothic architecture is the
pointed arch, yet it is part of a larger development, which created
anew kind of vaulted ceiling and gradually transformed the Rom-
anesque method of construction. This development met the impas-
siveness of construction with a skeletal structure, ultimately result-
ing in the joist system. These joists gave an appearance of complete
stability and security, even to the most daring creations of architec-
tural imagination. The groin vault rises between pointed supporting
arches and is sectioned into parallel ribs that gather in a keystone in
the vertex of the vault. Since these ribs were made of stone, the cop-
ing of the vault between them and the supporting arches only re-
quired light walls. Therefore, ribs were originally of greatest im-
portance to construction, but over the course of the Gothic era their
role became more and more decorative. Raising their number to
three and four created six- or eight-part vaults. Eventually, the in-
crease of ribs covering the copings of the vaults created the star
vault, the net vault, and finally the fan vault with its low hanging
keystones. The English Gothic in particular developed the latter
with extravagance and rich imagination. From the ribs of the groin
vault the pressure was relayed onto the pillars of the nave, which
also carried the supporting arches. Since these pillars had replaced
walls in carrying the main weight, while also having to resist the
lateral forces of the vault, they were reinforced not only in terms of
circumference, but also externally with abutments, the so-called
buttresses, which were weaker at the upper wall of the nave, but
larger at the outer walls of the aisles. For additional securing, the
buttresses extended beyond the walls of the aisles and climbing
arches connected them to the flying buttresses of the nave. These
flying buttresses anchored the construction securely. To demon-
strate that the Gothic architectural principle had found its perfec-
tion, its "keystone”, in these flying buttresses, their tops were
adorned with small, slender spires, so-called pinnacles, which con-
sisted of a lower, four-sided base (the body) topped by a pyramid
form (the giant). These pinnacles were eventually sectioned and
decorated like the main spires, while the edges of the pyramids
were trimmed with crockets, or leafy, bulbous formations; finally,
their tips were crowned with a finial of four leaves.
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The combination of the interior rib vaulting and supporting pil-
lars with the external system of flying buttresses is most pro-
nounced in Amiens Cathedral. The walls of the nave no longer show
any closed mass because Gothic architecture avoids large surfaces
and aims to display the frame of the construction as clearly as pos-
sible. The lower wall of the nave is interrupted by arcades with
pointed arches; likewise, the upper parts of the wall below the win-
dows are set off by a narrow aisle, the triforium, which opens onto
the nave with arcades. The formation of pillars, which fulfil various
tasks, also differs completely from the Romanesque method of con-
struction. Their cylindrical core is reinforced with half or three-
quarter columns. Along the longitudinal axis they carry the arcades;
along the crossways axis they carry the vaults of the aisles on one
side and the central vault on the other. The result is a cluster of pil-
lars, which is a characteristic and innovation of Gothic style. This
new formation of pillars is still kept together by a common capital,
which, however, consists only of a wreath of loosely strung leaves
and no longer represents the actual end of the pillar. The half and
three-quarter pillars climb above the roof to carry the supporting
arches and ribbed vaulting.

The introduction of naturalistic foliage to the ossified forms of
medieval ornamentation was a further essential innovation of the
Gothic style. All these new designs proved to be very fruitful and
would later lead to a renewal of the ornamental style, which had
grown rigid from its relentless study of Antiquity. However, over
the course of the Gothic period, the study of nature diminished.
Once accomplished, the ornamentation forms were thoughtlessly
repeated until bulbs and buds appeared only in outlines and finally
the memory of their model, which had been culled from nature,
completely vanished. This technique created geometrical figures of
great variety. The segments were at first arranged around a circle
like three-and four-leafed clovers. The latter is called a quatrefoil.

However, towards the end of the Gothic era, the number of
leaves increased to six and eight. The outer arches were further
heightened with pointed ornamental gables, known as Wimpergs,
the sloping rims of which were studded with crockets and peaked in
a finial. The surface of the gable was also filled with tracery. The
richest tracery designs can be found in the round windows that are
usually located above the central portal of the western fagade
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between the towers. These rose windows were the centre pieces of
decoration. The rose window of Strasbourg Cathedral is particularly
famous. The changes that Gothic architecture brought to the ground
plans of churches are less drastic and revolutionary. The basic form
of the basilica was adopted from the previous Romanesque style
and only expanded in some details. The cross-shaped ground plan
was the norm; only the arms of the transepts did not always reach
beyond the side walls of the nave. In the Late Gothic the transept
was often discarded altogether. The nave was usually three aisled
and even five aisled during the highest developmental stage of the
Gothic. The best example is Cologne Cathedral.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What is the most striking external feature of Gothic architec-
ture? What resulted in the joist system?

2. What had the pillars replaced? Where were abutments weak-
er and where were they larger?

3. What does Gothic architecture avoid? In what way did the
Gothic method of construction differ from the Romanesque one?

4. What was a further innovation of the Gothic style? What
awakened the overall delight in nature in the hearts of medieval
people?

5. What rose from the window ledges? What did tracery consist
of? What technique created geometrical figures of great variety?

6. When did the number of leaves increase to six and eight?
What were the outer arches further heightened with? Where can the
richest tracery designs be found?

2. Give Russian equivalents for the following.

Abutments; arms of the transepts; arris; circumference; cluster
of pillars; colonnettes; coping of the vault; crocket; external but-
tressing; fan vaulting; finial; flying buttresses; foliage; gable; Gothic
architectural works; groin vault; ground plan; joist system; key-
stone; longitudinal axis; rose windows; medieval ornamentation;
nave; ossified forms; outer main arch; parish churches; piers; point-
ed arches; portal; quadrant vaults; ribbed vault; semicircular arch;
skeleton frame; slender spires; stained-glass window; supporting
arches; turrets; vaulted ceiling; window ledge; window tracery.
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3. Give English equivalents for the following.

CTpesipyaToe OKHO; CTpeJibYaTble apKW; BUTPaXKHOE CTEKJIO;
KpyrJloe OKHO-PO3eTKa; KJepeCTOpUM BepXHWUH; KOHXa alCUJbl;
JINCTBEHHBIN OpPHAMEHT; KO3bIpeK NMOPTHUKA; Tpalne3Has; 3yb4yaTas
CTeHa; pa3/ie/ieHHbIN Ha LIeCThb YacTel.; KPeCTOBBIA CBOJ; OCTPBIN
Kpail; 6asjisiciHa; HEepBIOPHBIM CBOJ; apkOyTaH; KoHTpdopc; Hed;
KapKac; LWIel; MUHaJIW; BUTPaX; BeepHbIA CBOJ; 3aMKOBBIA Ka-
MeHb; NoIepeyHas CWJIa; OKPYKHOCTb; NMUJACTD; NUHAKJSA; JUCT-
BEHHbIN OpHaMeHT; ¢uasl; NpoJoJbHasl OCb; HAPYKHbIN MOJOKOH-
HUK; TpaHcenT; Tpudopul; CBOAYATHIM MOTOJIOK; MOJYKpYyrJas
apKa; YeTbIPEXIUCTHBIE,

4. Substitute the Russian words and word combinations by
their English equivalents from the box. Translate the text into
Russian.

Window tracery; Gothic architecture; Gothic style; esthetic sys-
tem; pointed arch; historical era; urban society; embraces; ceiling
height; vaulting ribs; canopy; innovations; clerestory; diaphanous;
buttresses; intersecting; solid building mass; enhance; plate trac-
ery; irregular areas

The (rormyeckuii ctuab) can be seen as a reflection of the
(ucropuyeckas anoxa) and religious imagery of the period in which
it was built, connected both to the growth of (ropozckoe 0611ecTBO)
and to theological analogies to the Old Testament and temples and
concepts of the New Jerusalem. (FoTuueckas apxuTekTypa) is more
than a collection of structural techniques, for it (oxBaTbIBaTh) an
integrated (3cteTtuyeckas cuctema). The flexibility of the (cTpenb-
yaTas apka) allowed (HepoBHbIe moBepxHOCTH) to be vaulted while
maintaining a common (BbicoTy moToJika). Gothic builders learned
to integrate (HepBiophbl cBoja) with wall shafts, thus visually an-
choring the floating overhead (He6ecHbIl cBOA) to the ground. With
the reinforcement provided by external (koHTpdopchl), entire wall
sections could be devoted to windows, particularly in the (kaepe-
crtopuii), where increased window height and width contributed to
a (Bo3ayiHbIN) interior effect. (3amosiHeHMe YacTH OKHA aXXKypHOU
KaMeHHOU pe3b60ii), the decorative (mepecekatouiuecsi) stonework
in the upper sections of windows, was introduced and became
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increasingly slender, evolving from (axxypHoe 3amoJjiHeHUe
OTBepCTUSA 0KHA) to bar tracery. As the (rotudyeckuii ctuib) devel-
oped, one can sense the desire to reduce (mpo4Hasi cTpouTe/bHAsA
kJjazaka) and to (ycuautb) the quality of space and light, for both
metaphysical and practical reasons, thus stimulating technical and
artistic (HoBo-BBe/leHUE).

5. Match the words, phrases and their definitions.

1. rose window a. a structure built to support the lateral
pressure of an arch

2. bar tracery b. a thing slanting from a separate column,
typically forming an arch with the wall it
supports

3. crocket c. a gallery or arcade above the arches of
the nave, choir, and transepts of a church

4. flying buttress d. a small carved ornament, typically a

bud or curled leaf, on the inclined side of a
pinnacle, arch

5. triforium e. tracery with strips of stone across an
aperture

6. abutment f. is a large round stained glass opening in
a church

6. Discuss it in the dialogue with your fellow students.

The key elements of Gothic architecture are pointed arches, rib
vaults, and flying buttresses. Pointed arches are better approxima-
tions of catenary curves that represent the line of compressive force
acting in any arch, and thus they exert less outward or overturning
thrust. They also present considerable design flexibility, as one can
vary to some extent the angle of the arch. By contrast, the dimen-
sions of a semicircular arch are established by the width of the span.

Rib vaults can be found in late Romanesque architecture. Rib-
bing a groin vault had the virtue of visually "tidying up" the some-
times awkward arris created at the fold of the groin vault. Builders
found they could lighten the webbing, thereby reducing the material
weight of groin vaults. As the dead load on the vaulting was created
primarily by the weight of the stone, reducing this weight not only
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economized on materials but also eventually facilitated greater
building heights.

The third element, the flying buttress, was probably first used in
about 1160, but it can be seen in embryonic form in the quadrant
vaults over galleries of the pilgrimage road churches. Since Gothic
construction concentrates loads at piers rather than distributing it
continuously along the wall, the need for reinforcement at specific
points is great. Gothic architects soon developed external buttress-
ing, set at right angles to the wall and connected to it at strategic
junctions by arches, which appear to "fly" or leap as they reach out
to strengthen the upper sections of the skeleton frame.

7. Make a presentation on one of the Cothic cathedrals.

8. Read the following text. Learn the text by heart to present it
in class.

The system of the French Gothic found its first complete expres-
sion in Notre-Dame in Paris. Building commenced in 1163 and the
church, which was completed at the beginning of the thirteenth cen-
tury, except for its two towers, served as a model for most French
cathedrals. In particular its facade proved very typical. It consists of
three tiers, which are strictly separated by horizontal sectioning:
above the three portals is a row of arches adorned with statues. This
is the "gallery of kings", so called because it depicts the kings of Is-
rael; then, above the second tier, runs an open gallery. This strict
emphasis on the horizontal line, which actually contradicts the es-
sence of typical Gothic, is a feature specific to French Gothic style
and may explain at least partially why the towers of several French
cathedrals remain incomplete. Others remained unfinished because
the master builders simply could not conclude them, probably for a
variety of reasons. When the architects realized the contradiction
between the proclivity for heights, which lay at the core of the Goth-
ic style, and the horizontal sectioning inherited from the Rom-
anesque period, the two could no longer be reconciled.

9. Rewrite the following sentences. Make any changes that are
necessary. Present your text in class.

From afar, the exterior of the particularly strange Albi Cathedral
(Languedoc), which is located slightly above the city, resembles
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a fortress rather than a church, and is very reminiscent of the defen-
sive constructions of the Romans. Begun in 1282, it was completed
only at the beginning of the sixteenth century. Its interior and the
decorative fashioning of the portals already demonstrate all charac-
teristic peculiarities of the French Late Gothic. It is a typically
southern French hall church. Its beginnings coincide with the end of
the thirteenth century when the Inquisition ruled the area through
murder and torture, which earned the cathedral its name "Cathedral
of Hate". The Gothic constructive principles were neglected in this
building; the extravagance of the ornaments, particularly the fantas-
tically excessive tracery resembling flickering torches, brought the
late Gothic style in France the name style flamboyant.

10. Discuss the text in the dialogue in class.

The first monument of the High Gothic was the cathedral of
Notre-Dame at Chartres, where flying buttresses were planned
from the start so that the galleries were unnecessary. This simpli-
fied the interior elevations to three divisions: the nave arcade, the
triforium passage, and the clerestory windows. In the process, the
clerestory windows increased markedly in size, and vaulting shift-
ed from sexpartite (over two bays) to quadripartite (over one
bay). Chartres Cathedral has an even more complicated chronolo-
gy than the cathedral of Paris. The site had long been sacred to the
Virgin Mary, and the cathedral treasury contained, among other
valuable relics, a tunic believed to have been worn by Mary. Char-
tres became a center of pilgrimage, and from 1020 to 1037 a Rom-
anesque basilica with three deep radiating chapels was construct-
ed to replace an earlier church destroyed by fire. By the twelfth
century, this church had itself been enlarged, and a fire in 1134
had damaged the westwerk. Work began that same year to build a
new west front and narthex in much the same manner that Abbot
Suger was to extend St. Denis. Sculptors from the workshops at St.
Denis came to Chartres in 1145-50 to carve the three portals of
the new west fagade, and the three lancet windows overhead were
filled with stained glass depicting themes pioneered at Suger's
church: the infancy of Christ, the Passion story, and the Tree of
Jesse or the genealogy of Christ. The completed cathedral glows
inside with a wonderful luminosity, in part because the clerestory
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window height has increased to equal the height of the arcade,
while clerestory width has expanded to consume virtually all of
the wall area between the wall shafts.

11. Translate the following into English.

BenyuiyuM apXdTeKTYpHbBIM TUIIOM B FOTHKe cTaa cobop. Kap-
KacHasl cUCTeMa FOTHYeCKON apXUTEKTypbl MO3BOJIWJIA CO34ATh
HeObIBaJIble 110 BBICOTE M OOIIMPHOCTH UHTEPbepbl COGOPOB U MPO-
pes3aThb CTeHbl OTPOMHBIMU OKHaMU C MHOT'OIIBETHBIMU BUTPAXKaMHU.
YcTpemieHue co6opa BBbICH OAYEPKHYTO 'MTAHTCKUMU aXKyPHBI-
MU GaIlHSIMH, BBICOKMMHU CTPEJbYaTbIMU apKaMH, OKHaMHU U THOp-
TaJlaMU4, MHOTOYMCJEeHHbIMU JIeKOPAaTUBHBIMHU JAeTansiMu. Kpecto-
BbIM CBOJ, BBIKJIAJbIBAa€TCSl HA HEPBIOPHI, 3 GOKOBOW pacrop cBoja
nepejaeTca apkbyTaHaMH, HaKJIabIBAIOLUMHUCA HA KOHTPPOPCHI.
CyuTaeTcs, YTO MOCKOJIbKY rOTHYeCKas cHCcTeMa 6bljaa pa3paboTa-
Ha ¢$paHLy3CKMMU 3044MMH, B EBpomne ee Ha3Ba/d «CTPOUTEJb-
CTBOM Ha ¢paHLy3cKuil MaHep». Bo @paH1iyuu ¢ ee cpeiHEBEKOBOM
KYJbTYPHOU TpaJuliMeill NporpeccUBHbIE SIBJEHUS1 CIOCOOCTBOBA-
JIU Nepexofly OT POMaHCKOro CTHUJA K roTudyeckoMmy. bosiee Tpex
CTOJIETUH FOTHKA 6bLJIA NONyJisgpHa Bo PpaHLUM: NIOC/IeAHAA TPETh
XII n nepBas 4yeTBepTh XIII B. - paHHAA rOTHKa; ¢ 20-X IT. 0 KOHLA
XIII B. - BbicoKkas rotuka; XIV-XV BB. - n03HsIsl TOTHKA, CHUAIOIIASA
CBOeHM [eKOpaTHBHOCTbIO M MOTOMY Ha3blBaeMas «JIy4UCTON»,
a 3aTeM «IlJlaMeHelolen».

12. Write a composition on one of the topics.
1. The feature of Gothic architecture.
2. The Gothic era and its role in the history of art.
3. The Gothic style ornamentation.
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Unit 2
GOTHIC ARCHITECTURE IN ENGLAND

PRE-READING TASKS
1. Learn the following words and word combinations.

ambulatory ['zembijalat(a)ri] -
KpbITad rajepes

choir ['kwaia] - kiupoc, Xopbl
chapter house - oM kanuTyJ1a
cloister ['kloista] - 1) MoHa-
CTBIPb 2) KpbITasi rajepes,
KpbITas apKajia

conical fan shapes -koHu4eckue
BeepoobpasHbie GOPMBI
consistency - corJiacOBaHHOCTb;
COBMECTHMOCTb

corbel ['ko:b(8)]] - cTynenua-
TBIH BBICTYII, TIOSICOK; KAPHU3
curvilinear [ k3:vi'linia] -
KPUBOJIMHENHBIN, HEJIUHENHbBIN
cusped - 3a0CTpEHHBIH, OCTPO-
KOHEYHBIN

Decorated period - fekopaTus-
HbIA IEPUO/,

fan vault - BeepHbI#i cBOJ,
hammerbeam - koHcoJibHasA
fasika; moJ6aJJOYHUK
horizontal band - ropuson-
TaJIbHbIN NOSICOK
lancet-shaped - staHLIEe THBIN
mullion ['malian] - 1) cpegHuk
(oxHa unu iBepy; 2) pasensiTh
CpeJTHUKOM

ogee arch ['audsi:a:tf] - cTpesb-
yaTasi / KuJeBU/IHas apka
orthogonal [2:'8og(a)n(a)l] -
OPTOrOHAJbHBIN, IPSIMOYTOJIb-
HbIN

quadripartite [ kwodrr'pa:tart] -
YeTbIPEXYACTHBIN

rambling plan - xaoTH4HBIN
IJ1aH

rib - HepBlopa

span — NpoJ0JKUTENbHOCTD,
epuos

sobriety [sa'brariti] - ymepeH-
HOCTb;) pacCyIUTETbHOCTD;
CTENeHHOCTb

span - 06'beM, pa3Max
stringcourse - Mosicok (AeTasib
KJIaJIK1); KapHU3

taper ['terpa] - cy>KHMBaTbCS;
KOHYC

tierceron - BTopocTeneHHoOe
pebpo roTU4ecKoro cBojia
timber roof truss - fepeBsiHHas
cTponuibHasg pepma

tracery ['treis(a)ri] - axxypHas
paboTa B cpeIHEBEKOBOM apXu-
TEKType

trefoil ['trefo1l] - opHamMeHT B
BU/le TPUJIMCTHHKA

triforium [trar'foiriam] - Tpu-
dbopuit

trim - oTaeska; o6paMsieHue
OTBEPCTHS; APXUTPAB, LLOKOJIb,
naHeJib

westwerk - BecTBepK (He-
CKOJIbKOsSIpYCHas 3ama/iHasi 1o-
nepevyHasi IpUCTPOHKa B €BPO-
NeWCKUX XpaMaxX BpeMeHU
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overlapping - nepekpbIBaHUEe
Perpendicular
[p3:p(d)n'dikjula] - nepnenau-
KYJISIPHBIN CTUJIb

profess [pra'fes] - oTKpbITO
MPU3HABAThCS, 3asIBJISATh

KapoJsinHroB ¥ B poMaHCKOH
apXHATeKType: 3TU NPUCTPOUKHU
OTKPbIBAJKCh B He( rajsepesiMu
Y KalleJlJIaMM Ha XOpax; MHOTAa
OHM 3aBepIlaJINCh LIaTPOBBIMHU
NOKPBITHUSIMU)

2. Answer the following questions.
1. When did Gothic style dominate in northern Europe?
2. What country is the cradle of the Gothic style?
3. What are the constructions of the Gothic style in England?

3. Make sure you know how to pronounce the following.
Canterbury ['keentsb(a)ri]; Ely ['i:li]; Gloucester ['glosta]; Has-
tings [‘heistigz]; Durham ['dar(s)m]; Lincoln ['ligkan]; Norwich
['noridg]; Winchester ['winffista]; Salisbury ['so:lzb(a)ri]; Amiens
['amianz]; Beverley ['bevali]; Normandy ['nao:mandi]; Notre Dame
[.notra 'dam]; Peterborough ['pi:tab(a)ra]; Reims [ri:mz]; Rochester
['rotfista]; Rouen ['ru:pn]; Saint-Denis [.sdda'ni:]; St Martin [.sa
ma:'td]; Wiltshire ['wiltfa]; ambulatory ['eembjalat(a)ri]; Perpendic-
ular style [pa:pan'dikjuls,stail]; Chartres [[a:tr(s)]; Benedict
['benidikt]; Benedictine [,bent'diktin]; retrochoir ['retrav kwaia].

4. Translate the following phrases into Russian. Use them in a
text of your own.

The Gothic style; Gothic esthetic; overlapping phases; to catego-
rize the style in three overlapping phases; medieval architecture;
quadripartite; lancet-shaped heads windows; the Decorated period;
extra ribs; decorative ribs; window tracery; trefoil or quatrefoil
(four-part) cusped shapes; intersecting lines; flowing curvilinear
shapes; the Perpendicular style; panel tracery; conical fan shapes;
fan vaults; great heights and spans of the churches; medieval peri-
od; in strict chronological order.

5. Translate the following into Russian.

Although the Gothic style originated in France, it spread to other
parts of Europe, particularly England and became the predominant
style of northern Europe until the fifteenth century. English builders
soon formed their own Gothic esthetic, and within a century had
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created Gothic churches that differed considerably from those built
in France.

Nineteenth-century historians who first studied the Gothic
buildings of England categorized the work in three overlapping
phases, which are still useful for describing the progressive devel-
opment of English medieval architecture. Early English embraces
the period from 1175 to 1265. Vaulting is usually quadripartite, and
windows have lancet-shaped heads.

The Decorated period, extending from about 1250 until about
1370, uses vaulting elaborated with extra ribs, called tierceron, or
decorative, ribs, and window tracery worked into trefoil (three-part)
or quatrefoil (four-part) cusped shapes, intersecting lines, or flowing
curvilinear shapes. The final phase, the Perpendicular, is the most
distinctly English. In fashion from about 1330 until 1540, it is distin-
guished by panel tracery and vaulting in elaborate conical fan shapes.
Despite their visual magnificence, fan vaults represent no structural
advance; in fact, they are best suited to smaller churches where great
heights and spans are not required. It is not possible to examine Eng-
lish cathedrals in strict chronological order, as portions of all three
medieval periods are represented in the fabric of many of them.

5. Read and translate the following text.

TEXT

The graceful delicacy of the Early Gothic left a lasting impression
on England. When the main church of Canterbury, begun in 1070,
was devastated by fire in 1174, it was rebuilt in a Gothic style. Lead-
ing master masons of England and France were summoned to give
their advice about rebuilding the ruined site, and William of Sens
was selected to direct the work. He convinced the monks to demol-
ish the remaining sections of the choir because the fire's heat had
damaged the stonework beyond repair, but he confidently retained
the fine Norman crypt and aisle walls. Between 1175 and 1184 the
choir was rebuilt to a Gothic design based on the French cathedrals
of Sens. During this time, William was severely injured in a fall from
the scaffolding, and he returned to France in 1179, leaving his assis-
tant, William the Englishman, to complete the work.

The choir at Canterbury was designed to house England's most
popular shrine, that of St. Thomas a Becket, Archbishop of Canterbury
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and advisor to King Henry II, who in 1170 was murdered in the
northwest transept by four of Henry's knights. Pilgrims from all
over Europe soon flocked to Canterbury to partake of the miracles
performed at the tomb of St. Thomas, and the monks, enriched by
pilgrims' offerings, needed suitable accommodations both for the
steady stream of visitors and their own services. As was the case in
earlier pilgrimage churches, a satisfactory arrangement involved an
aisle and ambulatory, which linked the site of Thomas's martyrdom
with his shrine in the Trinity Chapel.

Canterbury's somewhat rambling plan can be explained by the
reuse of the Norman crypt and the pilgrim traffic to Becket's shrine.
The Norman church had both east and west transepts and two apsi-
dal chapels set at angles to the main axis rather than radiating from
it. Beyond these spaces to the east, William the Englishman built the
Trinity Chapel and its single axial chapel, the Corona, which termi-
nates the church on the east. A second, smaller transept was con-
structed to the west of the choir; and the wider, majestic nave was
built early in the Perpendicular period, 1377-1405, possibly to the
designs of Thomas of Hoo. The crowning element in the cathedral is
the 235-foot-high crossing tower named Bell Harry after the bell
hung there, which was erected in the mature Perpendicular period
(1491-98) to the designs of John Wastell. The fan vaults of the tow-
er are forerunners of those Wastell would erect later at King's Col-
lege Chapel in Cambridge.

Salisbury Cathedral presents the rare example of an English
Gothic cathedral built almost entirely in a homogeneous style, Early
English. It was begun in 1220 on an entirely new site, the cathedral
and town having been relocated from Old Sarum to be near more
reliable water sources. Construction of the majority of the church
progressed with remarkable rapidity and was completed by 1258,
leaving only the soaring crossing tower and spire to be built from
1334 to 1380. Salisbury incorporates features from monastic plans,
including the double transepts of Cluny III and the square east end
of the Cistercians, in a long, orthogonal building that is unmistaka-
bly English. On the interior, quadripartite vaults rise from three-
story nave elevations, yet the continuous vertical line exploited by
the French has been replaced by a horizontal emphasis created by a
stringcourse under the triforium and another under the clerestory
windows. Even the ribs of the vaults do not extend down the wall
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but spring instead from wall corbels at the base of the clerestory.
Surfaces are articulated by shafts and trim in black Purbeck marble,
an English stone that is not actually marble but takes a highly pol-
ished finish. The exterior receives the same horizontal emphasis as
the interior. Flying buttresses do not have a strong vertical charac-
ter, and the walls are coursed in horizontal bands that extend across
the west front. With all this horizontality, the 404-foot tower and
spire provide the necessary vertical counterpoint, and their great
weight has noticeably deformed the piers at the crossing. The clois-
ters (completed 1284) are fine examples of early Decorated tracery,
and off the east range one finds a lovely octagonal chapter house (be-
gun 1263). Salisbury like many English cathedrals, was both an abbey
and a cathedral. Accommodations were accordingly needed for the
brothers to meet daily to hear a chapter from the Rule of St. Benedict
read and elaborated; hence the polygonal chapter house. In Rom-
anesque monasteries, this was generally a square or rectangular
room off the cloister, but in English cathedrals it becomes an occasion
for elegance in vaulting an octagonal space of considerable size. Salis-
bury Cathedral was imitated by many major churches, which can be
seen mostly in the older sections of their construction: Wells, York
(only the transepts), Lincoln, Southwell, Beverley, Rochester, and Pe-
terborough. Many secular Gothic buildings were constructed in Eng-
land as the population's wealth increased. Such buildings include the
colleges of Oxford and Cambridge; Westminster Hall in London
(1393-1399); Winchester Castle (1232-1240), of which only one hall
remains, and Hampton Court Palace (as of 1520). Many fortresses
and castles also profess the Gothic secular style, as does the Tower of
London, which was begun in 1078 and frequently enlarged, and de-
clared a world heritage site of UNESCO in 1988.

AFTER-READING TASKS

1. Can you answer the following questions?

1. Why were leading master masons of England and France
summoned to Canterbury in 1174?

2. Why did pilgrims from all over Europe flock to Canterbury?

3. How can Canterbury's rambling plan be explained?

4. What are fine examples of early Decorated tracery?

5. What major churches imitated Salisbury Cathedral?

6. Why do many fortresses and castles profess the Gothic secular
style?
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2. Give Russian equivalents for the following.

To summon leading master masons; to rebuild the ruined site;
horizontal bands; to house England's most popular shrine; to par-
take of the performed miracles; star vaulting; suitable accommoda-
tions; pilgrimage churches; an aisle and ambulatory; east and west
transepts; axial chapel; the crossing tower; to incorporate features
from monastic plans; orthogonal building; quadripartite vaults;
a stringcourse under the triforium; the clerestory windows; wall
corbels; trim in black Purbeck marble; the walls are coursed in hori-
zontal bands; vertical counterpoint; Romanesque monasteries; oc-
tagonal chapter house; the polygonal chapter house; rectangular
room off the cloister; octagonal space.

3. Give English equivalents for the following.

JlaBaTb COBETHI; PYKOBOJAUTDH pabOTON; pa3pyliaTh OCTABIINECS
CEKIIMM XO0pa; KaMeHHas KJIaJIKa, He MoJijieXkainiasi BOCCTaHOBJIe-
HUIO; CTeHbI 60KOBBIX HE(OB; Ma/IaTh CO CTPOUTENbHBIX JIECOB; IMa-
JIOMHHUKH €O BCcel EBpoOIbI; }KepTBONMPHUHOIIEHNS TAJIOMHHUKOB; T0-
CTOSIHHBIM MOTOK MOCEeTHUTesel; 6ecrnopsaAouyHbli IJIaH; oceBasi
KareJ1a; Tepuo/i 3pesioro MeprneHJIUKYJSIpPHOTO CTUJSA; BeepHbIe
CBOJIbI; IBOMHBIE TPaHCENTbI; BOCTOUYHBIA Ipe/ies; HEPBIOPhI CBO-
JIOB; apKOyTaHbl; B CPEeJOKPECTHH; NMPSAMOYroJibHAsA KOMHATa ps-
JIOM C MOHACTBbIPEM; CBETCKHUU CTHUJIb.

4. Substitute the Russian words and word combinations by
their English equivalents from the box. Translate the text into
Russian. Give the gist of the text.

fan vault; cloister(s); Perpendicular Style; tracery; ambulatory;
square grid; sobriety; choir; decorative; ogee arch; chapter halls;
mainland; vault; chapel; splendid; decoration

The (nepneHauKyssspHBbIA cTHJIB) was first applied in the for-
mer Benedictine abbey at Gloucester in the fourteenth century. The
(kperTas ranepes) shows the (kBagpatHasi ceTka) square grid that
is so characteristic for this style. The eastern window, which is rich-
ly equipped with grid-like (a>xxypHass kameHHas pa6oTta), is the larg-
est in England. Typical also is the (BeepHrwiii cBoj) of the
(monacTtbipb). The end of the fourteenth century and the construction
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of Winchester Cathedral saw a movement that went against the sty-
listic excess that was so atypical for the English character - and
aimed for (ymepeHHocTb). The (nepneHAUKYAAPHBbIN cTUIB), Which
was used here for the first time, got its name from the grid-like mul-
lions and members that replaced the (axxypHas kameHHasi pa6oTa)
particularly in the windows. Just as characteristic was the use of
new arch forms, such as the narrowing (ctpesbuaTtas/KuieBUAHAA
apka), which was unknown on the (kouTHHeHT), as well as the spe-
cifically English Tudor arch, which is flatter than the ogee arch. De-
spite the return to straighter lines in the (akypHasi kamMeHHas
pa6ora), the wealth of (oTgenka) was not at all diminished; it was
merely relegated to smaller rooms, to the (3an gsnsa cobpaHuit
KJepuKanbHbiX 061iecTB), which were added to the cathedrals,
(MoHacTeipu) and smaller chapels. The most (BesnKoJienHbIH)
building of this late period of English Gothic is the (uacoBHs) of
Henry VII in the (xops1) at Westminster Abbey in London (1502-
1526). Its fantastic (cBoa) shows the (mexopaTuBHbIil) abilities of
the Gothic style at its highest level.

5. Match the words and their definitions.

1. panel tracery |a.the interior of a cathedral or large church
behind the high altar

2. fan vault b. a slender, upright intermediate member
that subdivides an opening, as a division be-
tween panes of a window, it is most character-
istic of the elaborate Gothic systems of stone

3. tracery c. a pointed arch having an S-shaped curve on
both sides

4. mullion d. ornamental stone openwork, typically in the
upper part of a Gothic window

5. ogee arch e. A concave conical vault whose ribs, of equal

length and curvature, radiate from the spring-
ing like the ribs of a fan

6. retrochoir f. Gothic style window design in sections with-
['retrau kwaia] in a large opening

6. Discus the text in the dialogue with your fellow students.
The eastern part of the Canterbury Cathedral, which was al-
ready completed in 1189, is the first work of the early Gothic French
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style in England. But the English were not yet ready to embrace and
follow it, and instead were content with applying Gothic forms on
Norman foundations, or reshaping Romanesque forms in the spirit
of the Gothic. They were particularly attracted to the external or-
namentation, while the essential building principles became sec-
ondary. This provides the decisive reason for the special direction
the development of the Gothic took in England. In essence, the Nor-
man-Romanesque building principle and arrangement are retained
and the Gothic forms merely serve as ornamentation. The lively
consistency, the inner correlation of building principles and decora-
tion are therefore lacking in the works of the Early English. The hor-
izontal line dominates, but it is the vertical, the striving towards
Heaven, that corresponds with the essence of the Gothic. The round
pillars are surrounded with free standing pillars; the pointed arches
taper very narrowly (lancet arch); at first, the rib vaults acquire one
extra rib until eventually the star vaulting is introduced. In the or-
namentation the slender and delicate are pushed to the utmost, at
times even exaggerated. This style spread very quickly across the
entire country, which is proof that it coincided with popular de-
mand. It also resulted in a certain uniformity of all buildings.

7. Rewrite the following sentences. Present your text in class.
At Lincoln Cathedral, a more complicated building history has re-
sulted in a splendid combination of English Gothic periods. The Nor-
man church, damaged by an earthquake in 1185, survives today only
in the lower portions of the west front. Rebuilding work, started in
1192, continued harmoniously through 1280. Construction began
with the choir and eastern transept, followed by the western tran-
sept, chapter house, nave, and west-front upper portions The retro-
choir (meaning "behind the choir" and here known as the Angel
Choir) was begun in 1256. Concluded by an enormous eastern win-
dow, it was finished in 1280. Lincoln offers several novel architectur-
al features. Most obvious on the interior are the varied vaulting sys-
tems, including the tierceron vaults of the nave which link with an
ornamented ridge rib. The "crazy" vaults of the choir are an asym-
metrical experiment showing an original and free interpretation of
established Gothic conventions. Throughout the cathedral, but above
all in the Angel Choir, there is a wealth of elaborate trim in the form of
Purbeck marble shafts, stiff-leaf capitals, and the sculpted angels that
give the retrochoir its name. The Angel Choir clerestories and
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east-end window have tracery of the Decorated period. On the west
front, a broad screen wall extends from the Norman work to increase
the apparent width of the facade, obscuring the bases of the west-
front towers, which define the actual width of the church. Finally, the
ten-sided chapter house with its bold flying buttresses is a departure
from the usual octagonal form.

8. Comment on the following text.

The city of Ely, which is surrounded by flat moors, is dominated
architecturally by its huge and imposing cathedral. This building is
one of the most splendid creations of the Decorated Style. This
magnificent edifice was begun in 1083 and rises on the ruins of an
abbey that was dedicated to St. Etheldreda, but was destroyed by
the Normans. In the twelfth century a Benedictine monastery was
added to the building. On the night of 22 February 1322, the cathe-
dral's belfry collapsed. It was replaced by the only octagonal tower
in England, the so-called "crown of Ely". This innovation, as well as
the Lady Chapel that was added to the northern transept, represent
the zenith of the Decorated Style. Ely Cathedral illustrates a specific
aspect of medieval architecture in England, large-scale construction
in timber. Norman work predominates in the nave, which is covered
by a timber roof; on the west front, a late Norman project designed
with transepts but never finished; and in the transepts east of the
nave. The original Norman choir was enlarged (1230-50) by an
eastern extension of six additional bays, based on the Early English
nave of Lincoln. The collapse of Ely's Norman crossing tower in
1322 provoked the most extraordinary construction. The church
foundations were judged insufficient to support a masonry recon-
struction, so the tower was replaced by a lantern in wood, the design
of which also increased the light and usable space at the crossing. The
designer of this masterpiece of medieval engineering was William
Hurley, the King's Carpenter. He used eight giant oak posts - sixty-
three feet long, forty inches thick, and thirty-two inches wide - for
the vertical members of the octagonal tower, which has a diameter
of sixty-nine feet. These are supported on hammerbeams tied to the
masonry crossing piers. The octagon itself is set at 22.5 degrees to
the axis of the nave, providing a spatial contrast at the crossing.
Most of the vaulting of the octagon is wood made to look like stone;
the actual structural members are visible only if one climbs into the
lantern via the access stair.
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9. Render the following into English.

B rotudeckoi apxuTeKkType AHIJIMY, 3aMMCTBOBABIIEN FOTHYe-
CKy apxuTekTypy ®@paHuuu Bo BTOpoi nosioBuHe XII Beka, Bbije-
JIAIOT TPU NepUoja.

B nepBoiii nepuoj (1170-1240 rr.) - paHHel rOTUKHU ObLJI CO-
3J1aH xop cobopa B KeHtepbepu. [locse semnerpsicenuss 1192 roga
6b1J1 pEKOHCTPYUpPOBaH cobop B JIMHKOJIbHE. BbLiM pekoHCTpyupo-
BaHbl cobopbl B PodecTepe u Undectepe, a Takxke co6op B Cosiche-
pY, IJIaH KOTOPOTO COCTOMT U3 NPSAMOYTOJIbHUKOB. TpaHcenT nepe-
CeKaeT 3/laHMe NocepesHe; CHAPY>KU 3TO CpeJlOKpecTHe YBEHYaHO
6awHell. [IpaBuibHBIE reoMeTpHUyeckue (GOPMbI COOTBETCTBYIOT
CpefHeBEKOBOMY JIMTyPrU4eCKOMY YJIeHEHUIO cobopa.

BTopoii nepuoga, oxpatbiBatoimui ¢ 1240 no 1330 r., Ha3bIBalOT
«yKpalleHHOW» roTukol. Ero Havaso BeAyT C peKOHCTPYKLHHU
IJIaBHOM LlepkBU BecTMHHCcTepckoro ab66aTcTBa, ONJIaYeHHOH KO-
poJieM 'enpuxom Il gnga nonyngpusauuu ero npenka dayapaa Hc-
noBe/iHUKa (1042-1066). BoicoTa xopa BectMuHcTepckoro ab6aTt-
ctBa jgocruraeT 32M. Ha dacasax TpaHCenToOB NOSIBUJINUCH
60JiblIMEe OKHA-PO3bl, 1a3yXHW KOTOPBIX ObLIM YKpalleHbl aXKypHOU
KaMeHHOM paboTol. A cTeHbI [JeHTpaJbHOro Heda cTaju OnupaTh-
csl Ha CUCTEeMY apKOyTaHOB.

TpeTuil mepuoA, «nepueHJUKyJAIPHOM» TOTUKY, Ajauics ¢ 1330
no 1530 r. HecMoTps Ha TO, YTO 3TOT CTUJ/Ib BOCXOAUT K QpaHIly3-
CKOMY «JIy4UCTOMY» CTHJIIO, OHA MeHblIe JPYIUX UCNIbITajIa €ro BJIU-
saHue. Cobop B Uau - 1ieieBp cpelHEBEKOBOU apXUTeKTYphl. CHUJIyaT
BOCbMMYTOJIbHHKA U JIJAHTEPHBI C KOHTPOPCAMHU U MUHAK/IAMH, 6po-
caeTcs B IJ1a3a U3/jaJleka, sIBJisis c060M paHTaCTUYECKOe 3pesitle.

10. Make a presentation on one of the cathedrals described
in the Unit.

SUPPLEMEN TARY READING

Discuss the text in the dialogue with your fellow students.

Ely's exceptional crossing tower is not the only example of Eng-
lish monumental timber construction. A number of late medieval
hammerbeam roofs survive, the grandest being Westminster Hall in
London (now incorporated into the Houses of Parliament, a nine-
teenth-century building). The hall itself dates back to the early 1100s,
when it was constructed as an aisled space for royal banquets. By the
late Middle Ages, a covering not requiring intermediate supports was
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desired, so in 1394-1402 the hall was roofed, using hammerbeams
that are supported on the older walls. Hammerbeam construction is
actually a series of successive short cantilevers that enable builders
to roof a span wider than the length of available timbers. The crafts-
manship behind the Hammerbeam roofs, with their interlocking
pegged joints and elegantly carved finials and angels, is a testimonial
to the technical skills and artistry of medieval carpenters.

As an example of Late Gothic masonry construction in England,
the chapel at King's College, Cambridge, deserves attention for its ex-
ceptional fan vaults designed by John Wastell. Begun in 1446 with
donations by Henry VI and completed by 1515 with contributions
from Henry VIII, the chapel was designed for use in an era when the
sermon had become an important aspect of worship services, so it
was built with a simpler plan and smaller area to reduce reverbera-
tion so that speech could be better understood. Medieval monastic
chant is enhanced by long reverberation times, but the spoken word
is virtually incomprehensible in the same space. Medieval churches
still in use for church services employ electronic amplification sys-
tems that help cancel out reverberation. King's College Chapel is basi-
cally rectangular in plan, with Perpendicular tracery in the large win-
dows and majestic fan vaults overhead. The ornate organ loft atop the
choir screen divides the space into two parts, one for townspeople
and the other for students. The chapel is con-temporary with the
High Renaissance in Italy, and the woodwork of the choir screen con-
tains classical detail in what is otherwise a late medieval building.

Keep in mind

A hammerbeam roof is a decorative, open timber roof truss typi-
cal of English Gothic architecture and has been called "..the most
spectacular endeavour of the English Medieval carpenter”.
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PART IX
RENAISSANCE ARCHITECTURE

PRE-READING TASKS
1. Learn the following words and word combinations.

abaci ['aebasai] oT abacus
abacus ['ebakas] - abak(a),
BepPXHsAA 4YaCTb KallUTeJH KO-
JIOHHBI; MO3aW4yHada NaHes b
absorb [ab'zo:b] - morsomaTh
ancient ['emn(t)f(a)nt] - gpes-
HUH

achievement [a'tfizvmant] - go-
CTHXKEHUE, YCIIeX; BbIIIOJIHEHHE
apex ['erpeks] pl apices - BbIc-
11as TOYKa; BEPIIWHA; BepX
baptistery ['baeptistari] - 6anTu-
cTepuit

Bay - nposiéT (37aHus); mar Ko-
JIOHH 3/IaHUsI KAPKACHOI'0 TUIIA;
TpaBes

celebrated [selibrertid] - nmpo-
CJ1aBJIeHHBIA

characterize ['kaerakt(a)raiz] -
M306pakaTh; XapaKTepU30BaTh
chestnut ['tfesnat] - gpeBecuHa
KaITaHOBOTO JlepeBa

clamp - 3axum; pukcatop
codify [koudifai] - 3ammpoBsI-
BaThb; CUCTEMATU3UPOBATb; KO-
AnbUIUpPOBaTh

come down to us - JOUTH A0 HaC
competitor [kam'petita] - KoH-
KYyPEHT; MPOTUBHUK, COTIEPHUK
concurrently [kan'kar(a)ntli] -
O/IHOBpPEMEHHO

imperceptibly - He3ameTHO
invention [mn'ven[(s)n] - u306-
peTeHue

lingering ['ligg(a)rm] -
MPOJIO/KUTENbHBIN, JOJITUN
loggia ['loudga] - 1opxHs
maintain — COXpaHATh; yAep-
»KUBaTh; 0/1/leP>KUBATh
manuscript ['manjuskript] -
MaHYCKPHIT, pyKOIUCh
medieval [ med1'i:v(s)l] - medi-
aeval cpeiHeBEeKOBbIH
negligible ['neglidzabl] - He-
3HAYUTEJbHbIA

notary ['naut(a)ri] - HoTapuyc
observations — HabJIOfeHUSA
overrun [,2uva'ran] - 3axBaThI-
BaTh (TEPPUTOPHIO); OMYCTO-
maTh, rpabuUTh

radial ['reidial] - paguanbHbIN;
BeepHbIH; 3Be3/1006pa3HbIH;
Jly4eBOM; 1y4yeobpa3HbIi

ratio ['reifiau] - nponopius
rebirth [,ri:'b3:0] - Bo3poxkaeHUE
reawaken [ rira'weik(a)n] -
CHOBA NMPOOYXKAATh

resolution (about/on smth) -
pesoJionus, pelieHue

rival ['raiv(a)l] - conepHUK;
KOHKYPEHT; CONlepHUYaIoIU I
Rome [roum] - Pum

side-aisle - 6okoBOM Hed
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Constantinople

[ konstentr'naupl] - Koncran-
TUHOIIOJIb

cortile [ko:'ti:ler | - BHyTpeHHU#
ABOD (nBOpPLA)

continuous - HenpepbIBHbIH,
HelpeKpallamiuiics

cross section — nonepeyHoe ce-
yeHHe

Enlightenment
[1n'lart(s)nmant] - anoxa Ipo-
CBellleHus

en suite [on 'swi:t] - cMexxHBIN
freestanding - oTenbHOCTOS-
119501

flourish ['flarif] - npouBeTaTh
goldsmith ['gauldsmif] - 30s10-
TBIX JIeJ1 MacTep; I0BEJUP
half-column - mosykosioHHa
heritage ['heritidz] — Hacenue

shell - o61IMBKa; 060J10YKa;
KOpIyc

span - 0XBaTbIBaThb, IPOCTHU-
paTbcs

springing - naTa apkKu UJiu
cBOJA

strap - ckoba

technological - npompIieH-
HbIH, TEXHUYECKUI

timbers ['ttmbaz] - 6as1ku 1
JIOCKU

tension ring — HaTAXHOE KOJIbL0
tin-plate - nokpbIBaTh 0J10BOM
thrust - oceBoe faBieHue; oce-
Basd Harpyska

undue [an'dju:] - HecBoeBpe-
MEeHHBIN

usher in - Bo3BewaTp

veneer [vo'nia] — 06JIMII0BKa;
HapYXHbIU CJI0U

2. Answer the following questions.
1. How long did the High Renaissance exist?
2. Who are the giants of Renaissance art?
3. What was the centre of Renaissance art?

3. Make sure you know how to pronounce the following.

Renaissance

[r'ners(a)ns];

Plato ['plertau]; medieval

[ medr'i:zv(s)l]; Rome [raum]; rebirth [ri:'b3:0]; library ['laibr(a)ri];
architecture [a:(r)kitekt[a(r)]; Florence ['flor(a)n(t)s]; Florentine
['flor(a)ntain]; identity [ar'dentati]; achievement [o'firvmant]; tech-
nologic(al) [tekna'lodzik((a)1)]; Pliny ['plini]; notary ['naut(s)ri];
['maenjuskript]; characterize ['keerakt(s)raiz]; period ['prariad];
negligible ['neglidzabl]; loggia ['laudzs]; literature ['lit(a)ratfa]; ratio
['rerfiau]; Constantinople [konstentr'naupl]; ancient ['em(t)[(s)nt];
['baeptistari]; Donatello [dona'telau]; Aristotle [‘aristot(s)l]; Plu-
tarch ['plu:ta:k].

182



4. Give Russian equivalents for the following.

Western European history; cultural achievement; painting,
sculpture; architecture; in many ways; Renaissance; medieval herit-
age; to flow imperceptibly into smth; technological inventions; the
fall of Constantinople, Greek scholars; Greek and Latin manuscripts;
the period of reawakening; classical Rome, the fall of the Roman
Empire.

5. Translate the following into Russian.

The French word renaissance, or rebirth, was first used in the
nineteenth century, to describe the period in western European his-
tory from 1400 to 1650, of cultural achievement - painting, sculpture,
architecture, literature, science, or music. In many ways the Renais-
sance builds on its medieval heritage and flows imperceptibly into
the next major period of European history - the Enlightenment. His-
torical events and technological inventions helped shaped the world.
With the fall of Constantinople in 1453, Greek scholars migrated to
[taly, bringing Greek and Latin manuscripts, which they deposited in
libraries in Florence. The Florentines of the fifteenth and sixteenth
centuries characterized their times as a period of reawakening to the
ideals and achievements of classical Rome, which had been ignored
for a thousand years, since the fall of the Roman Empire.

6. Read and translate the following text.

TEXT

Humanist scholars and artists recovered Classical Greek and
Roman texts, including Vitruvius's De Architecture, and sought to
create a modern world rivaling that of the ancients. Within their
new intellectual construct, it was desirable, to achieve fame, mean-
ing that, unlike the anonymous designers of the Middle Ages, Re-
naissance architects became celebrated as personalities. Their iden-
tities and even details of their personal lives have come down to us.
These architects, absorbing the writings of the Greek philosopher
Plato, set out to create an architecture of mathematical perfection.

Renaissance architects maintained the interest in geometry that
had so strongly influenced medieval architecture. Rather than using
the complex, geometric transformations of medieval master ma-
sons, they admired such "ideal" forms as the square and circle. Thus,
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the central-plan church came to represent the most perfect form,
absolute, echoing celestial harmony. Artists made drawings of the
human figure inscribed within a "perfect” geometric context and,
thereby, "proved" that human proportions reflected divine ratios.

From the beginning of the fifteenth century to 1494, when
French armies overran the city, Florence flourished as the center of
the early Renaissance, and the figure who ushered in this profound-
ly creative period for architecture was Filippo Brunelleschi (1377-
1446). The son of a notary, Brunelleschi was trained as a goldsmith.
In 1400 he entered the competition to design a new set of bronze
doors for the baptistery of Florence Cathedral. His main competitor,
and the man who won, was Lorenzo Ghiberti (1378-1455). Dis-
couraged by his loss, Brunelleschi set off for Rome with his friend,
the sculptor Donatello (1386-1466), and his subsequent career as
an architect owed much to the extended visit he paid to the Eternal
City and the observations he made there. During his stay in Rome he
accurately recorded everything he saw, Brunelleschi codified the
principles of geometrically accurate linear perspective, making pos-
sible the exact representation of a three-dimensional object on a
two-dimensional surface. Brunelleschi must have assisted his
friend, the painter Masaccio (1401-1428), in the application of line-
ar perspective to a fresco painting, The Trinity (1427-28) at S. Maria
Novella in Florence.

By 1407 Brunelleschi was again living in Florence. That year the
directors of the cathedral works consulted distinguished European
architects for advice on the cathedral's dome in Florence, eventually
they turned to Brunelleschi. The architect used his knowledge of
ancient Roman construction as well as lingering Gothic traditions to
produce an innovative synthesis. He employed a Gothic pointed-
arch cross section instead of a semicircular one and created a dou-
ble shell of radial and concentric ribs, a strategy traceable both to
ancient monuments such as the Pantheon and to the nearby cathe-
dral baptistery.

The cleverness of Brunelleschi's system of ribs is worthy of de-
tailed description. He devised as his principal structural members
sandstone ribs rising from each of the eight corners of the octagonal
drum. At the springing of the dome, they have a cross section of
eleven by seven feet, and they taper upward to an apex ring beneath
the cupola. Between each of these corner ribs, Brunelleschi placed a
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pair of intermediate ribs, making a total of twenty-four vertical ribs.
To hold the inner and outer shells apart, he inserted five horizontal
rings of sandstone, connected by tin-plated iron clamps which he had
observed in the ruins of Roman construction. Finally, near the base of
the dome, he placed twenty-four chestnut timbers, banded together
with straps and bolts into a continuous wooden tension ring that re-
sists the outward thrust of the dome. However, according to modern
structural analysis, the action of this ring is negligible.

Work on the cathedral dome continued throughout Brunelles-
chi's lifetime. Concurrently, he was able to build several smaller
projects in which the ideals of Roman architecture could be ex-
pressed more directly than in the cathedral dome. In these commis-
sions Brunelleschi was able to express outwardly his empathy for
ancient Rome. The earliest, the Foundling Hospital, is considered the
first building of the Renaissance. Designed in 1419 and built from
1421 to 1444, it continues the link with classical tradition that had
been maintained in Florence through such proto-Renaissance build-
ings as the Romanesque S. Miniato al Monte and the cathedral's bap-
tistery. The Foundling Hospital has a continuous arcade, carried on
Corinthian columns across its main facade and around an internal
courtyard that is comparable to the ground-floor arcading in marble
veneer that adorns both S. Miniato and the baptistery; these Rom-
anesque elements were ultimately based on Roman architecture. At
the hospital, the arcading is three-dimensional, creating a loggia
with domed vaults in each bay. Semicircular arches span the width
of the loggia, from the freestanding columns with abaci to corbeled
brackets on the opposite wall.

A similar columnar arcade is found in the aisles of the Latin-
cross church of S. Lorenzo, begun in 1421. Here, Brunelleschi de-
fined each bay with arches that spring from columns of the nave ar-
cade to pilasters set between side-aisle chapels. This configuration
achieves a more balanced effect than the wall corbels at the hospi-
tal, yet Brunelleschi found a resolution in his design for the church
of S. Spirito, begun as late as 1445. This may seem an undue empha-
sis on Brunelleschi's part on admittedly minor architectural details,
but such attention to each element and to the relationship of all el-
ements to one another characterizes the proper manipulation of the
classical language of architecture.
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AFTER-READING TASKS

1. Can you answer the following questions?

1. In what way did designers of the Middle Age differ from Re-
naissance architects?

2. Wherein lay the main interest of Renaissance architects?

3. Why is Florence considered to have been the center of the ear-
ly Renaissance?

4. Why did the directors of the dome works of the Cattedrale di
Santa Maria del Fiore choose Brunelleschi’s ideas?

5. What other projects did Brunelleschi fulfill concurrently with
work on the cathedral dome?

6. Why is the Foundling Hospital considered the first building of
the Renaissance? Wherein lies the peculiarity of Brunelleschi’s clas-
sical language of architecture?

2. Give Russian equivalents for the following.

To achieve fame; the anonymous designers; set out; to celebrat-
ed personalities; to absorb the writings of Plato, create an architec-
ture of mathematical perfection; medieval master masons; the cen-
tral-plan church; celestial harmony; to overrun the city, to usher in;
to enter the competition; a set of bronze doors; the Eternal City;
wall corbels; linear perspective; lingering Gothic traditions; a Gothic
pointed arch; cross section; principal structural members; sand-
stone ribs; the octagonal drum; springing of the dome; an apex ring;
intermediate ribs; to hold the inner and outer shells apart; tin-
plated iron clamps; chestnut timbers; straps and bolts; tension ring
that resists the outward thrust of the dome; proto-Renaissance
buildings; continuous arcade; marble; semicircular arches; span the
width of the loggia; freestanding columns with abaci; corbeled
brackets; nave arcade; to attach half-columns.

3. Give English equivalents for the following.

YdeHble TYMaHUCTBI; HOBBIA MUpP, apXHUTEKTOPbI 3MOXH Bo3-
poxaeHus; CpelHUe BeKa; JOUTU A0 HAC; COXPAaHUTh UHTEPEC K;
OKas3aTb BJIMSIHUE Ha CPEJHEBEKOBYI apXUTEKTYpy; BMECTO TOTO
4TOObI; HebGeCcHasl rapMOHUS; 60KeCTBEHHbIE MPOMOPIUY; GUTYP],
BNKMCAHHAsl B KPYT; 30JI0TBIX JleJl MacTepP; COCTS3aThCA C K.-JM0O;
GanTHUCTEepUI; OCHOBHOW COTNEPHHUK; OTHpaBUTbCA B PuM; 3arts-
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HyBIIadACAd Mmoe3gKd,; BO BpeMdA CBOEro Hp66bIBaHI/IH B; CUCTEMATH-
3UPOBATb NPHWUHOUIIbI Y€ro-J.; I/1306pa)KaTb 00bEMHbBIE npeaMeThbl
Ha IJIOCKOH IMOBEPXHOCTH; KYyIIOJ co6opa; InornepevyHoe Ce4YeHHe,
nyqe06pa3Hble HEPBWOPLI;, APEBHHUE NNAMATHHUKH, OAWHHAAUATb Ha
CeMb (1)YTOB; HaTAXHO€ KOJIbLIO; 0CeéBad HATPYy3Ka KyIl0Jid; IKXPOTa
JIOJXKHH; OTAEJIBHOCTOAILAA KOJIOHHA.

4. Translate the following passage.

In both S. Lorenzo and S. Spirito, Brunelleschi sought to ac-
commodate the traditional practical requirements of his clients
within a unifying system of mathematical proportions. At S. Spiri-
to, larger square is repeated four times down the nave and then
once for each transept, the crossing, and the choir. Equally careful-
ly proportioned Roman elements such as the semicircular arch,
Corinthian columns and coffering impart a classical monumentali-
ty to the interiors of both churches. Brunelleschi made prominent
use of simple numerical ratios in three of his smaller commissions.
For the church of S. Lorenzo, he erected the Old Sacristy (1421-
28) in a corner of the south transept. The floor, walls, and penden-
tives are contained in a cube, capped by a hemispherical dome
with an oculus. Pilasters, an entablature, and arches of gray pietra
serena, a local stone much favored for architectural detail, are set
against the white plaster of the walls, giving a linear definition to
the interior. The thinness of the pilaster strips as they turn the
corner and the isolated, arch, the interior is entirely his. The space
is a carefully conceived but occasionally awkward essay based on
numerical ratios, the classical language, and local building practic-
es. The plan is generated by placing the circle of a dome above a
square divided into three bays, and expanded one barrel-vaulted
bay to each side and one domed square bay in depth. All these
bays are defined by Corinthian pilasters supporting a continuous
entablature with arches above, and all are delineated in gray
pietra serena against white plaster.

5. Substitute the Russian words and word combinations by

their English equivalents from the box. Translate the text into
Russian. Give the gist of the text.
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Papal Chancery; influential thinkers; searched; theorist; address;
aman of genius; sculptors; On completing; in Alberti's mind;
founders of the Renaissance; In contrast to; gave him the chance;
accomplished scholar; admired; antique sculpture; monuments of
antiquity; theories of perspective; artists; personal style

In contrast to the pragmatic and technically skilled Brunelleschi,
Leon Battista Alberti (1404-1472) was a classical (TeopeTuk) who
saw architecture as a way to (pearupoBaThb Ha) societal order. The
Renaissance architect, (mo MmHeHHI0 Ab6epTH), was to be a univer-
salist, an intellectual, and (renuanbHbIN YesioBek). Alberti was an
(TanmanTauBBINA yueHbl#) from an exiled Florentine family; he be-
came one of the most (BiusiTesbHBINA MbIcAUTeNb) of his time. His
education at the universities of Padua and Bologna included math-
ematics, music, Greek, Latin, philosophy, and Roman law. (Ilo 3a-
BepiuieHuo) these studies, Alberti entered the (Ilanckas Kanuens-
pus) in Rome as secretary to the chancellor. Living in Rome
provided him with many opportunities to meet artists visiting the
(mamsaTHUKK aHTU4YHOCTH), and his travels (mpegocTaBUTH BO3-
MOXHOCTb) to observe the works of (>kuBomnucipbl) in many cities
throughout northern Italy. Because Alberti (nckasn) the writings of
Plato, Aristotle, Plutarch, and Pliny the Elder for references to the
arts and carefully studied the collections of (aHTHYHBIE CKYJIBIITO-
pbi) that were being assembled by patrons of the arts, his writings
reveal a mixture of scholarly research and informed observations.
The manuscript of Alberti is On Painting, completed in 1435, docu-
ments Brunelleschi's (Teopuu nepcnektunsl). It was dedicated to
five young artists of Florence whom Alberti most (BocxumaTbcsi)
and who came closest to creating a (MHAUBUAya/JbHBIN CTUIB) that
reflected the art of ancient Rome. We now regard these five - Bru-
nelleschi, the sculptor Ghiberti, the painter Masaccio, and the
(ckynbpnTopsl) Donatello and Luca della Robbia (1399-1482) - as
among the (TBopubl Bo3poxaenus).

6. Rewrite the following sentences. Make any changes that are
necessary. Present your text in class.

Alberti's interest in architecture was probably first aroused
when he came across Vitruvius's The Ten Books on Architecture. It
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was the only one to have survived. Vitruvius was a mediocre writer
at best, and owing to the uncertainty of his language, his text is often
ambiguous; nevertheless, as an authentic book from Roman times,
the work was greatly respected by Renaissance architects. In re-
sponse to the obscurities in Vitruvius's text, in order to discuss
principles of Roman buildings designed after the time of Vitruvius,
and in order to argue that architects should be highly educated hu-
manists, like himself, Alberti began writing his own treatise, mod-
eled on the antique text and, like it, organized Into ten books or
chapters. He worked on his book which he titled De re aedificatoria,
or On the Art of Building, from the early 1440s until his death, com-
pleting a first version by 1452, which was circulated in manuscript
form. The text as we know it was published posthumously in Flor-
ence in 1485. As the first architectural treatise of the Renaissance, it
is important for cataloging the features and proportions of the or-
ders of antiquity and establishing a theory of harmonious propor-
tions to be observed in buildings.

6. Match the words and their definitions.

1. shell a.is a device that holds two things firmly
together

2. freestanding b. is a thin layer of wood or marble which
is used to improve the appearance of
something

3. apex c. an enclosed area, typically roofless and
arcaded, within or attached to a building

4. veneer d. the top or highest part of something, es-
pecially one forming a point

5. cortile [ko:'tizler] e. an object standing on its own away from
other things

6. clamp f. of a building or other structure is the
outside frame of it

7. Expand on the following.

In 1550, Giorgio Vasari (1511-1574), the Florentine painter, bi-
ographer, and art historian claimed in his book Lives of the Most Ex-
cellent Painters, Sculptors and Architects that visual art was reborn
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with the painter Giotto. Giotto, who also was inspired by Roman
ideals, initiated a more human artistic vision that reached its high
point with Michelangelo.

8. Translate the text inti Russian. Render it into English.

Alberti adapted proportioning systems expounded by Vitruvius
because he believed that, they should unify plans, elevations, and
sections of a building. For example, church plans could be central-
ized, using a circle, hexagon, octagon, decagon, dodecagon, or
based on a square, such as a square-and-a-half, square-and-a-
third, or double square. Whatever the plan selected, the three-
dimensional realization was to be derived from it. Furthermore, to
assume their proper symbolic role in the cityscape, churches
needed to be centrally located, isolated from other structures so
that they could be seen from all sides, and raised above ground
level on a plinth or base.

Although Alberti was concerned with the theoretical and esthet-
ic implications of proportional systems, he was equally attentive to
the practical aspects of architecture and city planning. Vitruvius had
written of public health considerations in the siting of towns, and
Alberti extended this approach to include other factors such as the
purity of the water supply and the distribution of land uses. He sug-
gested that arrangements should respond to both convenience and
hygiene. He proposed individual house plans with consideration for
the needs and ordinary uses of the inhabitants. As kitchens are
noisy, he proposed that they should be away from quiet parts of the
house and yet near enough to the dining room. Bedrooms should
face east toward the rising sun, and the parents' rooms should be
near the children's quarters. Old people should have rooms without
drafts, and guests should have rooms near the entrance to enable
them and their friends to enter and leave without disturbing the
whole household.

Some of this advice is reflected in Alberti's design for the facade
of the Palazzo Rucellai in Florence (1446-51). To organize it, he ap-
plied superimposed Doric and Corinthian orders to demarcate the
individual floors; this was the first use of the classical orders on a
Renaissance domestic building. He raised the order of the ground
floor on a high plinth scored into diamond shapes in imitation of
Roman opus reticulatum, where diamond-shaped masonry units
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were used as formwork for concrete walls. Here, however, the
subdivision serves only as a surface texture reflective of antique
practices.

9. Discuss the text in the dialogue with your fellow students.

Michelozzo Bartolomeo (1396-1472), a student of Brunelleschi,
worked not only in Florence but also in other northern Italian cities.
Although not so celebrated a designer as Brunelleschi, Michelozzo
was a capable architect and was awarded several commissions by
the Renaissance patrons, the Medici. Most noteworthy of these was
the Palazzo Medici in Florence, begun in 1444 after an earlier design
by Brunelleschi was rejected as being too ostentatious. The client,
Cosimo de' Medici, did not want to arouse feelings of envy among
other important families in the city. Michelozzo's design reflects his
awareness of traditional Florentine domestic buildings and his ad-
miration for the Foundling Hospital arcade and its traditional Flor-
entine courtyard plan. The palazzo's square plan includes a central
courtyard, serving as a circulation core for perimeter rooms that
open to one another en suite. Michelozzo made use of rustication.
He arranged the street elevation in three tiers of graduated textures,
beginning with rock-faced stone at the street level and concluding
with smooth ashlar at the third level below a ten-foot-high crown-
ing cornice with modillions, egg-and-dart moldings, and a dentil
course, the first such cornice since ancient Roman times. The
ground floor originally had three open arches along the street, the
central one giving access to the courtyard. From the courtyard a
staircase led to the major family rooms on the second floor. Deep
shadows in the courtyard make the palazzo's core cool and quiet,
and the upper-level galleries provide access to and shade for the
individual rooms. Typical Romanesque windows with circular heads
are used throughout. While without radical innovations, the Medici
Palace reflects Michelozzo's connection to Renaissance circles
through its symmetry, inclusion of classical elements, and careful
use of mathematical proportions.

9. Translate the following text into Russian.

Alberti's four other major commissions were ecclesiastical. The
task of adapting classical details to the facade of a church with
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a basilican cross section was a compositional problem for Renais-
sance architects. Alberti's work on S. Maria Novella in Florence
(ca. 1456-70) produced the first completed design for a church fa-
cade in the Renaissance, but in some respects it is an extension of
eleventh-century Florentine traditions with its geometric panels of
white and green marble. Alberti was obliged to preserve some Goth-
ic aspects of the existing church, particularly the pointed arches of
the lower level and the central rose window above. Alberti's facade
emphasizes the predominance of the square as a unit of composi-
tion. At S. Francesco, Alberti attempted to unify the facade by link-
ing lower aisle roofs to the pedimented higher nave with flanking
scrolls, a solution that was much repeated throughout the Renais-
sance. In Mantua, Alberti worked for the Gonzaga family. Here he
gave the church of S. Andrea (1472-94) an entrance portico based,
like S. Francesco, on a temple front and triumphal arch, and he in-
tended to extend this treatment to the east and west transepts. The
temple portion's order of Corinthian pilasters stands on pedestals;
this order reappears on the interior, supporting the great barrel
vault of the nave. The church's plan is that of the ancient Roman Ba-
silica of Constantine, with the transverse barrel vaults of the chapels
and their bearing walls resisting the lateral thrust of the longitudi-
nal barrel vault of the nave. It would serve as the pattern for many
subsequent churches. The assemblage of classical elements on the
interior presents the first Renaissance vision rivaling the monumen-
tality of the interior spaces of such ancient Roman monuments as
the basilicas and baths. S. Sebastiano, which stands not far away,
was designed as a Greek cross with a hexastyle pilastered temple
front. The central interior space is spanned by a groin vault, not a
dome as one might expect; the stubby arms of the Greek cross are
barrel-vaulted. In its present incomplete state, the church does not
clearly reflect its designer's intentions, but it does illustrate Al-
berti's interest in the centrally planned church.

10. Render the following into English.

OcHoBOM apxUTeKTypbl PeHeccaHca sIBJISIIOCh Hac/le e 30/4e-
ctBa /lpeBHeil ['penuu u JpeBHero Puma: cuMMeTpus, Nponopiyo-
HaJIbHOCTb, CHUCTEMa Op/lePOB, PUTMHUYHOCTb B pPaCHOJIOXEHUH
3JIeMEHTOB U Jekopa ¢acaZoB. 34aHus apxXUTEKTYphbl PeHeccaHca
HMEIT NPSIMOYToJibHYy0 ¢opMy, B pacazax NpUCyTCTBYET PUTMHUY-
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HOCTb B pacloJIOKeHUM OKOH. PeHeccaHCHasi apxuTeKTypa ObLia
onvcaHa B pa6oTtax JleoH batucra Anb6epTH «/lecaTb KHUT 00 ap-
XUTEKTYpe», KOTOpble CTa/Id PYKOBOJCTBOM JJisi MHOTHUX eBpoIle-
CKMX 30744MX. Hayaso HOBOro cTu/s OBbLIO MOJIOXKEHO B HTanuum
B 1401 r., xorga mMactepa U3 Oaopennuu ®ununno bpyHesnecku u
JloHaTes/10, NIPHUHAB yyacTHe B KOHKypce 1o 0pOpMJIeHHIO JBepei
bJIOpeHTUICKOT0 6aNTUCTEPHS, HE BBIMIPAJIM €r0 U OTHPABUJINUCH
M3y4yaThb ApeBHUe pa3BajuHbl PuMa. OHU 3apucoBbIBaIM pparMeH-
Thl aHTUYHBIX KOJIOHH, KAPHU30B, KanuTeJel, udydyaau GyHAaMeHT
Y IJIaHbl ocTpoek. IMeHHO MX ucc/eJOBaHUSA 3aJI0KUJIU OCHOBY
apxXUTeKTypbl 3M0xu PeHeccaHca, KoTopasl pacnpocCTpaHUJ/aCh
B Pa3HBIX CTpaHax. ['1TaBHBIM LJeHTPOM MCKYCCTBa U KyJAbTyphl Bo3-
poxaeHus crana @uopenuusa. Ouaunmno bpyHennecku B 1417 r.
BbIMI'Pa/l KOHKYPC IO CO3JaHUI0 NpoeKTa KynoJsa cobopa CaHTa
Mapus fenp Obope, NpeAsi0KUB BOCBMUTPAHHBIN MyCTOTENbIN Ky-
1oJ1 ¢ AByMs o6osi0uKaMu. Ha ocHOBe cBOMX HcCCJleJlOBaHUIN aHTHY-
HOro 3o/4ectBa bpyHesuiecku chopMupoBas CBON COOGCTBEHHBIN
apXUTEeKTYPHBIN A3BIK. Ero coopy:xeHus ObLIM OoJiee JIETKUMHU U
U3SIIHBIMU 110 CPAaBHEHHUIO C aHTUYHBIMHU o6pasuaMu. Ero cnocob
nepejadyd aHTUYHbIX GOpM U JeKopa HalleJ OTpakeHue B IO-
cTpolikax PeHeccaHca, a 3aTeM OTpasuJca B CTHJIEe KJIACCULHU3M,
6GapOKKO, pOKOKO, aMITHpE.

11. Make a presentation on one of the architects given in
the Unit.
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PART X
ARCHITECTURE IN EIGHTEENTH-CENTURY RUSSIA

Unit1
EARLY RUSSIAN BAROQUE

Notes. The text you are going to read deals with Early Russian
Baroque. Before reading study the following.

Peter [ was intensely concerned with the development of the es-
tates, and often defined the general plan of the parks as well as the
specifics of the architectural design of his country palaces, which,
like the architecture of Petersburg, combined elements of the Dutch,
French, and Prussian baroque. The main palaces commissioned by
Peter were brick structures organized on principles of symmetry,
proportion, and logic in the distribution of the parts, from central
structure to end pavilions. Even country life was to be regulated in
accordance with European court rituals under the new regime.

PRE-READING TASKS

1. Answer the following questions.
1. Who were the first architects of Peter I's new city?
2. What structures did Peter | commission?
3. What was built under Peter 1?

2. Make sure you know how to pronounce the following.

Hermitage [,gami'ta:z]; enfilade [enfi'leid]; carillon [kee'riljon];
ambience ['eembian(t)s]; mansard ['meen(t)sa:d]; edifice ['edifis];
cherub ['ferab]; aesthetic [i:s'Oetik]; deference ['def(a)r(a)n(t)s];
Petersburg ['péterzbarg]; chinoiserie [[in'wa:zari]; imperial
[im'piarial]; tutelage ['tju:tilidg]; trompe 1'oeil [tromp'l3:j]; hetero-
dox ['het(a)raudoks]; secularism ['sekjal(a)riz(a)m]; allegoric(al)
[eeli'gorik((a)])]; empire ['empaia]; subsume [sab'sjuim]; archangel
['azk.emds(a)l]; tsar [za:, tsa:]; passageway ['peesidgwei]; unequivo-
cal [,anr'kwivak(a)l].

3. Read and translate the following text.

TEXT

Before the victory at Poltava, Peter had intended the fortress at
the center of his city to serve not only a military function, but also as
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a tangible symbol of his union of state and religious institutions
within a new political order in Russia. To implement this refor-
mation in the very architecture of Petersburg and its fortress, he
was capably served by Dominico Trezzini, one of the most talented
and long-lived of the Petrine architects. Born in 1670 in the village
of Astano, near Lugano, Trezzini received his education locally, and
by 1699 was employed in Denmark as a fortification engineer. In
this capacity, he was hired by the Russian envoy to the court of
Frederick IV in the spring of 1703 and arrived in Moscow, via Ar-
khangelsk, with a group of craftsmen in August 1703. By February
1704, Trezzini had been summoned to Petersburg to supervise the
construction of the Kronshlot bastion guarding the western ap-
proach to the city from the Gulf of Finland. Having demonstrated his
skills as an engineer, Trezzini was entrusted with the rebuilding of
the fortifications of Narva, where he remained almost a year before
Peter elevated him to the position as architect of the country's main
citadel. Although the earthen fortress was complete, Peter intended
to replace it with masonry walls. In May 1706, the tsar assisted with
the laying of the foundation stone of the Menshikov Bastion, and for
the rest of Trezzini's life (until 1734), the design and building of the
Peter-Paul fortress, with its six bastions, would remain one of his
primary duties.

The Peter-Paul Fortress was never tested in battle, and its de-
sign was also calculated for symbolic, political effect. The major sec-
tions of the fortress - the six bastions - were named either for a
leading participant in Peter's reign, such as Menshikov, or for
amember of the imperial house, not excluding Peter himself. No-
where are the secular nature of the Petrine era and its rejection of
the symbolism of the Muscovite past more clearly stated. For Pe-
ter I, however, secularism was the essence of social order, and in his
great fortress, even the religious allusions are subsumed within an
aesthetic and symbolic context that is turned toward the west — and
away from Muscovite Orthodoxy. There can be no clearer example
than the triumphal Peter Gates, constructed in wood by Trezzini in
1708 and subsequently rebuilt in masonry in 1715-17 with classi-
cal detailing in the manner of the seventeenth-century baroque. The
edifice was originally surmounted by a wooden statue of the Saint
Peter. The statue of Peter over the entrance to the Petersburg for-
tress held the keys to heaven and hell itself. It is precisely the

195



attainment and possession of power that underlies all the major al-
legorical systems of the Petrine period.

Within the fortress, Trezzini's design of the Cathedral of Saints
Peter and Paul represents a radical departure from traditional Rus-
sian church architecture, based on the cross-domed or centralized
plan. To replace the original wooden church, Trezzini created a
greatly elongated basilical structure, whose modest baroque dome,
on the eastern end, is subordinate to the tower and spire placed
over the west entrance. Indeed, the tower was the main focus of Pe-
ter's interest, and had priority over the rest of the structure, which
was not completed until 1732. Rapid construction of the tower not
only created a platform from which Peter could survey construction
progress over the entire area, but it also provided a frame for the
carillon, with chiming clock, that he had commissioned in Holland.
By 1717, Trezzini had completed the basic structure of the tower
(the spire was assembled in 1720), and in 1720, the carillon was
installed. By 1723, the spire, gilded and surmounted with an angel
holding a cross, reached a height of 112 meters, which exceeded the
bell tower of Ivan the Great by 32 meters. The spire, like the body of
the cathedral, resembles the seventeenth-century baroque architec-
ture of northern Europe, with its combination of large volutes brac-
ing the lower tiers of the tower and elements of classical entabla-
ture in the segmentation of the ascending levels. The large windows
that mark the length of the church are in articulation and design
unprecedented in Russian church architecture, and provide ample
illumination for the banners and other imperial regalia that mark
the interior. It is not clear whether this great hall was originally in-
tended to serve as a burial place for the Romanov tsars, but with the
death of Peter the Great (whose funeral was held in a temporary
wooden church erected within the walls of the uncompleted cathe-
dral), this function was assumed from the Archangel Cathedral in
the Kremlin. Indeed, the Peter-Paul tower and steeple can be seen
as a counterpart to the bell tower of Ivan the Great as an expression
of the majesty of the sovereign.

The interior of the cathedral, divided by faux marbre piers with
gilded Corinthian capitals into three aisles, is decorated with pastel
trompe 1'oeil architectural detail that seems to extend the space of the
vaulting. The upper parts of the walls display panneaux on religious
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themes, which, although done in the western manner, were painted
by a collective of Russian artists. The centerpiece of the interior is the
gilded iconostasis beneath the dome in the eastern end of the church.
Its design, by Ivan Zarudnyi, bears a closer resemblance to the trium-
phal arches erected to celebrate events of state than to the elaborate
icon screens of the late seventeenth century. Yet the craftsmanship of
the latter was readily adaptable to the demands of the baroque style,
of which this iconostasis is a most accomplished example. The frame,
with allegorical figures, trumpeting angels, cherubim, twisted col-
umns, and broken pediments surrounding a central icon of, appropri-
ately, the Ascension, was carved between 1722 and 1726 by master
craftsmen in Moscow, and assembled in the cathedral in 1727. It is
now assumed that the icons were painted on site by the Moscow
painter Andrei Merkurevich Pospelov and his assistants; but whatev-
er the precise details of its assembly, the style of the painting is en-
tirely western.

Trezzini, Zarudnyi, and the other craftsmen and artists per-
formed brilliantly in providing Peter with an unequivocal statement
of his determination to turn the course of Russian identity. The
many secular monuments of early baroque Petersburg display that
intention clearly enough, but the rejection of Muscovite, Orthodox
architectural culture was all the more emphatic when occurring in
the first cathedral of the new capital. Indeed, the cathedral lacked
one of the fundamental elements of the traditional church struc-
ture - the apse (the altar was placed within three rectangular seg-
ments at the east end). The east wall, directly visible on entering the
fortress, is instead another variation on the triumphal arch.

Peter was by no means heterodox, and the fact that the Cathe-
dral of Saints Peter and Paul resembled a large western church was
less significant than its lack of resemblance to traditional Orthodox
architecture. The culture of the new style in church architecture and
painting reflected the talents of a new, articulate generation of
churchmen, such as Feofan Prokopovich, who firmly supported the
ideology of Petrine society and adopted ornamental baroque devic-
es in their own writings. Some of the more elaborate ornamentation
of the cathedral was lost after a lightning strike and fire in 1756,
although a prompt response by the garrison preserved the iconos-
tasis and much of the interior work.
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AFTER-READING TASKS

1. Can you answer the following questions?

1. When and why was Dominico Trezzini invited to Petersburg?

2. What did Dominico Trezzini design and construct in Peters-
burg?

3. What does the statue of Peter I over the entrance to the Pe-
tersburg fortress symbolize?

4. What do the Cathedral of Saints Peter and Paul by Trezzini's
design within the fortress represent?

5. How is the interior of the Cathedral of Saints Peter and Paul
decorated?

6. How was Russian identity expressed in architecture?

2. Give Russian equivalents for the following words and phrases.

Russian baroque; stucco on the exterior; structures organized
on principles of symmetry; to commission a palace; arched window;
attached columns; passageway of three arches; a profusely decorat-
ed baroque cornice; elaborate cornice with entablature; mansard
roof; plaster panels on the exterior; portray scenes from classical
mythology; the cross-domed / centralized plan; elongated basilical
structure; faux marble piers; the delicate ambience of the northern
light; the gilded iconostasis; elaborate ornamentation; untouched
relics; the Petrine era, palace architecture; flanking towers; allegori-
cal representation of smth; pilaster strips; the stuccoed facade; cel-
ebrate events of state; elaborate icon screens; the baroque style;
allegorical figures; trumpeting angels; ornamental baroque devices;
twisted columns; broken pediments; a central icon; mansard roof;
vicissitudes of court politics.

3. Give English equivalents for the following words and phrases.

Anneropuyeckue QuUrypbl; 60raTo yKpalleHHbIH B CTuUJe 6a-
POKKO KapHH3; BOCXO/dAllMe YPOBHU; TUIICOBbIE NMaHeJH; JBOPLO-
Basl apXUTEKTypa; 3UMHUI JBOpell; 30/104eHbIH UKOHOCTAC; TPY-
OsilIMe aHTeJIbl; KPeCTOBO-KYIOJIbHBIN /IleHTPa/TN30BaHHbIH JIaH;
KpydeHble KOJIOHHBI; KYPaHTBI; CBETCKHEe NAaMATHUKH; JIOXKHbIE
MpaMOpHble KOJIOHHBI; OTMe4aTb COObITHS TPOMILIEH; rocynap-
CTBEHHOM 3HAaYHMMOCTH; OTXOJ, OT TPALULLUOHHOU apXUTEKTYphI;
NpUMBIKalllMe KOJIOHHBI; Pycckoe 6apokko; CHMBOJIMYeECKOe
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3HaYeHHe; CTpeibYaThle OKHA; CIEeHbl U3 aHTUYHOW MHUOJIOTHY;
TeppaKoTOBble OGapesibedbl; TpuyMdasbHasg apka; (JIaHKHUPYIO-
1 Me GallHHU.

4. Match the words and their definitions.

1. ambience a. is along narrow space with walls or
fences on both sides, which connects
one place or room with another

2. passageway b. a roof that has four sloping sides,
each of which becomes steeper halfway
down

3. mansard c. depict (someone or something) in a
work of art

4. portray d. is something which was made a long

time ago and which is kept for its his-
torical significance

5. decoration e. the character and atmosphere of a
place

6. relic f. the process or art of adorning some-
thing

5. Read the text. Give the gist of it in English.

The plan of the Alexander Nevskii Monastery exemplified Pe-
ter's notion of a comprehensive architectural design, and the style
was resolutely secular: the stuccoed walls, painted in red and white
and delineated by pilasters and panels, closely resemble early Pe-
trine palaces and administrative buildings such as the Twelve Col-
leges (see what follows). Indeed, Zubov's 1716 engraving of the
original Trezzini design for the monastery's Trinity Cathedral shows
not only a duplication of the tower and spire of Saints Peter and
Paul, but an elaborate baroque entrance through the east - tradi-
tionally apsidal - facade. Trezzini's many competing duties removed
him from active supervision of the monastery's construction, and
his designs were implemented by Theodor Schwertfeger, who com-
pleted the dual Church of the Annunciation and of Saint Alexander
NevsKii, consecrated in August 1724. In addition, Schwertfeger re-
designed the Trinity Cathedral in his own effusive Bavarian baroque
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style and energetically began its construction. The vicissitudes of
court politics interfered with the project in the 1730s, however, and
the unfinished building was eventually dismantled in 1755 because
of structural flaws.

6. Read the text. Discuss it in the dialogue in class.

The Winter Palace was completed in 1711 and expanded at least
twice in the following decade. During the same period, Peter com-
missioned a second palace, begun in 1716 by Mattarnovy. In 1724
Trezzini completed the second Winter Palace to Mattarnovy's plans,
which resembled Le Blond's model design of a house "for notables".
The center of the palace is distinguished by three arched window
shafts separated by attached columns (rather than the more com-
mon pilasters), and resembles Le Blond's passageway of three arch-
es in the center of the country palace at Strelna. A profusely deco-
rated baroque cornice completes the theatrical display over the
main entrance (the shadow detail in the engraving indicates that the
elaborate cornice with entablature stood clear of the structure and
its mansard roof, rather like a stage set). The one extant example of
Trezzini's work as a builder of palaces is the Summer Palace of Pe-
ter the Great, located within a corner of the Summer Garden at the
confluence of the Fontanka and the Neva. The small structure was
completed by 1712, and decorated over the next two years. The
plaster panels on the exterior are attributed to Schltiter, and por-
tray scenes from classical mythology as an allegorical representa-
tion of the success of Russian arms - particularly the Petrine fleet.
The palace, defined by an elegant simplicity in window detail and
proportion in relation to the size of the building, is one of the most
aesthetically harmonious of imperial residences in eighteenth-
century Petersburg. Yet its modest size, which was outgrown even
in Peter's time, caused it to be discarded by his successors in favor
of much larger summer palaces - eventually destroyed, while Trez-
zini's gem remains in almost its original condition. The interior dec-
oration followed Peter's fondness for Dutch tastes, but also con-
tained one room built to a design by Le Blond in 1717-20, and
seven ceiling allegorical paintings.
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7. Read the text. Summarize it in 100 words.

Early palace architecture could achieve a grand scale, as in the
case of the residence of Alexander Menshikov on Vasilevskii Island.
Located on the Neva, with a garden extending into the center of the
island, the masonry palace was begun in 1710 to a design by Gio-
vanni Mario Fontana and completed in the early 1720s - with at-
tached wings converting much of the garden into a courtyard - by
Gottfried Johann Schadel. Menshikov and his family were evicted
from the palace following his downfall in 1727, during the reign of
Peter 1], and in 1732, the residence was converted to use as a mili-
tary institute. Its steeply pitched mansard roof with flanking towers
was removed, as was a row of allegorical statues over the entrance.
A recent restoration has uncovered much of the original decorative
work on the interior, including the lavish use of Dutch tiles, carved
paneling, extensive stucco ornament, and several ceiling paintings.
The pilaster capitals on the second level of the main facade are
among the early examples of the use of the composite order in Rus-
sia, and indicate an interest in reproducing elements of the order
system in the new architecture. Menshikov's Vasilevskii Island resi-
dence was not his only palace: On the Island of Kotlin, Menshikov
commissioned the expansive "Italian Palace,” built by Johann Frie-
drich Braunstein in 1720-3. An early engraving shows the extensive
use of pilasters, a rusticated ground floor, and statuary above the
cornice at the center of the building. Again, the design suggests simi-
larities with the work of Tessin the younger in Stockholm. Within
Petersburg itself, most of the Petrine palaces were subsequently
razed or incorporated into larger structures, but one of the best ex-
amples, on a small scale, of early palace architecture is the so-called
Kikin palaty, or "chambers". Constructed in 1714, the residence was
one of several built for Admiral Alexander Kikin. In the early 1720s,
the wings of the palace were enlarged by an additional story to ac-
commodate the Kunstkammer Museum. Although the architect of
the Kikin residence is not certain, its style shows a similarity with
Le Blond's design for the main palace at Peterhof begun in 1714.
The use of white trim - particularly the pilaster strips - delineates
the proportions of the stuccoed facade and the large window
frames, whose expanse of glass provides a telling contrast to pre-
Petrine dwellings, which seem to have been designed to exclude
a view of the exterior world.
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8. Render the following text in English.

Peterhof began on a small cape with the construction of a wood-
en house for Peter in 1710-11. In 1714, Peter commissioned two
masonry palaces: "Mon Plaisir," and the main palace. The work was
supervised by Johann Friedrich Braunstein, who within two years
created the central structure of each palace, as well as the outlines
of the Upper and Lower Parks, and a large grotto in front of the
main palace. In 1716, Le Blond assumed direction of the project,
widened the canal leading from the gulf to the grotto, devised an
extensive hydraulic plan paneling of light oak carved under the di-
rection of Nicolas Pineau. The ceiling paintings included works by
Pillement and Bartolomeo Tarsia, whose design for the main, Italian
Salon was approved by Peter. In 1721, Michetti expanded Le Blond's
plan with the addition of galleries and end pavilions extending from
either side of the central structure. By 1725, the essential elements
of the main palace were in place and ready for their vast expansion
by Bartolomeo Francesco Rastrelli. Le Blond's work on the main
palace at Peterhof, which he partially rebuilt and expanded from
Braunstein's original structure, illustrates his approach to palace
architecture, developed from principles set forth by the French mas-
ter Jules Hardouin-Mansart. Symmetry was the supreme principle
and began with the three-storied central structure, marked by a
pediment and Corinthian pilasters, still clearly visible in Rastrelli's
rebuilding of the palace. This area contained a vestibule, extending
from the south to the north facade of the palace, and a grand stair-
way leading to enfilades of state rooms. In Le Blond's larger designs,
more intimate quarters could be arranged as an "apartment,” or
cluster of rooms, around a large space. Le Blond's greatest rooms at
Peterhof were the Italian Salon and Peter's Oak Study. A fire in 1721
led to their restoration by Niccola Michetti, who retained the French
windows. After 1719 the role of supervising architect at Peterhof
was assumed by Michetti, who continued work on the main palace
and devoted particular attention to the development of the Upper
and Lower Parks in the French style initiated by Le Blond. Braun-
stein remained the actual designer of a number of buildings.

9. Expand on the following.
The Petrine form of "Mon Plaisir" has been remarkably well pre-

served. Intimate in scale, the building was a pleasure retreat for the
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tsar, with a mansard roof over the central area that contains a large
state room flanked by small rooms - including a Chinese Study dec-
orated in chinoiserie lacquer work. On either side of the center
block extend arcaded galleries consisting of an enfilade of semien-
closed chambers and a small end pavilion. In deference to the ele-
ments in this exposed location, the glazed arcade of the glazed
arcade of the galleries faces south, and the north, gulf side is pro-
tected by a brick wall with niches and smaller arched for the parks,
and supervised the interior decoration of the palaces, which as-
sumed an opulent appearance.

10. Translate the following the text into Russian.

Braunstein's other work at Peterhof includes the small Marly Pal-
ace (1720-3), marked by rusticated pilaster strips and a finely calcu-
lated relation between the design of the windows and the propor-
tions of the two floors. Like every significant palace of the Petrine
period, the design of Marly took into account the distribution of water
as an element for the enhancement of architecture. Hydraulic engi-
neering created at Peterhof one of the most complex ensembles of
fountains, cascades, and decorative ponds in Europe, thus proclaim-
ing the resources and might of Russia's transformed autocracy. These
elaborate hydraulic installations are an imitation of Versailles. Yet
there are also at Peterhof symbolic references to Peter's triumph not
only over his enemies, but also over the natural elements. Beyond the
great cascade at the main palace, the gilded statue of Samson forces
open the jaws of the lion in an allegory of Peter's victory over Charles
at Poltava, on the day dedicated in the Church calendar to Samson.
Peter skilfully exploited religious symbolism for political purposes.
Yet apart from this specific allegory, the very force of the water chan-
neled through the statuary is symbolic of Peter the Great's reshaping
of the elements in the building of his city. Water is no less evident in
the design of the Hermitage pavilion, surrounded by a small moat and
situated at the edge of the Gulf of Finland. Built by Braunstein in
1721-4, the Hermitage was intended entirely for leisure, with broad
French windows opening onto views of the park and the gulf from the
second floor. Even Mon Plaisir included an office and study for the
conduct of business, but at the Hermitage, the entire upper floor
served as a dining or reception hall. Like the Summer Palace in Pe-
tersburg, Mon Plaisir, Marly, and the Hermitage were unsuited in
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both design and setting for the major expansion required by the dis-
plays of imperial pomp in the mideighteenth century. They remain
untouched relics of the Petrine era reveal the rapid transference of
western architecture and the decorative arts to Russia, as well as the
facility with which Russian craftsmen assimilated the highly special-
ized skills necessary to build on a level comparable to the major cen-
ters of culture elsewhere in Europe.

11. Read and discus the following.

During the final years of Peter's life, most of the major struc-
tures in his capital were still under construction - apart from the
various palaces of the tsar-emperor and his grandees, almost all of
which were subsequently rebuilt. The bell tower of the Peter-Paul
Cathedral had received its finishing touches, but the body of the
church was still far from complete. Parts of the Holy Trinity-
Alexander Nevskii Monastery were in place, but the new building of
the Twelve Colleges was mired in disorganization, and the Kun-
stkammer fared little better. The Admiralty had been finished as a
sprawling timber-frame complex along the Neva, but by 1721, pre-
liminary work for the construction of a masonry building was al-
ready underway.

The deaths of both Le Blond and Mattarnovy in 1719 temporarily
disrupted projects in the city as well as at the imperial estates; but
Michetti, who had worked in Rome under the tutelage of Carlo Fon-
tana, quickly assumed direction of civil architecture with Peter's full
confidence. In addition to his direct involvement in the development
of palaces and parks at Peterhof and Strelna, Michetti also projected
the Catherinental palace, commissioned by Peter near Revel (now
Tallinn) for his wife Catherine. Although its exterior ornament is
modest by baroque standards, the large interior state rooms reveal
the full measure of Michetti's Roman exuberance, particularly in the
White Hall with its ceiling painting and extensive plaster decoration -
including fully modeled statuary. In these diverse responsibilities,
Michetti had the assistance of one of the first Russian architects to
master the new western architectural forms. Around 1709, Mikhail
Zemtsov moved from Moscow to Petersburg, where he began studies
in Italian and became a student-assistant to Trezzini.
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12. Translate the following the text into English.

IlleneBp /JlomeHuko TpeswHu - IleTpomnaBJOBCKUM CO6GOP
(1712-1733) TpexHedHass Ga3uIMKa C BEJUKOJEMNHON KOJOKOJIb-
Hel BbICOTOM 112 MeTpoB, YBEHUYAaHHOW CPAHAMO3HBIM ILMHJEM.
CorJiacHo JiereH/ie, MMeHHO C KOJIOKOJIbHHU — 10 yKa3aHuto [letpa | -
HayvaJld CTPOUTb cobop. B aToM npoekTe TpesuHu npe/cTaBUII He-
OOGBIYHBIHN AJIs1 PYCCKOW apXUTEKTYpPhI THUII cO60pa, IPOTUBONOCTA-
BUB OCTPOKOHEYHBIH IIMNWJIb KOJOKOJbHU OapabaHy kymoJsa. Ho-
BbIMH B XpPaMOBOU apXUTEKType CTau OOJIblLIME OKHA, BBICOKUE
KOJIOHHBI-TIMJIOHBI U OJUHOKHUN KYII0JI, BMECTO MPUBBIYHOTO NATHU-
ri1aBus. Tpe3snHU BJOXHOBWJIW JIOHAOHCKHE LiepkBU Kpucrtodepa
Pena, Pmxckuit co6op v wnuiab PorTepaamckoit patyu. Tpe3nHu
3a/710%kuJ1 GOpPMbI HOBOT'O CTUJISI B PYCCKOM apXUTEKTYpe, MO3/AHee
Ha3BaHHOTO «IIeTPOBCKUM Gapokko». Kpome Toro, Bcien 3a Tpesu-
HU B Poccuio mpuexanu apxUTEKTOPbl M3 HUTAJbAHCKOW 4YacTH
[IBeitnapuu - [Ibetpo AHTOHMO Tpesuny, [lnaungo Buckounry, Jly-
umxu Pycka, lomenuko Kunsspau, Tomazo Agamunu. B Poccuu pa-
6oTanu ['ordpun Noraux llenens, cozpatens OpaHueHO6AYMCKOTO
aBopiia, 'eopr MoraHH MaTTapHOBH, MOCTPOUBIIHUU TpeTHU 3UM-
HUU [iBOpeEL, U MHOXKeCTBO THIIOBBIX JJIOMOB JJIf CIY>KalllUX.

13. Summarize the Text orally or in writing.
14. Write an essay on one of the topics.
1. Trezzini and his work in S.-Petersburg.

2. The country palaces of Peter the Great.
3. The Petrine architects.
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Unit 2
LATE BAROQUE IN EIGHTEENTH-CENTURY RUSSIA

Notes. The text you are going to read deals with Late baroque
in eighteenth-century century Russia. Before reading study the fol-
lowing.

In the 1730s during the reign of Empress Anne her bureaucratic
and military institutions increased steadily. The spirit of explora-
tion encouraged by Peter the Great culminated during Anne's reign
in the expeditions of Vitus Bering moved beyond Kamchatka and
the Bering Strait to the shores of Alaska. In order to administer the
expanding empire, Petersburg required not only the completion of
monumental state projects begun in the Petrine era, but also the
development of a functioning urban environment - houses, shops,
parish churches - for its some 70,000 inhabitants.

PRE-READING TASKS

1. Answer the following questions.
1. What was needed in Petersburg urban environment ?
2. Who was the greatest baroque architect in 18t century Russia?
3. What did he design in Moscow and Petersburg?

2. Make sure you know how to pronounce the following.

Canal [ka'nzel]; balustrade [beelas'treid]; enfilade [enfi'leid]; in-
imitable [1'nimitabl]; rocaille [ra(u)'kai]; rococo [rau'kaukau]; azure
['aza]; inexhaustible [mig'zo:stabl]; rectilinear [,rektr'linia]; tier ['t1a];
eclectic [ek'lektik]; circumference [so'kamf(a)r(a)ns]; intersection
[.inta'sek((a)n]; profile ['praufail]; ambience ['2@mbian(t)s]; parquetry
['pazkitri]; quadrilateral [ kwodrr'leet(a)r(9)]]; inevitably [1'nevitabli];
superfluous [su:'ps:fluas]; perception [pa'sep[(a)n]; magnificent
[maeg'nifis(a)nt]; semicircular [ ,semi's3:kjala]; caprice [ka'pri:s].

3. Read and translate the following text.

TEXT

The northern European baroque, which had manifold connec-
tions to Italian architecture, had been supplanted in Russia by a di-
rect perception of Italy as an inexhaustible source of architectural
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style and as an ultimate authority in the definition of proper archi-
tecture. Architects in eighteenth-century Russia developed a distinc-
tive, inimitable interpretation of Italian prototypes in all of their va-
riety. Indeed, by the time Rastrelli wrote the previous passage, the
[talian style had already acquired a new connotation, oriented to-
ward classical architecture and antipathetic to his use of the ba-
roque. It would seem that incipient elements of the neoclassical
style are already present in the design of Rastrelli's grandest work -
a presence that may explain both the tension inherent in the struc-
ture and its ultimate success.

In approaching the horizontal mass of the Winter Palace, the last
of Rastrelli's imperial residences, it must first be remembered that
the architect operated under constraints: to incorporate a very large
existing structure into the design of a still larger work, staggering in
both size and cost. Ultimately, the project cost some 2.5 million ru-
bles. Yet for all of Elizabeth's apparent caprices, Rastrelli's genius
succeeded in creating not only one of the last major Baroque build-
ings in Europe, but also one of the central monuments in the history
of the modern world. Preliminary discussions for the creation of a
new, fourth, Winter Palace began in the early 1750s, and by 1753,
Rastrelli had submitted the final variant of his plan for the building.
Although construction continued year round Elizabeth did not live
to see the completion of her greatest commission. The main state
rooms and imperial apartments were ready in 1762 for Tsar Pe-
ter III and his wife Catherine.

The plan of the Winter Palace resembles is a quadrilateral inte-
rior courtyard decorated in a manner similar to the outer walls. The
exterior facades of the new imperial palace - three of which are
turned toward great public spaces - can only be compared to those
of the Catherine Palace at Tsarskoe Selo. On the river facade, the
palace presents from a distance an uninterrupted horizontal sweep
of over 200 meters, whereas the Palace Square facade is marked in
the center by the three arches of the main courtyard entrance, im-
mortalized by Sergei Eisenstein as well as numerous lesser artists
who portrayed the largely fictive "storming of the Winter Palace".
The facade overlooking the Admiralty is the one area of the struc-
ture that contains substantial elements of the previous palace walls;
and the decorative detailing of its central part of the facade, flanked
by two wings, reflects the earlier mannerisms of Rastrelli's style.
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Although a strict symmetry reigns in the articulation of the fa-
cades, each has its own formulation in the design of pediments and
the spacing of attached columns, whose distribution provides an
insistent rhythm to the horizontal expanse. The 250 columns seg-
ment some 700 windows, whose surrounds are decorated in twenty
different patterns reflecting the array of ornamental motifs - includ-
ing lion masks and other grotesque figures- accumulated by
Rastrelli over a period of three decades. The three main floors of the
Winter Palace are situated over a basement level, whose semicircu-
lar window surrounds establish an arcade effect that is followed in
the tiers of windows above. The horizontal dimensions of the palace
are emphasized by a string course separating the two upper floors
from the first, and by the complex profile of the cornice, above
which is a balustrade supporting 176 large ornamental vases and
allegorical statues. Changes have inevitably occurred in the struc-
ture and decoration of the Winter Palace. Above the balustrade, the
stone statuary, corroded by Petersburg's harsh weather, was re-
placed in the 1890s by copper figures; and the sandy color original-
ly intended for the stucco facade has vanished over the years under
a series of paints ranging from dull red to the present green, which
is lighter than that used for the Stroganov Palace.

The interior of the Winter Palace, with its more than 700 rooms,
has undergone far greater modifications. Rastrelli's original designs
used decorative devices similar to those of his earlier palaces: gild-
ed plasters and wooden ornamentation, elaborate pilasters to seg-
ment the walls of large spaces such as the Throne Room, and intri-
cate parquetry for the floors. Yet little of Rastrelli's rococo interior
decoration has survived after the fire of 1837. During the recon-
struction, most of the rooms were decorated in eclectic styles of the
mid-nineteenth century or restored to the neoclassical style used by
Rastrelli's successors in decorating the Winter Palace, such as Gia-
como Quarenghi. Only the main staircase and the corridor leading to
it were restored by Vasilii Stasov in the manner of Rastrelli's origi-
nal design.

For all of its modifications, the final version of the Winter Palace
remains the great expression of imperial Russian architecture and
of the autocratic state that willed its construction. Authority is con-
noted by the very scale of the building, whose horizontal lines are
segmented by the repetition of column and statuary. From the
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classical perspective, the ornament and much of the statuary seem
superfluous on a structure whose mass is antithetical to the com-
plexities of the baroque. Nonetheless, the Winter Palace is admira-
bly situated to display at greatest advantage qualities that might
otherwise seem ponderous. The south facade, with the main en-
trance, opens onto a vast square, contained and completed by the
genius of another imperial architect, Carlo Rossi; and on the north,
the palace fronts the Neva, whose broad expanse provides a setting
commensurate with architecture of the grand design. Whatever its
faults, the Winter Palace represents the quintessence of Saint Pe-
tersburg's monumental style, an assimilation of western principles
applied in a manner and on a scale uniquely Russian.

AFTER-READING TASKS

1. Can you answer the following questions?
1. What is implied under the northern European baroque?
2. What did Rastrelli's genius succeed in creating?
3. What reflects the earlier mannerisms of Rastrelli's style?
4. s the Winter Palace a symmetrical construction?
5. What has survived of the original design of the Winter Palace?
6. What does the Winter Palace represent?

2. Give Russian equivalents for the following words and phrases.

A quadrilateral interior courtyard; on the river facade; a semi-
circular window; a string course separating the two upper floors
from the first; an inexhaustible source of architectural style; an in-
imitable interpretation; construction continued year round; decora-
tive devices; elaborate pilasters; gilded plasters; incipient elements
of the neoclassical style; intricate parquetry for the floors; eclectic
styles; over a period of three decades; rococo interior decoration;
superfluous statuary; profile of the cornice; facade overlooking the
Admiralty; floors situated over a basement level; horizontal dimen-
sions of the palace; stone statuary; stucco facade; the tiers of win-
dows; to operate under constraints.

3. Give English equivalents for the following words and phrases.

UTanbsHCcKass apXUTEKTYpa; BHEUIHUN dacak; CJIOXHBIA y30p
NapKeTa; KJacCH4YecKash apXHUTEKTypa; COOpyKeHue B CTHJe 6a-
POKKO; 3apoKJawLiuecss 3JeMeHTbl HEeOKJACCHUYeCKOro CTHJIS;
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PajJi OKOH; 3aKJII0YMTE/IbHBIA BAPUAHT MJIaHA 3/IaHUS; [IOKOJIbHBIN
YPOBEHb; CTPOUTEJBCTBO MPOJ0OJ/LKAJNOCh KPYIJIBIM T'oJ; JAeKopa-
TUBHbIE JIeTaJU; HAJ[ GAJIOCTPaZ0H; KaMeHHas CKYJbITYpa; Jie-
PEBSIHHBIM OpHAMEHT; U36bITOYHAS CKYJBITYpPa; GpJIaHKUPYEMBIH
JNBYMsI GJIUTre/IIMU; YeThIPeXyTOJbHBIA BHYTPEHHUH IBOP; BHEIII-
HUM dacaj gBopua.

4., Match the words and their definitions.

1. rocaille a. the enclosing boundary of a curved geo-
metric figure

2. cupola b. contained by, consisting of, or moving in
straight lines

3. azure c. arounded dome forming or adorning a roof
or ceiling

4. rectilinear d. it is used to describe performers, when you

admire them because of their qualities

5. circumference e. bright blue in colour

6. inimitable f. an 18th-century architectural style of deco-
ration characterized by elaborate ornamenta-
tion, typical of grottos and fountains

5. Discuss the text in the dialogue in class.

The interior of the Third Winter Palace represents an unprece-
dented achievement for Rastrelli, both in terms of structural scale
and in his application of the decorative arts. In Rastrelli's own de-
scription: "In this building there was a great hall, a gallery and thea-
ter, and also a grand staircase, a large chapel - all richly decorated
with sculpture and painting, as were all of the state apartments. The
number of rooms which were constructed in this large palace ex-
ceeded 200". It should be noted that work on the interior continued
until the closing of the palace for the construction of a still larger
building in the reign of Elizabeth. Among the most spectacular
rooms in this later phase of the palace's history was the Amber
Study, designed by Schluter in 1709 for the Prussian king Friedrich-
Wilhelm I, who presented it to Peter the Great in 1716. According to
one reliable account, nothing was done with the amber panels until
1743, when Rastrelli placed them with twenty-six pilasters of mir-
rored glass in one of the rooms of the Winter Palace. The luminous
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hue of the amber was perfectly suited to the baroque taste, but it is
Rastrelli's use of glass that defined the interior as his own. From its
early development by the French in the seventeenth century, mir-
rored glass had become an essential component in the decoration -
and visual expansion - of interiors. Le Blond was familiar with its
uses, but the full exploitation of this material, often in conjunction
with transparent glass in French windows, would be a distinctive
feature of Rastrelli's imperial palaces.

6. Render the following text in English.

Bartolomeo Francesco Rastrelli was able, by a twist of fate and
his own supreme talent as an architect, to survive not only the reign
of Anne, whom he served so effectively, but also to advance rapidly
to a commanding position during the reign of Elizabeth, whose taste
for lavish decorative effects meshed perfectly with Rastrelli's ap-
proach to architecture. Born in 1700, Rastrelli spent his youth in
France, where his father, the Florentine sculptor and architect
Count Carlo Bartolomeo Rastrelli, served at the court of Louis XIV.
Upon the death of Sun King in 1715, Peter the Great and his agents
recruited French architects and artisans for service in Russia, and
among them was the elder Rastrelli. In 1715, he left Paris and ar-
rived the following year in Petersburg to begin work on various pro-
jects at Strelna and Peterhof.

7. Read the text. Discus it in the dialogue in class.

Rastrelli's accession to rococo magnificence began in 1745 with
his commission to rebuild the main palace at Peterhof, where the
basic structural work was completed in 1752, although the decora-
tion continued until 1755 - and the remodeling began almost im-
mediately thereafter. His design adhered to the spirit of Le Blond's
early baroque, particularly the central structure, which followed the
original form on the exterior and also preserved certain rooms as-
sociated with Peter the Great. The Petrine style is also evident in the
mansard roof of both the central part and the end pavilions, which
were considerably expanded by Rastrelli. The use of pilasters and
rusticated quoins - virtually the only ornamental features of the
stuccoed facade - is restrained in comparison with the decoration of
Rastrelli's later works.
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The late baroque is fully evident in the designs for the two end
pavilions: the court church and the Imperial Insignia pavilion, so
named for the two-headed eagle, in three dimensions, placed above
the cupola. The cupolas in their turn rest above a pyramidal projec-
tion whose four edges are outlined with gilded festoons. These
forms are distantly reminiscent of the bulbous wooden roofs of the
great palace at Kolomenskoe, which Rastrelli probably saw on one
of his many trips to Moscow; but it is the court church - whose in-
spiration has been attributed to sources as diverse as Savva
Chevakinskii and the empress herself - that suggests most convinc-
ingly the baroque reinterpretation of traditional Russian forms. The
link was all the clearer in the original pentacupolar design of the
church, whose corner cupolas represent one of the earliest exam-
ples of the return of that form in post-Petrine architecture. The gild-
ed cupolas of both pavilions not only provide a dramatic definition
of the extent of the structure, but also complement the brilliant yel-
low of the facade, highlighted by white trim. As is so often the case
with the architecture of Petersburg, the colors are enhanced by the
continual variations in sunlight, the tone of the northern sky, and
cloud patterns off the Gulf of Finland that match the most extrava-
gant baroque fancy.

The plan of the palace reflected the informality of what was con-
sidered primarily a summer residence on the gulf. The main en-
trance and stairway are situated to the side of the palace, in the
west wing and lead directly to the grand state rooms: the Ballroom,
the Chesme Hall, and the Great Throne Hall - perpendicular to the
west wing and extending for almost a quarter of the main facade. In
the center is a cluster of salons or "apartments” that lead to two
parallel enfilades connecting a series of dining rooms, studies, and
other state rooms. Beyond this core structure, one-story galleries
led to the palace church beyond the east wing, and the Imperial In-
signia pavilion to the west. Although by no means modest in scale,
the constellation of rooms in the Peterhof palace is less imposing in
arrangement than the enfilade at Tsarskoe Selo. The creation of the
luxuriant interior at Peterhof demanded not only a large workforce
of craftsmen, but also the subsequent collaboration of the architect
Vallin de la Mothe in the 1760s. In the 1770s, Georg Veldten redid
much of the interior to suit Catherine's tastes, but a number of the
major rooms, such as the Great Hall retained much of Rastrelli's
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work. In addition to the characteristic use of plaster ornament, gild-
ed rococo details, and mirrors - still preserved in the Ladies-in-
Waiting, or Audience, Hall - the interior also contained ceiling paint-
ings on allegorical themes, most notably by Bartolomeo Tarsia in
the Portrait Hall and the Ballroom, and a series of painted oval por-
traits by Giuseppe Valeriani in the Ballroom. If in the simplicity of its
form, the main palace at Peterhof represents Rastrelli's homage to
an earlier manifestation of the Russian baroque, his succeeding pal-
aces express the spirit of Elizabeth's reign: extravagant in design
and execution, yet ordered by the rhythmic insistence of massed
columns and baroque statuary.

8. Translate the following the text into Russian.

At Tsarskoe Selo, the major rebuilding of the earlier palace by
Braunstein coincided with the beginning of the reign of Elizabeth,
who had spent much of the 1730s there. Zemtsov, who with his as-
sistant Ivan Blank built the Church of the Icon of the Sign at Tsar-
skoe Selo in the mid-1730s, began to enlarge the palace in 1741. In
1743 the project was entrusted to the young Andrei Kvasov, who
completed structural work on the end wings, linked to the central
building by a wooden gallery in the form of a colonnade. In 1745,
Kvasov also began work on the Circumference, a single-story enclo-
sure that contained service quarters and framed the main entrance
to the palace - which in Rastrelli's plan was soon to tower above
them. In 1745, Savva Chevakinskii, Korobov's brilliant assistant, as-
sumed control of work at Tsarskoe Selo, completed the Circumfer-
ence, redid the galleries in brick, built a court church on the east
wing, balanced by an orangery on the west, and began the recon-
struction of the central, masonry structure.

Chevakinskii's version of the Catherine Palace, completed in
1751, retained the basic plan stated by Zemtsov and Kvasov, and
characteristic of other imperial estate palaces such as Peterhof: two
wings and a central structure connected by galleries. Yet even as the
building was completed, it became clear that this design could not
accommodate the demands of an empress who saw court ritual as
an expression of the majesty of state and who intended to make her
beloved Catherine Palace the main imperial residence outside of
Petersburg. In 1752, Rastrelli, who as Chief.
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Architect to the court was in charge of all palace construction,
took over direct control of work at Tsarskoe Selo with the purpose
of creating a palace on a scale befitting a major European power
(the commemorative medal struck by Rastrelli on the rebuilding of
the palace proclaimed "for the Glory of Russia"). To this end,
Rastrelli demolished much of Chevakinskii's completed work (par-
ticularly the galleries) and added a third story to the main structure,
which was extended the full length of the palace. The initial elegant
design appropriate to a country palace, with galleries and an orang-
ery, became a display of imperial wealth on an unprecented scale.
With thousands of laborers and 400 masons from Iaroslavl, whose
brick churches had been the glory of seventeenth-century Russia,
Rastrelli oversaw the building and rebuilding of the palace in a pro-
cess that Catherine the Great called "Penelope's labor. On the next
day they destroyed what had been built today. This building was six
times razed to the foundation and rebuilt before it reached its pre-
sent condition". Even allowing for a measure of sardonic hyperbole,
the frequent revision and expansion of the palace's plans seems to
have been devoid of any constraints usually imposed on architects
by the realities of construction.

9. Translate the following the text into English.

ApxutexTop ®pandecko-baptosomeo PacTpesnsu Bouiesn B uc-
TOPHUI0 KaK OJWH M3 CaMbIX BBbIJAIOIIUXCS MpeACcTaBUTeJed He
TOJIbKO PycCKOro, Ho U mupoBoro 3oxa4ectBa XVIII crosnetus. Bece
TBOpPEHUs apXUTeKTopa ObLIN cO3AaHbl B Poccuy, cTaBiel A1 He-
ro BTOpPOH pojuHOU. [JleaTenbHOCTh PacTpesin npuxoauTca Ha
1730-1750-e rozpl, mepuo/; pocTa MOTYIIECTBA ABOPSAHCKOTO rOCy-
JlapcTBa U yKpemnyeHus cBsizeid Poccuu ¢ EBpomnoit. CBou npou3sse-
nenusi Pactpesnu co3gan B CaHkT-IleTepbypre u ero okKpecTHO-
ctax. [opong Ha HeBe, pa3BuTHe W 6JIarOyCTPONCTBO HOBOH
CTOJIMLBI TPEGOBAIN COOTBETCTBYIOLETO APXUTEKTYPHOI'O 06JIHKA,
B $OpMHUpPOBAaHUM KOTOpOro PacTpessn ceirpan omnpezesitoLyio
poJib. Ba’KHOUM CTOPOHOH ero JAesiTesJbHOCTU OblIa pa6ora B Lap-
ckoM CeJie, 6y1arojiapss KOTOPOM 3aropojiHOe NMOMECThe MpPeBPaTH-
JIOCb B MMIIEPAaTOPCKYI pPe3UAEHINI0. APXUTEKTYPHBIA OOJHUK U
BHYTpeHHAA oThesaka boabmoro Llapckocenbckoro ABopua, nepe-
CTPOEHHOr0 MO MPOEKTY PacTpesiy, 1apckoce/bCKUe MapKOBbIE
NaBUJIBOHBl — JEMOHCTPUPYIOT TaJaHT 30[44ero. XapaKTepHble
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4epThbl PYCCKOI'0 6APOKKO JJOCTUIJIM 3/1€Ch BbIPA3UTEJNbHOCTH, Clle-
JIaB pe3U/IeHI|MI0 CUMBOJIOM MOTIYyIlecTBa U Besauuus. biarogaps
PacTpesin napckocesbckast pe3aufieHIUs CTajla SpKUM CBUJIeTeIb-
CTBOM 6JiecKa e/iM3aBeTHHCKON 3nmoxu. Co3JaHHble UM apXUTeK-
TypHble 00pa3bl nepejaloT aTMochepy BeUyHOro Mpas3fHHUKa, Lia-
puBlIero npu ABope EnuzaBeTs! [leTpoBHBI.

10. Summarize the Text orally or in writing.
11. Write an essay on one of the topics.
1. The exterior and interior of the Winter Palace.

2. The main palace at Peterhof.
3. Tsarskoe Selo as the main suburban imperial residence.
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Unit 3
NEOCLASSICISM IN PETERSBURG

Notes. The text you are going to read deals with Neoclassi-
cism in Petersburg. Before reading study the following.

The origins of neoclassicism in the eighteenth century are sev-
eral: the Italian Renaissance and classical elements in seven-
teenth-century French architecture, as well as Palladianism in
England all provided interpretations of what was seen as the es-
sence of classical architecture — particularly as expressed in the
writings and work of Palladio. Russian interest in Palladio, Vigno-
la, Vitruvius, and other codifiers of the classical order system
dates from the beginning of the eighteenth century, but no sus-
tained interpretation of their work occurred during the Petrine
period. France provided for Russia the model for the application
of classical architectural principles, as defined by the "Roman"
imperial style of Louis XIV and by later variants derived from the
more severe statement of Hellenism.

PRE-READING TASKS

1. Answer the following questions.
1. What are origins of neoclassicism?
2. When did neoclassicism appear in Russia?
3. What provided the neoclassical model for Russia?

2. Make sure you know how to pronounce the following.

Catherine  ['keeB(2)rin]; Voltaire [vol'te]; d'Alembert
['dalembe:]; Grimm [grim]; Palladio [pa'la:diau]; Vignola [vi'njaula];
Vitruvius [vi'truzvies]; billiard ['biliad]; Senate [senit]; Academy
[0'keedami]; Petersburg ['pi:terzbarg]; festoon [fes'tu:n]; Giacomo
Quarenghi ['dzakomo kwa'rengi]; bourse [buas]; suite [swi:t]; vesti-
bule ['vestibjul]; martial ['ma:f(d)1]; enlightenment
[m'lart(sa)nmant]; rotunda [ra'tands]; Grecian ['gri:f(a)n]; rational-
ism ['reef(a)n(a)liz(a)m]; Lyons ['laienz]; agate ['aegst]; exuberance
[1g'zju:b(a)r(a)n(t)s]; viability [,vaia'bilati]; medallion [mi'deelian];
Minerva [mi1'n3:va]; Agate Pavilion ['agat pa'viljan].
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3. Read and translate the following text.

TEXT

Among the varieties of neoclassicism during the reign of Cathe-
rine the Great, the most productive was Palladianism, introduced to
Russia by Charles Cameron and Giacomo Quarenghi. Cameron
(1743-1812), an enigmatic Scotsman who was perhaps recom-
mended to the Empress by Denis Diderot. Cameron arrived in Pe-
tersburg apparently in 1779 and worked in Russia over the next
two decades. His first task for Catherine consisted of redecorating a
number of rooms in the palace at Tsarskoe Selo, her main summer
residence. Cameron created three suites of rooms (or "Apart-
ments"): two for Catherine's use, on the side of the palace adjoining
the Zubovskii Wing; and another for Grand Duke Paul and his wife,
Maria Fedorovna, on the opposite, or church, side of the palace. The
luxury of Catherine's suites was epitomized by the Lyon Salon, with
walls of lapis lazuli and damask silk from Lyons, and parquetry in-
laid with mother-of-pearl. For the Empress's bedroom, the walls
were of milk-colored glass, with thin glass polished jasper from the
Urals. They are rivaled by the brilliance of the connecting Great Hall,
whose walls of pink faux marbre, with Corinthian columns and bas-
relief medallions on mythological themes, culminate in an elabo-
rately coffered ceiling. Most of the intricate parquetry and a number
of the doors in the pavilion had been designed by Velten for
amansion presented to another of Catherine's favorites, General
A.D. Lanskoi. Upon the general's death in 1784, Catherine com-
manded that Velten's work be removed from the unfinished Lanskoi
mansion, opposite the Winter Palace, and installed in the Agate Pa-
vilion. Cameron reluctantly but brilliantly complied. Indeed, the
empress had granted him almost every other request for this small
building, completed in 1787.

The adjoining Cameron Gallery, connected to the Agate Pavilion
by a garden terrace, is one of the happiest conceits in eighteenth-
century Russian architecture - a ground floor of massive rusticated
stone, surmounted by a delicate peristyle of forty-four Ionic col-
umns. As an addition to the original design, Cameron made use of
the slope of the land toward the Great Pond to create in 1786 a
monumental entrance on the east facade: one flight of steps (of rus-
ticated stone) leading to the ground level, and two in an oval sweep
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leading to the upper floor. The dominant architectural elements of
the east facade - the arched entry on the ground level and the porti-
co with four Ionic columns - are repeated on the long side facades
(north and south) in the form of a ground arcade and two projecting
tetrastyle porticos on the upper level. The width of the upper floor is
divided into three equal bays, the middle of which is enclosed with
large French windows providing a view of the natural park that had
been created around the Great Pond in the 1770s. The exterior gal-
lery served for the contemplation not only of nature, but also of clas-
sical civilization. The collection of more than fifty bronze busts of an-
cient philosophers, poets, and rulers placed along the colonnade
provides a guide to the assimilation of classical culture during the
reign of Catherine, an ideological background for the development of
neoclassical architecture in Russia. After the completion of the gallery
in 1787, a final antique touch was provided by the addition at the
southwest corner of a rusticated pente douce (1792-4), whose gradu-
al incline allowed the aged empress easier access to the park. Indeed,
Cameron had been active in the development of the grounds at Tsar-
skoe Selo, where in 1782, he undertook the construction of a Chinese
village originally designed by Vasilii Neelov, possibly with the partici-
pation of Rinaldi. As early as 1777, Rinaldi had designed a Chinese
Theater for the formal New Garden, situated before the main court-
yard of the palace and subsequently included in the Alexander Park.
The theater was completed 2 years later by Ilia Neelov, who together
with his father Vasilii also constructed a large Chinese "Cross Bridge"
(1776-9) over a canal in the New Garden. Cameron, too, created a
number of exceptionally picturesque "Chinese" bridges, with cast-
iron components, over the New Garden canals.

Concurrently with his work at Tsarskoe Selo, Cameron was en-
gaged in the development of the nearby estate of Pavlovsk, recently
acquired by Grand Duke Paul. The first results of Cameron's work at
Pavlovsk appeared in the park, which is the most beautiful in Rus-
sia. Its design is clearly indebted to English landscape gardening,
developed as an integral part of neoclassical estate architecture.
Within the park vistas at Pavlovsk, Cameron created a number of
pavilions, of which the first, and enduring, masterpiece is the rotun-
da entitled the Temple of Friendship (1780-2). The monument was
intended by Paul and Maria as a sign of affection to Catherine
(whence its name, ultimately ironic), and allegories of friendship are
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portrayed in plaster medallions on the upper part of the wall. The
channeled columns and entablature represent the earliest proper
use in Russia of the Greek Doric order, which would reappear at the
turn of the nineteenth century in the work of Andrei Voronikhin.
The metopes also contain symbols of friendship: intertwined dol-
phins alternating with vine wreaths. The interior, with a statue of
Minerva (i. e., Catherine), was used for concerts and pastoral out-
ings. Cameron's final creation at Pavlovsk, the Pavilion of Three
Graces (1800), is less a work of architecture than a perfectly mod-
eled setting for Paolo Triscorni's statue of the Three Graces, carved
from a single block of marble. The delicate lonic peristyle above a
rusticated Pudost stone base shows that Cameron had retained his
fluent command of contrasting materials and neoclassical motifs,
yet in comparison with his earlier work, the style is mannered and
more concerned with ornamental effect.

Perhaps the greatest single monument of Palladianism in Russia
is the palace that Cameron built at Pavlovsk in 1782-6 for the Grand
Duke. Although the palace was not completed to the architects's
specifications, and although he was frequently at odds with Paul
and Maria Fedorovna the central structure provides fair measure of
Cameron's adaptation of the Palladian ideal. A two-storied portico
composed of paired Corinthian columns dominates the courtyard
facade, which was originally flanked by one-story galleries leading
to service wings on either side. The more impressive view, however,
is of the opposite facade - again a Corinthian portico, of paired and
single columns supporting a pediment. From this perspective, or-
namental trees obscure later additions by Vincenzo Brenna and al-
low a clearer perception of Cameron's building, surmounted with a
rotunda and colonnade. By virtue of its detail as well as its site,
a knoll descending to the Slavianka River, the palace suggests Pal-
ladio's design for the Villa Trissino at Meledo.

The interior of the main palace was designed in a general sense
by Cameron, but because of the increasingly difficult relations be-
tween the architect and the grand duke and duchess, Cameron suc-
ceeded in completing only a few major rooms in the imperial suite
on the ground floor overlooking the park: the White Dining Room,
the Billiard Room, the Old Drawing Room, and the Ballroom. Each
was designed with consummate taste and skill, but without the bold
inventiveness of Cameron's rooms at Tsarskoe Selo. In addition,
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Cameron provided the design for the Egyptian Vestibule - the main
entrance to the palace from the courtyard - with replicas of ancient
Egyptian statues by Ivan Prokofiev and plaster medallions of the
signs of the zodiac. Of particular note is Carlo Scotti's ceiling paint-
ing, in grisaille, of the Four Seasons with a trompe I'oeil architectur-
al figure in the center. By 1787, however, the preference of Paul and
Maria Fedorovna for the work of Cameron's assistant, Vincenzo
Brenna, led to the latter's increasing role in the design of the interi-
or, and in 1789, Brenna had become the de facto palace architect.
With Paul's accession to the throne in 1796, Cameron was released
from service at Pavlovsk.

AFTER-READING TASKS

1. Can you answer the following questions?

1. What was Cameron’s first task for Catherine the Great?

2. How was the Agate Pavilion designed?

3. What provided a guide to the assimilation of classical culture
during the reign of Catherine the Great?

4. What were the first results of Cameron's work at Pavlovsk?

5. What monument did Cameron build at Pavlovsk?

6. What overlooked the park?

2. Give Russian equivalents for the following words and phrases.

Martial regalia; the monument of Palladianism; the architecture
of antiquity; a planning commission; to initiate a multitude of pro-
jects; administrative centers; to fall short of expectations; state re-
ceptions; to overlook the park; neoclassical architecture; a rectan-
gular space; mother-of-pearl; mythological themes; the Agate
Pavilion; rusticated stone; the ends of the building; faux marbre; the
imperial suite; epitomized by the Lyon Salon; damask silk; major
rooms in the imperial suite on the ground floor overlooking the
park; park vistas; inlaid parquetry.

3. Give English equivalents for the following words and phrases.
Topel 3aaHMe; He oNpaBAaTh HaZex/[; TpevyecKui 3aJ; nepJa-
MYTp; HOCHUTb OTIEYaTOK; NPOBUHIMAJIbHBIE TOPOJA; I'PaHEHBbIU
KaMeHb; UHKPYCTUPOBAHHBIM NapKeT; BOEHHble perajuy; Hauu-
HaTb MHOXE€CTBO IPOEKTOB; KaMKd, KaAM4YaTHAA TKAdaHb, aHTH4YHad
apXUTEKTYpa; NPSAIMOYToJIbHOE IPOCTPAHCTBO; NIepCleKTHBA NapKa;
JBYILIBETHBIY; Cafl0Bad Teppaca; IpUMbIKalOLad rajepes.
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4. Match the words and their definitions.

1. octastyle a.is aset of rooms in a palace or other
building

2. bourse b. is the shiny layer on the inside of
some shells

3. agate c. the emblems or insignia of royalty,

especially the crown, sceptre, and other
ornaments used at a coronation

4. mother-of-pearl d. a stock market, especially in France

5. regalia e. (of a building) having eight columns
at the end or in front

6. suite f.is a very hard stone which is used to

make jewellery

5. Read the text. Render it in English.

When compared with the work of Rastrelli, whose Winter Palace
had only recently been completed, Kokorinov and Vallin de la
Mothe's design for the Academy of Arts is the essence of simplicity.
Without elaborate statuary or plaster ornamentation, the main fa-
cade of the three-story building is marked by te-trastyle Tuscan
porticos on either end and, in the center, a projecting pediment with
two supporting columns on each side of a large window on the main
level. This five-part division of a neoclassical facade, with an ad-
vanced central pediment, had been established by Le Vau, Perrault,
and Le Bran on the east front of the Louvre. Unlike the French pro-
totype the Academy of Arts uses the more modest pilasters, rather
than a colonnade, to define the middle sections. Furthermore, the
walls are not of natural stone, but of stuccoed brick, rusticated on
the ground floor. Despite the application of stucco, the building
lacks the typical Petersburg bichromatic scheme of pastel facade
and white trim - no doubt in deliberate contrast to the baroque, but
also to create a closer approximation to stone facing. In fact, the
street facades remained unstuccoed for the rest of the eighteenth
century. Cost overruns and inflation caused by the Russo-Turkish
War led to inordinate delays in construction of the building, whose
official "completion"” in 1789 referred only to the shell of the build-
ing, much of which remained unfurnished until 1810. Nonetheless,
the academy continued to function in the completed parts of the
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enormous structure (125x140 meters), rivaled in size only by the
Winter Palace. The plan included a series of self-enclosed, autono-
mous units organized around four rectangular courtyards, which
are themselves attached to a great circular courtyard in the center
of the structure. Not only are the facades regulated by a strict sym-
metry, but the plan itself represents an elaborate exercise in geo-
metrical form.

6. Expand on the following.

In 1779, the seventeenth year of her reign (1762-95), Catherine
the Great described her passion for architecture in a letter to her
advisor on cultural matters, the philosopher Friedrich Melchior
Grimm:

‘Our storm of construction now rages more than ever before, and
it is unlikely that an earthquake could destroy as many buildings as
we are erecting. Construction is a sort of devilry, devouring a pile of
money, and the more you build, the more you want to build.’

It would indeed seem that no other Russian ruler, with the ex-
ception of Peter the Great, was more addicted to the pursuit of ar-
chitecture as a manifestation of progress and of imperial glory. Not
only did Catherine initiate a multitude of projects in both Peters-
burg and Moscow but she also founded a planning commission
whose mandate was to impose order on provincial cities throughout
the empire. The neoclassical architecture and planning of these ad-
ministrative centers were to reflect the rationalism of the Enlight-
enment, even though the autocratic basis of government remained
essentially unchanged. Although her accomplishments fell short of
the ambitious goals, many Russian provincial cities still bear the
imprint of her desire for architectural order.

7. Read and discuss the text in the dialogue in class.

The rapidity with which Russia accepted neoclassicism reflects
the influence of the intellectual and artistic movement that occurred
in France during the middle of the eighteenth century. Neoclassi-
cism was welcomed as a rejection of the "disorder” of the late ba-
roque, and a reaffirmation of the principles of reason expressed in
the philosophy and the architecture of antiquity. As one critic has
described the movement in France: "This revulsion against the Ro-
coco and all the values it was felt to express, or at any rate to imply
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and condone, amounted in certain cases to an instinctive nausea;
but in general the new moralizing fervour which began to penetrate
the arts around the midcentury was rational and stoic in tone..."

Much the same could be said of Russia, or, more precisely, of
Catherine, who experienced "instinctive nausea" for the baroque
extravagance of Elizabeth's style, and who took pride in the role of
enlightened autocrat - a role assiduously cultivated by her corre-
spondence with such French philosophes as Diderot, Voltaire, and
d'Alembert, in addition to Grimm. The style of Catherine's neoclassi-
cism varies considerably, depending on the function of the structure
and the architect's interpretation of classical principles; but the
general intent is clear: a new restraint — especially in the decoration
of the exterior - and an adherence to elements of the classical sys-
tem of orders. Although the transformation of the Gostinnyi Dvor
project provides evidence of the impact of the change, the more sig-
nificant project as a statement of neoclassical principles is the build-
ing of the Imperial Academy of Arts in Petersburg. Like Moscow
University (founded in 1755), the Academy was established through
the efforts of Mikhail Lomonosov with the support of Ivan Shuvalov,
whose proposal was approved by the Senate in 1758. At that time,
the Academy was affiliated with Moscow University, from which it
drew most of its students for study in Petersburg (the academy was
originally housed in Shuvalov's palace). In 1764, the academy, un-
der the direction of Ivan Betskoi, received a new charter, and con-
struction of a building on the Neva embankment of Vasilevskii Is-
land began a year later.

8. Discuss the text in a dialogue in class.

Quarenghi's success in Russia was immediate, he undertook
numerous imperial commissions, ranging from churches to hospi-
tals, all marked by the classical system of orders. In 1783, he re-
ceived the commission for a new building to house the Academy of
Sciences. The location of the building - next to the Kunstkammer
and within the early baroque environment of Vasilevskii Island, re-
veals the simple and noble harmony of Quarenghi's neoclassicism.
The two-story building, with a granite base and a string course sep-
arating the floors, centers on an octastyle lonic portico with an una-
dorned low pediment. The portico in effect frames seven window
bays and establishes a symmetrical progression: three windows on
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either side of the portico, and five within each of the projecting fa-
cades that mark the ends of the building. The segmentation of the
facade on both vertical and horizontal lines is complemented by
alow roof and pediment.

Indeed, the most distinctive feature of Quarenghi's style is his
Palladian-inspired portico. Throughout his career in Russia, begin-
ning with the English Palace at Peterhof and concluding with the
construction of the Smolnyi Institute for the Education of Young
Noblewomen (1806-8), he used the portico as a means of organiz-
ing a large, simply detailed structural mass. His porticos typically
consisted of eight columns in the lonic order and a pediment
marked with dentils. In a flawless understanding not only of the
spatial relation between the height of the columns, their interco-
lumniation, and the angle of the pediment incline, but also of the
relation of the portico to the proportions of the rest of the structure,
Quarenghi achieved a clarity that epitomized the mature classical
style in Russian architecture. In 1783, Quarenghi also began the
Bourse, or Stock Exchange, on the eastern tip of Vasilevskii Island;
and although the basic structure was completed by 1787, work
came to a halt the same year. The project ultimately led to a major
disappointment at the end of Quarenghi's career: In 1805, Alexan-
der I approved a comprehensive plan for the tip ("Strelka") of the
island, Quarenghi's uncompleted building was razed, and the con-
struction of the Bourse entrusted to the young French architect
Thomas de Thomon, whose design - with peristyle - is Petersburg's
most radical exercise in column and mass.

9. Render the following text in English.

The most monumental, and arguably the strongest, of Vallin de
la Mothe's designs is the arch for New Holland, a complex of canals,
basins, and wooden warehouses originally built by Ivan Korobov in
1732-40 for use as a storage area by the navy. In 1765, Savva
Chevakinskii began to rebuild the warehouses in brick, but the de-
sign for the exterior facades and the major gateway to the complex
was entrusted to Vallin de la Mothe. The unstuccoed brick facades
are detailed without decoration as a three-story monolithic arcade
containing windows - a simple but noble resolution that, like the
design of Gostinnyi dvor, demonstrated the viability of the neoclas-
sical style in the design of large utilitarian buildings.
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The magnificent arch, large enough for a boat to enter through
the canal leading to a turning basin, is framed by paired Tuscan col-
umns of gray granite supporting the projecting entablature. Within
the brick facade behind each pair of columns is an arched niche,
above which is a medallion. They are separated by a stone cornice
that leads to the capital of a smaller Tuscan column on each side of
the entrance arch. Thus, the major and minor orders are integrally
linked. The entry way, with its highly pitched arch, is a marvel in the
use of a void to define the harmony of structural proportions. Above
and on either side of the arch is an abstracted festoon, also of stone;
and the central part culminates in a continuation of the Doric entab-
lature. Although less agressively archaic than C. A. Ehrensvard's de-
sign some two decades later (c. 1785) of a dockyard gateway for
Karlskrona, the New Holland Arch is one of the great exercises in
European neoclassicism and anticipates the triumph of neoclassical
geometry in Adrian Zakharov's design for the Admiralty. Vallin de la
Mothe, together with Kokorinov, had introduced to Russian archi-
tecture the new vocabulary of imperial classicism in what might be
called the era of the column. Not that the uses of the column were
unknown to Rastrelli, but the decoration of his palaces submerged
the column within an array of statuary and plaster ornament.

10. Translate the following the text into Russian.

With Rastrelli's departure, Velten rivaled Vallin de la Mothe as
one of the most active architects in Petersburg. His first major work
involved the design of the South Pavilion of the Small Hermitage
(1760s), located on Million Street (adjacent to Palace Square) and
connected by a roof garden to the Hermitage that Vallin de la Mothe
had created on the Neva embankment. As in the work of the French
architect, the baroque presence lingers in this stage of neoclassi-
cism, and the influence of Rastrelli is evident in the window sur-
rounds and plaster ornament of the walls. In the following decades,
the Small Hermitage, like the other parts of the palace complex, had
almost all of its interior replaced; and in 1840, a fourth floor was
added to the South Pavilion of the Hermitage by Vasilii Stasov. Dur-
ing this period of sustained palace construction, the need to replace
the wooden embankments along the Neva, with their unprepos-
sessing appearance, became increasingly obvious. The initiative for
this project, which had such significant ramifications for the archi-
tectural setting of Petersburg, came from one of the most important
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institutions for the direction of eighteenth-century Russian urban
design: the Commission for the Stone [masonry] Construction of
St. Petersburg and Moscow, established at the beginning of Cathe-
rine's reign in December 1762 as an agency of the Senate and di-
rected by Ivan Betskoi. When the activity of the commission ceased
with the death of Catherine in 1796, it had designed over 300 new
plans for the majority of Russia's cities.

11. Translate the following the text into English.

[xakomo KBapenru poauicsa B 1744 rogy B Utanuu B apucTo-
KpaTuyeckoil cembe. B 1780 roay ero mpursacuau B Poccuio Ha
JIOJDKHOCTb «apXUTEKTOpa JABOpa ee BeJIMYecTBa» [Js1 BBIIOJIHE-
HUs 3aKa3oB ExaTepunsbl II. [leTepOypr HeMbICIUM 6€e3 TBOPEHUH
KBapeHnry, Takux kak EKaTepuHUHCKUU UHCTUTYT, CMOJIbBHBIN MH-
CTUTYT, 3faHNe KoHHOrBapZeHcKoro MaHexa, AJeKCaHAPOBCKUI
nBopern B Llapckom Cene, AHrsiuiickuit aBoperl B [leteprode, Ma-
pUMHCKasg 6o/bHULA [ 6eJHbIX, ACCUTHALlMOHHBIA OaHK, J0M
CanTteikoBa, lOcynoBckuil ABOpel, AkafeMus HayK, 3JjaHue DPMHU-
TaxkHoro tearpa. UsBectHocTh /xakoMo KBapeHry, kak BblJalo-
IIerocs apXuTeKTopa eKaTeEpUHUHCKOT0 IBOPA, BhILJIA 3a IpeJesbl
Poccun. Y KBapeHru 661710 MHOTO 3aKa30B. BBIMOJIHATL UX eMy TO-
MOTraJIi pyCCKUe U UTaJbAHCKHe apxuTeKTophl. B 1812 roay, roro-
BACb K poccuiickoMy noxoay HamosieoHa, UTaJbAHCKUH KOPOJIb
NpHKa3saJ CBOUM NOAJAaHHbIM BEPHYTHCA Ha poAuHy, KBapeHru oT-
Kas3aJiCsl, 3a YTO OblJI IPUTOBOPEH K CMEPTHOU Ka3HU. Y Hero ocra-
Jlack oJiHa pojauHa - Poccus. OH noctpoun TpuymbanbHble Haps-
CKMe BOpOTa B 4YeCTb N0OEJOHOCHOTO BO3BpalleHUs pPyCCKOH
apmuu u3 @pannuu. 3a 37 seT xu3Hu B Poccuu KBapeHru Bouien
B YHCJIO CaMBbIX BbIJAIOLIUXCA PYCCKUX 3044UX, B 1814 roay mosy-
YUJ TIOTOMCTBEHHOE IBOPSHCTBO 3a CBOU 3aCJIYTH.

12. Summarize the Text orally or in writing.

13. Make a presentation on one of the following architects
mentioned in the unit.

14. Write an essay on one of the topics.
1. The neoclassical ambience of imperial Petersburg.
2. Neoclassical architecture as the Enlightenment rationalism.
3. Particularities of neoclassical architecture in Russia.
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