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BBenenue

JlanHoe y4eOHOe moOcoOMe MpenHa3HayeHO JMJid CTYIEHTOB 5-ro Kypca,
yIrayOJE€HHO U3yYaroUuX AaHIMJIMHCKHM — S3bIK, [0 ClIeUHadbHOCTH “‘Jlu3aiin”
cnermanu3auun “‘I'padpuuecknit nuzaitn” u “J{uzaitn Koctioma” apXUTEKTypHO-
CTPOHUTENBHOTO (PaKyIbTETA.

[lenp yueOHOro mnocoOusi — pacIIUPEHUE JEKCMYECKOTo 3amaca, pa3BUTHE
HABBIKOB, YMEHUI YTEHHsI U MEPEBOJA OPUTMHAIBHBIX TEKCTOB HAYYHO-TEXHHUUECKOU
JUTEPATYPHI MO CIELMATIBHOCTU C MUHUMAaJIbHBIM UCIIOIb30BAHUEM CIIOBApS.

[Tocobue coctour wu3z 4-x pazgenos. [IBa pasgena HMEOT HIACHTUYHYIO
cTpyKTypy. IlepBbIii pa3fen BKIHOYAET TEKCThl MO TeMe ~VCKycCTBO M JU3aiH’,
BTOPOM paszzen BKIHOYAET TEKCThl Mo Teme “‘Jlu3aiiH m moma”. Oba pazzgena
CHaOXEHbl CHCTEMOM TIOCIETEKCTOBBIX YIPA)KHEHUH U CIOBHUKOM K JaHHBIM
TeKkcTaM. B JByX moclieIHUX pa3fenax [aHbl ayTEeHTHYHBIE TEKCTHl II0 TeMaM
“IMuzaiin” u “Moja” g caMOCTOSITEIbHOTO YTEHUS U MEPEBO/IA.



1 Unit 1 Art and Design

Text I

Four steps towards modern art.
Giorgione - Caravaggio — Manet - Cezanne

What happened in the history of European art after Giorgione and Caravaggio is
well-known. Realism was very successful in private collections, classicism was
dominant in the churches and the public buildings, and baroque decoration, which was
an escape ' from both realism and classicism, covered the vaults of the churches and
the walls of the palaces. Everything was decorated with painting. A reaction followed
in the form of neoclassicism, which triumphed in the second half of the eighteenth
century and continued into the nineteenth century in spite of the new trends of ro-
manticism and realism. Neoclassicists were considered the natural heirs of the Italian
Renaissance and of Greek antiquity, the imitators of a past art, of a perfection which
could not be attained again. Theirs was a system of rules rather than an impulse to
create — a refined Academy of Artistic Sciences. During the first half of the
nineteenth century the Academy had its best period; almost all the academicians were
exalted as new Raphaels, while the romanticists were placed on a lower level,
unworthy of the confidence of the government and of the elite. The convictions of the
academicians were so widespread that even the greatest painters, those who were the
forces behind the revolutions of romanticism and realism, were intimidated by the
rules of the Academy and tried to compromise with it. They chose subject matter dif-
ferent from that preferred by neoclassicists, as for example historical scenes of the
Middle Ages rather than of Greek and Roman antiquity, events of contemporary life
rather than of mythology. They gave a new importance to the harmony of coloring to
the movement of figures, but the system of drawing inherited from the Renaissance
did not change. The change in the conception of drawing was the innovation of Manet
and the impressionists.

It 1s well to recall here that Manet painted his most famous painting, Olympia, in
1863. Ingres was still alive; he had been deified by Napoleon III and his court in 1855
as the greatest representative of the beautiful, and in recognition he had been ap-
pointed a senator of the Empire. When he died, in 1867, four years after Manet painted
Olympia, it was officially declared that outside the perfection which goes from Homer
to Ingres all was fashion and caprice.

The man who wanted to destroy the prejudice in favor of the ideal — of perfect
beauty — and who affirmed his anticlassicism with the greatest emphasis was Eugene
Delacroix. «If», he wrote «one understands by my romanticism the free manifestation
of mu personal impressions, my antipathy to the types invariably copied in the
schools, and my repugnance toward academic recipes, I must confess that I am a
romantic». In fact, Delacroix did more than anyone before him to renew the
conception of form, to liberate it from the idea of Greek sculpture and of Greek
beauty. However, he was too busy with his romantic subject matter, with literature and
poetry, to avoid making some compromise. Above all, when he painted the female
body, he respected the tradition of form.



When we consider the painting of Gustave Courbet, we become aware that he
felt the necessity to free himself from the academic rules of form much less acutely
than did Delacroix. Charles Baudelaire pointed put that Courbet was a powerful
artisan and that, as far as the solidity of form was concerned, his painting was
somewhat similar to that of Ingres. In fact, the great realist profited by the art of the
past in order to show the power of his execution, and he openly admitted that his
origins went back to Gros and to Gericault, that is, to a conception of a form older
that of Delacroix—Iless spiritual, less poetic, still tied to the tradition of the
Renaissance.

This was the state of painting when Edouard Manet began to work. He learned
from Couture a technique which was generally academic rather than classic or
romantic or realistic. We know that Manet rebelled against the teaching of Couture,
but he remained in his school for six years, and then he studied Velasquez, Goya,
Raphael, and Frans Hals. He looked on himself as a rebel, but he knew neither the
nature nor the aim of his rebellion. True, he was aware of the evils of historical
painting, as was Courbet, and he longed for a not too finished form, like that of
Delacroix. But at the same time he disliked Courbet, whom he considered vulgar, and
he did not like Delacroix, for romanticism was no longer fashionable > among the
young dandies of 1860.

As Manet's friend, Antonin Proust, tells us «He would sketch a mere nothing3 Ina
notebook — a profile, a hat, a fleeting impression and the next day a friend, catching
sight of it, would say, «You ought to finish that» Manet would laugh. «Do you take
me for a historical painter?» Historical painter, in his mouth, was the most damning
insult that could be hurled at an artist. «There is nothing more ludicrous», he would
say, «than to reconstruct historical figures. Do you paint a man according to the
description given on his hunting license? There is only one thing that is real: to put
down immediately, with one stroke, what you see. When you get it, you have it. When
you don't "get it, you try again. Everything else is nonsense!»

We have already considered this question of the unfinished. We have seen how
other painters felt it necessary to go beyond the workmanship of the artisan and to
stress that a painting must be above all* the work of the mind. Later, the ability of the
hand’ became more and more appreciated. No doubt, everybody admired in a painting
of Courbet the work of the hand rather than its spiritual values. By stressing the
unfinished, Manet reasserted a desire for spiritual values within the limits of form
itself. Classicism, romanticism, realism were ideals forced on art by intellectual or
moral principles. But the ideal of the unfinished was necessary from the very
conception® of the painting and was a denial of the popular illusion that art should
merely imitate nature. For a realistic finish Manet substituted a pictorial finish.’

Two great painters, Constable and Corot, had faced the same problem about
forty years before Manet. They achieved some of their masterpieces by stopping the
paintings as soon as they became aware that they had expressed their imagination
completely and before they reached the illusion of reality. But they knew that their
masterpieces were excluded from the exhibitions of the Royal Academy and the
Parisian Salon, where only illusionistic finish was admitted. Constable made pairs of
paintings, of which one was for himself and the other for the Royal Academy. In the
second he lost a great deal of the artistic value previously created. Corot did not dare
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send to the Salon his Bridge at Narni, which we admire now in the Louvre as one of
his greatest masterpieces. Instead he painted a replica, now at the National Gallery,
Ottawa, which shows a pointless return to the tradition of the seventeenth century. He
looked to the future® for himself and to the past for the Salon.

Manet refused to bow to the taste of the Academy and of the public. He exhibited
his new «unfinished» interpretations of reality. The public did not recognize the reality
in them and protested violently. Manet stuck to his principles, was refused, and
opened a one-man show in 1867 outside the general exhibition. He wrote in the
catalogue: «Monsieur Manet has never desired to protest. Quite the contrary, to his
surprise, others protested against him. There is a traditional way of teaching form,
methods, visualization, painting: those who are trained in such principles admit no
others and thus acquire a naive intolerance. Anything outside their formulas must be
without value ... M. Manet ... has never claimed to overthrow an old form of painting
or to create a new one. He has merely tried to be himself, and no one else».

In spite of his sincere desire to avoid too much struggle, Manet was considered the
Enemy Number One by the Academy, who could not pardon him his independence
from the illusionistic reproduction of reality.

Notes to the text

was an escape from... — dws1a beccmeom, yxooom om

was no longer fashionable — 6w11 H01bUIE HE 8 MOOe, BblULEN U3 MOOBL

a mere nothing — nycmsuox, 6ezdenuya

above all — npeoicoe sceco, bonvue ceco

ability of the hand — macmepcmeo, mexnuxa ucnonnerus

from the very conception — u3-3a camozo nonumarus

7 for a realistic finish he substituted a pictorial finish — nousmue
HCUBONUCHOU 3AKOHYUECHHOCMU OH 3AMEHUIL X)YO0HCECMBEHHOU 3A6EePULEHHOCTBIO
® he looked to the future — on opawancs k 6y0yuemy
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Expressions to be memorized

to be successful — umets ycnex; 30. npouBeTaThb

to continue into ... — MPOAOIKATHCS, COXPAHUTHCS B ...

rather than — cxopee . . yem

to give a new importance — npugaBaTh HOBOE 3HAUECHHE YEMY-JINOO

to become aware (of) — 3aMeudaTh, HAUMHATH OCO3HABATH

as far as the solidity of form was concerned — B Takoii Mmepe, B Kakoil 3T0
Kacajoch Y€TKOCTU (hOPMBI

to go back to — uaTH oT . . ., BOCXOJUTH K ...

to catch sight (of) — yBuzaeTs, 3ameTuTh

to take for somebody — npuHuMaTh 32 KOrO-HUOY b

to face a problem — crosTh nepen npodIeMoit

to substitute something for another thing — 3amenuts oaHO Ipyrum; OyKs.
[I0JICTaBUTh BMECTO OJHOTO JIPyroe

to achieve a masterpiece — co3aaTh LIEIEBP

a great deal of — GosbIas yacTh, 04YEHHL MHOTO

to stick to one's principles — He oTCTynaTh OT CBOUX YOEKIECHUI

a one-man show — nepconanpHas BbICTaBKa



Exercises
1. Give words of the same root and translate them into Russian:
heir, a rebel, recognition, to perfect, fashion, Academy, art, invariably;
2. Translate the following sentences into Russian:

1. The Jury found Manet's picture unworthy of being accepted at the Salon.
2. Interest in arts 1s widespread among young people.

3.This writer's short stories deal with events of contemporary life.

4. Manet's pictures were refused at the Salon.

5. Gros's art was tied to the traditions of the Renaissance.

6. When I came to live in that village, my parents were still alive.

7.The life of plain, hardworking people is the subject-matter of this book.
8.He substituted a new book for the old one.

9. The man would die rather than betray his friends.
10. She took a shadow for the figure of a man.

3. Substitute an English expression from the list given above fot the
Russian one in brackets:

1. The tradition of celebrating the coming of the spring (coxpanuiace u B 6oiee
MO3/IHUE BPEMEHA).

2. (Own 3ametnn) that somebody was following him.

3. Japanese colour prints (moJb30BaJIUCh OOJBIIMM YCIIEXOM, OBUIM OYEHb paC-
npoctpanensl) in France during the life time of Van Gogh.

4. Among the objects on display in the shopwindow (s yBuaain) a curious statuette.
5. Manet spent (6oJbIiIyt0 4acTh CBOEro BpemeHu) sketching.

6. Old Behrman (co3nan menesp) painting a withered leaf on the tree.

7. Architects and builders of our new towns (cTOAT nepea MHOTUMMU UHTEPECHBIMU
npoOeMamm).

8. A man should (He oTcTynaTe OT CBOMX MPHUHITUIIOB).

9. Impressionists (npuaaau HoBoe 3HaueHwue) to light and shadow.

10. (B Takoii Mepe, B KakoW 3TO KacaJoch TexHHYeckoro mactepcrBa) Courbet
ranked among the best painters of his time.

4. Translate the following sentences into English using the vocabulary
of the text:

1. HeoknacCHULMCTBI CUMUTAIUCh HACIECOHUKAMH HTAIbSIHCKOIO pEHECCaHca M
IPEYECKON aHTUYHOCTH.

2. IlogpakaTenan UCKYyCCTBY MPOILIOrO HE MOTJIU IOCTUYb €r0 COBEPILIEHCTBA.

3. XyIOXKHUKM POMAHTHKM BBIOMpPAM B KAaYECTBE CIOKETOB ISl CBOMX KapTHH
ANU30/bl U3 UCTOPUU CPEJTHUX BEKOB.

4. Cnenyer BCIOMHHUTh, 4YTO, KOorja MaH» mucal CBOIO 3HAMEHUTYIO KapTUHY
«Onumnusy, DHTP eIie ObLT )KUB.

5. Mans cuutan cebst OyHTapem.



6. Man» He HpaBmiachk xuBonuck Kyp6s u Jlemakpya.

7. Man» umen oObikHOBeHHE (used to) cpa3y 3apHCOBBIBATH OJHHUM B3MaxXOM
KapaHJallia To, 4YTO OH BHUJIEIL.

8. Kopo u KoHcT30/1b MOHMMANM, 4TO WX KapTUHBI HE OyayT AOMyLIEHbl Ha
BbIcTaBKH B [lapmxckom Caione.

9. Kaptuna Konct6na «Moct B Hapau», Haxoasmasics B Haunonanenoi ["anepee B
OrtraBe, siBs€TCA BO3BPALEHUEM K TPAAULUSAM CEMHAILATOIO BEKA.

5. Answer the following questions:

. What was the state of painting in Europe when Manet began to paint?

. When did the Parisian Academy of Fine Arts have its best period?

. What role did Delacroix play in the development of the art of painting?

. Whom did the origins of Courbet's art go back to?

. What did everybody admire in the painting of Courbet?

. Under whom did Manet study?

. What did he think about the art of Courbet and Delacroix?

. What great painters had faced the problem of the unfinished before Manet?
. How did they succeed to compromise their own manner of painting with the tastes
of the public?

10. What did Manet do when his picture was refused at the Salon in 1867?
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Vocabulary to be memorized

admire — BOCXHUIIATHCS

admit — gomyckaTh

affirm — yTBepxaaTh

antiquity — aHTUYHOCTb, JPEBHOCTH
appreciate — IIEHUTh

artisan — peMeCIEHHUK

attain — JocTUraTh

avoid — u30erartpb

baroque — GapoKKo

claim — nperenioBath

classicism — kjaccuIusm
contemporary — COBPEMEHHBIN
create — TBOpPUTbH, CO3/1aBaTh
drawing — pucoBaHue, pUCyHOK om draw — pUCOBaTh
elite [ei'li : t] — ammTa, N30paHHBIC
event — coObITHE

exalt — nmpeBo3HOCHUTH

exclude — uckmmtouaTh; 30. HE TOMyCKaTh
express — BBIpaXaTh

fashion — moma

finish — 3akoHYeHHOCTH

force (on) — HaBsI3BIBATH

heir — HaciaegHUK



imagination — BOOOpakeHHE

Impression — BIIEYATICHUE

Inherit — HacnemoBathb

Innovation — HOBOBBEICHHE, HOBILIECTBO
invariably — HEU3MEHHO om vary — U3MEHSThCS
manifestation — nposiBieHue

mythology — mudonorus

neoclassicism — HEOKJIACCHIIU3M

perfection — coBepIIeHCTBO

power of execution — MacTepCcTBO HCIIOJHEHUS
prefer — npeamnounTats

prejudice (in favour) — mpucrtpacTue
private — 4acTHBIH

profile — npoduib

profit (by) — 30. ucrosnb30BaTh

put down — 3apucOBBIBAaTH

realism — peanusm

rebel [rebl] OynTaps

rebel [ri'bel] OyHTOBaTH

rebellion — OyHT

refuse — oTka3biBaThcs be refused — ObITH OTBEPrHYTHIM
respect — yBaxkatb

Text I1

John Warrington Wood, Sculptor

John Warrington Wood cannot be said to belong to the English school of
sculpture. Though he received his early training at the School of Art at Warrington,
his native place, he developed his style in Rome, where he came under the
influence of John Gipson, and in spite of his admiration of Bernini, his artistic
sympathies were with the followers of Canova, the inheritors of the decaying
tradition of classical Greece. A marked revival of the art of sculpture took place in
England during his lifetime. But he played no part in the movement, and kept aloof
in his Roman studio frorm the storm and stress ' of his own generation. Living as he
did in Italy, he was, perforce, impressed by the consummate style of Donatello, the
dignity and grandeur of Michelangelo; but he looked beyond these masters, further
into the past, and got his inspiration from the Greeks and their imitators. His art, no
less than the art of Canova and Thorwaldsen, lacks vigour and individuality. He was
not content to catch the spirit of the antique and then express what he saw in his
own terms® and by his method; he borrowed his facture too from the ancients, and
from them rather than from nature it was that he received his impressions Phidias
was his model, and those who cannot interpret the great convention with freedom
run the risk of merely accentuating their inferiority to the old masters without



adding a fresh paragraph to the history of art. In considering the achievement of
Warrington Wood we must not overlook his limitations, for there can be little doubt
that, had his ambitions been more modest, his artistic success would have been less
contestable.

He was born, of humble parentage at Warrington in 1839 and received his early
training at the local School of Art. His career as a student was distinguished, and
before he was twenty-two he had won more medals than usually fall to the lot of the
youthful sculptor. He exhibited his first original work, a study entitled «Spring» in
1862, and from this time his success was. assured. A few years later he established
himself in Rome, and though he paid frequent visits to his birthplace, Italy was his
home until his death. His energy was indefatigable, and the list of his works is a long
one. His fame rests upon his ideal statues, but he received many commissions for
portraits, and is said to have executed no less than sixty busts. Few have met with
more uniform success and good fortune. Once, after an attack of Roman fever, he
was threatened with blindness, but happily the disaster was averted and his sureness
of vision was preserved until his death. His first substantial triumph was in 1871. In
that year he exhibited a statue of «Eve» at South Kensington, which failed to attract a
purchaser. Some citizens of Warrington, however, proud of their fellow-townsman's
achievement, resolved to give him his opportunity, and having collected a thousand
pounds, commissioned him to work his will’ for his own and his town's glory. At the
same time, Mr. A. B. Walker bought the «Eve», who was already packed for her
return journey to Rome. The next few years were devoted to unremitting toil. In 1874
Wood completed a statue of «Elisha the Tishbite»; in 1877 his colossal «St. Michael
overcoming Satan» was set up at Warrington. The block of marble from which this
was chiselled was selected from the quarries by the sculptor himself. It was known as
the «Pearl of Carraray, and was of so stupendous a size that fourteen buffaloes with
two cream-coloured Campagna oxen at their head were necessary to drag it to the
studio. Buffaloes had been banished from Rome by the municipality, and it was only
by especial privilege that Warrington Wood was permitted to employ their strength.
The scene, therefore, was an unusual one, and many of the sculptor's friends were
present to witness it. Mary Howitt and her daughter were interested spectators, and
Miss Howitt years after described the event in a letter. «He sent us word of their
approachy», she wrote, «and with immense interest we watched the swarthy creatures,
their great horns separated widely from each other, their black hides bristling with a
few stiff hairs, stolidly bearing along the Via Sistina to the Piazza Trinita dei Monti,
that stupendous mass of rough-hewn marble, which, while contrasting in colour, was
in character as uncouth as themselvesy.

Notes to the text
! storm and stress — 6yps u Hamuck
7 in one's own terms — & co6cmeenHoli Manepe

3 .
to work one's will — meopums 6 coomeemcmeuu ¢ cobcmeeHHbIMU
3amvlcaramu
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Expressions to be memorized

to receive one's early training— nmojyunTh HadaibHbIE TPOdEeCcCHOHATHHBIC
HaBBIKU

to come under the influence — noanacte nojx BIUsHKUE

to play no part — He ydacTBOBaTh

to keep aloof — nepxatbcsi B CTOpOHE

to get one's inspiration — depnaTh BIOXHOBEHHUE

to lack something — HenocraBaTh 4ero-amudo

to catch the spirit — ysioBuTh 1yX

to run the risk — puckoBatb, ogBEepraTbCs pUCKy

of humble parentage — npocToro nNpoucxoxaeHUs, U3 IPOCTON CEMbHU
to pay 'visits (to) — HaBelarh, NocenaTh

to receive commissions (for)— moay4yaTs 3aKa3bl

to meet with success — nmeTsb ycrex

failed to attract — He cMorIIa IpHBIIEYb, HE PUBJIEKIIA

to be proud of something — ropautscsa yem-mu60

to give one an opportunity — npenocTaBuTh KOMy-JIHOO0 OJArONPUSTHYIO
BO3MOXHOCTb

by especial privilege — 1o oco6oit mpuBuUiIerun

to send word — yBegOMIIATH

Exercises

1. Use an expression or word from the text instead of the Russian one in
brackets:

1. He is a (Bbymaromiuiics) artist.

2. He (momyuwni 3aka3) for a life-size statue.

3. The young artist (mocenuscs) in Rome.

4 Warrington Wood was impressed by the (Bemuume) of the art of Michelangelo.

5. In these creations of Donatello we can see the (coBepiiennsrii) style of the artist.
6. Schiller would not (mep>xarbcst Baanm) from the storm and stress of his generation.
7. The followers of Michelangelo (e goctaBaino) the vigour and individuality of the
great master.

8. If you do not hurry, you (puckyerte) of missing the exhibition being held in the
Hermitage.

9. French painters (3aumctBOBanu) the decorative use of clear colours from Japanese
wood engravers.

10. Van Gogh's first attempts to get recognition as a painter (He UMeIu ycrexa).

2. Answer the following questions:

1. Where and when was John Warrington Wood born?
2. Where did he get his early training?
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3. What can you say about his career as a student?

4. Where did he live most of his life?

5. Why can't we say that he belonged to the English school of sculpture?
6. From whom did he get his inspiration?

7. Who was his model?

8. What statue of his assured his success as a sculptor?

9. What did his townsmen do to show their recognition of his talent?

10. What sculptures by Warrington Wood can you name?

3. Compose sentences using the following words and expressions:

of humble parentage, to send word, failed to attract, by special privilege, a marked
revival, to play a part, to devote one's life, to be content;

4. Translate the following text into English:

JIxoH YoppuHITOH By, aHIIIMYaHUH 110 MPOUCXOXKACHUIO, ITOJIYyYUJ CBOU IEPBbIC
npodeccuoHaNbHble HABBIKM B XYJI0’KECTBEHHOM IIKOJIE B CBOEM POJIHOM TOpPOjE
Yoppunrrone. bosblyro 4acTh ®U3HHU OH NpoBed B Pume, rie y Hero Oblia CTyausl.
Kups B Pume, o moman mox Bnusaue J[)xona ['mbcona. OmHako OH uepmanl
BJIOXHOBEHHE y JIPEBHHUX T'PEKOB U CTapajici UM mnojapaxarb. OOpa3LoM Mg HEro
obu1 Ouamii. Jhxkon Yoppunrron Byn Obun mpeycneBaromuMm cKyiabnTopoMm. Ero
COTpakJaHe M3 YOpPPUHITOHA TOPAWIHMCH €r0 ycClnexaMyd U JaBajld €My MHOTO
3aKa30B ISl TOTO, YTOOBI JaTh €My BO3MOXXHOCTb TBOPUTH Pajii COOCTBEHHOM CIIaBbI
u cinaBbl ero ropoxa. JkoH VYoppuHrToH Byx BBICTaBUI CBOX IIEPBYIO
caMocTosTeIbHYI0 paboTy B 1862 r. On Ha3zBan ee «Becna». B Teuenue cBoei
KU3HHU OH CO3/1aJ]1 HE MEHee LIECTUAECATH CTATyd, CPeId KOTOPBIX MOXHO HAa3BaTh
cratylo «EBa», KylieHHyr0 MHUCTEpoM YokepoM, a Takxke «IIpopoxk Omuca» u
KOJIOCCAJIbHYIO cTaTyio «CB. Muxawmi, nmoOexJarouinil caTaHy», BOJAPYKEHHYIO B
Yoppunrtone. Ota crarys Oblla BbICEUEHA W3 MPAMOPHOW TJIBIOBI, Ha3bIBAEMOM
«Kemuyxxnna Kappaps».

Jlxon YoppuHrroH Byn dacto HaBemjan cBOM poaHoW ropox. Ero sneprus no
camoil cMepTH OblJIa HEYTOMUMOM M MIEPEYEHB €r0 MPOU3BEACHUN OUYEHb JIMHEH.

Vocabulary to de memorized

accentuate — noa4YepKUBaTh

achievement — nocTuxeHue

ambitions — 4yecToI0OOUBBIE CTPEMIICHHUS], 3aMBbICIIBI
ancient — JpeBHUN

antique — aHTUYHOCTb, AaHTUYHOE UCKYCCTBO
approach — npuGnmxeHue

art — MCKYCCTBO
fine arts — M3sIIHBIC UCKYCCTBA
artist — XyJI0KHHUK
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artistic — Xy0ECTBEHHBIH 30. artistic success — JOCTUKEHUS B UCKYCCTBE
belong — nmpuHaexaTh

block — riB10a

borrow — 3auMCTBOBAThH

bust — GrocT

chisel — BwICEeKaTh, BasITh

commission — 3aka3bIBaTh be commissioned — moay4arh 3aka3
complete — 3akaH4YMBaTh, 3aBEpLIAThH
consider — paccMaTpuBaTh

consummate — COBEpPILICHHBIH

content — ya0BJIETBOPATH be content — I0BOJILCTBOBATHCS
contestable — crmopHBbIif, COMHHUTEIbHBIN
contrast — KOHTPAacCTUPOBATH

convention — TpaauIUs

conventional — TpaaUIIMOHHBIHI

creature — co3IaHue, 30. >KHUBOTHOE
decay — mpuxoauTh B ynaaoK

describe — omuckIBaTH

develop — pa3BuBaTh

devote — mocBsmaTh

dignity — 10CTOMHCTBO

disaster — kaTactpoda

distinguished — BwI1aroIUICS, U3BECTHBIN
employ — ucnonp30BaTh, MPUMEHSTH
entitle — Ha3bIBaThH

establish oneself — nocenuthcs

event — coObITHE

execute — BBITIOJIHITh, HWCITOJHSTH
eXpress — BBIPAXKATh

facture — ¢aktypa

fame — cnaBa

follower — mocnenosarein

fortune — ynaua, ycnex

fresh — cBexxuii, HOBBIN

glory — cnaBa

grandeur — BenuyMe

hew (hewed, hewn) — BbicekaTh

ideal — 30. uneanM3UPOBAHHBIMI

immense — OTPOMHBIH

impress — IPOU3BOANUTH BIieUatieHue, be impressed — HaAXOAUTHCS MO
BIICYATIICHUEM

Impression — BIEYaTICHUE

indefatigable — HeyTOMUMBIi1

inheritor — HaciaeAHUK
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interpret — TOJIKOBAaTh, UHTEPIPETHPOBATH
marble — Mpamop

marked — 3ameTHBII

movement — JIBMIKEHUE

native — poaHoOi

original — MOAJIMHHBIN, OPUTHUHAIBHBIHN, 30. CAMOCTOSTEIbHBIN
overcome — MnooexaaTh

overlook — ynyckaTh u3 BULy

pear]l — xxemuy>XKrHa

purchaser — mokynarenb

quarry — KaMeHOJIOMHS

resolve — pemuTsb (cs1)

rest — OCHOBBIBATBCS

revival — BO3poXACHHE

rough — rpyOsilii

sculptor — ckyabOTOp

sculpture — ckynbOTypa

select — BpIOUpPATH

set up — BOJpYyXKaTh, BO3ABUTATH

size — BeJIUYMHA

spectator — 3pUTeib

studio — cTyaus

stupendous — OrpOMHBIN, TPOMaTHBIHI
style — cTmiib

vigour — cuJia, MOIIb

witness — ObITh CBUJETEIEM Yero-inodo

Text I11

Lucas D'Heere, painter and poet of Ghent

Among the great cities of Flanders, Ghent occupies a posion somewhat similar
to that held by Siena in Italy. Like Siena was formerly governed by an aristocracy of
its own burghers, a resisted successfully the attempts of emperors and kings to coe it
into  subjection; like Siena it has willingly consented to peacefully absorbed, as
one of the leading cities of a newly united kingdom, and like Siena, Ghent was the
birthplace of a school of artists peculiar to itself.' This school, however, was broken
and dispersed during the terrible struggles in which the city was continually
engaged in during the sixteenth century. Thanks to unbroken series of archives, a
series surpassed perhaps only that at Siena, and to the industry of modern enthusiasts
in 1 search, the existence, lives, and works of these artists have been gradually
revealed to the world. To the industry of some of the enthusiasts.we also owe the
rescue of Lucas D'Heere, the once famous painter and poet of Ghent, from the
unmerited oblivion which his memory has hitherto been involved.
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The family of D'Heere were artists for generations. The earliest was Andries
D'Heere, a member of the guild of St. Luke at Ghent in 1471. Lucas D'Heere, who
was born at Ghent in 1534, was one of six children of Jan D'Heere, sculptor and
statuary, and Anna Smyters, his wife. Jan D'Heere was the leading sculptor and sta
tuary in Ghent; his works in marble and alabaster were of great merit, and there was
hardly a church or public building in Ghent that did not possess some example of his
art. Unfortunately most of his works perished in the iconoclastic outbreak of 1566.
Anna Smyters came also of a race of artists, and was herself a miniature-painter of
fame and distinction, especially renowned for his miniature and delicate skill in
this art. Such were the parents of Lucas D'Heere.

The family were known to their fellow-citizens by the surname of Mynsheere, or
Mynheere, a very intelligible and doubtless miliar alteration of their name. As a
child, Lucas frequently companied his father on his journeys to the forests and
quarries of Dinant and Namur to obtain the materials for his work, and he learnt to
draw from memory and with rapidity the scenes and objects which he saw. As the
child grew up, Jan D'Heere placed him in the studio of his friend Frans de Vriendt,
better known as Frans Floris, at Antwerpen. The principal artists at Ghent had been
dispersed or ruined by the oppressive edict of Charles V in 1540; this explains why
Jan D'Heere was compelled to go outside the city for a good master for his son.

Frans Floris was the leading artist of that Flemish school which bridges the interval
between the old school of the Van-Eycks, Memlinc, and Van der Weyden and the
future school of Rubens and Vandyck. Floris had acquired some of the great
qualities of the Italian painters and with a steadier head might have been one of the
great painters of the world. Under him the young D'Heere made rapid progress,
and soon became almost a rival of his master in breadth and facility of execution.

When quite young, perhaps at the instigation of Floris, he started on a round of
travels. He visited France, where he was employed by Catherine de Medicis on
designs for tapestries and similar works, and also England, where he was patronised
by Queen Mary and Philip II of Spain, whose portraits he painted. The portrait of
Mary in the library of the Society of Antiquaries is dated 1554, and there is a double
portrait of her and Philip in the collection of the Duke of Bedford at Woburn Abbey.

In 1559 Lucas D'Heere was back at Ghent, and with his father was employed to
execute the necessary decorations for the Chapter of the Order of the Golden Fleece’
held by Philip II in the Cathedral of St. Bavon on July 23rd of that year. The occasion
was one of historical interest; it was the twenty-third, and, as it turned out, the last
chapter of the order ever held, and the principal personages who assisted at this
ceremony were destined to play the most thrilling roles in the great drama of the
struggle for liberty and religion between the Netherlands and the Spanish Inquisition.
Philip II, Alva, William of Orange, Egmont Horn, were among the brilliant group of
knights who assembled within the choir of St. Bavon on that day. The blazoned
armorials, which were painted on panel by Lucas D'Heere and adorned the stalls of
the knights on this occasion, still remain in the cathedral, mute memorials of this
gorgeous prelude of the terrible events that ensued. In a side chapel there still hangs a
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large painting executed for the occasion representing «The Queen of Sheba before
Solomony, in which Solomon bears the features of Philip.

Notes to the text

' peculiar to itself — o6nadaiowasn céoumu cobemeentbiMu XapakmepHvLMu
uepmamu.

? the Chapter of the Order of the Golden Fleece — Konepeeayus uneros
Opoena 3onomozo-Pyna.

Expressions to be memorized

newly united — HegaBHO 0ObEeIMHUBILIEECS

to be engaged (in) — ObITh 3aHATHIM YEM-JIN0O0, 30. TOCTOSHHO BECTU OOPHOY
once famous — HeKoOrja 3HaMEHUTBIN

the leading sculptor — rnaBHbI, BeIyIIMi, CaMblil BBIIAIOLIMINCA CKYJIBITOP
to be of great merit — oGagaTh 6OJBIIMMH TOCTOMHCTBAMU

to come of a race — poUCXOIUTH U3 POJIA

a painter of fame and distinction — BbeIgatoUIiCS ¥ 3HAMEHUTBIN XY0KHUK
renowned for something— n3BecTHbI yeM-1100

to draw from memory —pucoBaTh 10 IIaMATH

to go for a good master — nMCKaTh XOPOLIErO YUUTENS

under him — oz ero pykoBoJCTBOM

to make rapid progress — ObICTpPO Je/1aTh YCIEXH

facility of execution — JierkoCTh UCTIOJIHEHUS

when quite young — enie coBceM MOJIOIbIM YEJI0BEKOM

to start on a round of travels — oTnpaBuThHCA MyTEIECTBOBAThH

to be back at some place — B03BpaTUThHCS Kya-HUOYIb

to be of historical interest — npeaCcTaBJISITh HICTOPUUECKUI HHTEPEC

as it turned out — xax oxa3anoch

they were destined to play roles — uM ObLTO CyXA€HO ChITPaTh POJIb

for the occasion — 1151 JanHOTO Cly4ast

to bear the features (of) — umMets cx0ACTBO ¢ KEM-THOO

Exercises
1. Give English equivalents for the following words and expression:

yKpamiath CTeHbl cO00pa, MPUCYTCTBOBATh HA LEPEMOHHUH, HAXOIUTHCS MO YbHUM-
JI100 NOKPOBUTENBCTBOM, IbIIIHAS IPOLECCHs], 3a0BEHHE, MaMATHUK, IOTH0aTh, K
HECYACThIO0, IOCTENEHHO, IPUOOpPETaTh MACTEPCTBO, JIEFTKOCTh UCIIOJIHEHUS;

2. Insert suitable prepositions and translate the sentences into Russian:

1. Lucas D'Heere was employed by Catherine de Medici—designs for tapestries.
2. As a boy, Lucas D'Heere could draw — memory.
3. In Antwerp Lucas D'Heere studied - Frans Floris.
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4. Anna Smyters was renowned — her skill in miniature painting.

5. This isa work — great merit. 6. Lucas' parents came — a race of artists.

7. They have been artists — generations.

8. He developed a manner of painting peculiar — itself.

9 Frans Floris was an artist fame and distinction.

10. Some years later Lucas D'Heere started —a round of travels. 11. Lucas D'Heere
almost surpassed his teacher — facility of execution.

3. Give English equivalents for the Russian expressions in brackets:

1. (Hexorna npekpacHoe 31anue) is now lying in ruins.

2. When I entered the room I saw that she (Obu1a 3ansTa) in a conversation with our
teacher

3. (Kak oka3zanoce) the manuscript had perished in the fire.

4. Owing to his industry the young painter (0bICTpO J1€7aJ1 yCIIEXH).

5. (MM 651710 cyxaeno) to play an important role in that tragic event.

6. This is (HeJTaBHO BBICTPOEHHBIN JIOM).

7. The portrait (umeet yepthl) of the artist himself.

8. Lucas D'Heere (mpomcxommn wu3 poma) where there had been artists for
generations.

9. In Leningrad there are many buildings (koTopble NMpeaCTaBASIOT UCTOPUUECKUIN
UHTEpEC).

4. Answer the following questions:

1. What do you know about the parentage of Lucas D'Heere?

2. Where did he accompany his father as a child?

3. Why was Jan D'Heere compelled' to go to Antwerp for a teacher for his son?

4. What place does the Flemish school occupy in the history of painting?

5. What did Lucas D'Heere do in France and in England?

6. What did Lucas D'Heere paint in the Cathedral of St. Bavon and for what
occasion?

Vocabulary to be memorized

acquire — npuoOpeTaThb

adorn — ykpamarb

alabaster — anebactp

alteration — u3meHeHue

armorials — repObl

assist — MpPUCYTCTBOBATh

attempt — nmonsITKa

blazoned — ykpamieHHbIli  repajibIUYeCKUMH 3HaKaMU
brilliant — GnecTsmmia

cathedral — cob6op
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chapel — gacoBHs

choir — xopsI

decorate — ykpamarhb

decoration — ykparieHue, pociuch
delicate — u3SIIHBIN, TOHKUH

design — pucCyHOK

distinction — U3BECTHOCTh, HHJIUBUAYAJIBHOCTD
double — mapusbIit

employ — Hcnonap30BaTh, HAHUMATh

be employed — ObITh HAHATHIM; OBITH 3aHATHIM YEM-THOO
execute — BBITIOJIHATh, HCIOJIHSTh
existence — CyIIeCTBOBAHUE

fame — cnaBa

familiar — npuBBIYHBIN

famous — 3HaMeHUTBIN

formerly — panee

frequently — yacto

generation — MOKOJICHUE

gOrgeous — MbIIIHbIN

gradually — nocrenenno

industry — npuiiexxanue, Tpya
intelligible — nmoHsATHBIN

knight — peItiaps

memorial — naMaTHUK

merit — 3aciayra, JIOCTOMHCTBO
miniature — MUHHATIOpPA
miniature-painter — MHUHHATIOPHUCT
minute — AeTadbHBIN, 30. TOHKUU

mute — HEMOM, O€3MOJIBHBIH -

oblivion — 3a0bITHE

panel — manenb, AepeBsiHHAS JOCKA
patronise — MOKPOBUTEILCTBOBATh
perish — noru6ate

possess — 00J1aaTh

principal — riaBHbIN

quality — xaudecTBO

renowned — MpOCIIaBIIeHHbIN, U3BECTHBIN
reveal — OTKpbIBaTh, 0OHAPYKUBATh, /IETaTh H3BECTHBIM
rival — comnepHuk

skill — macTepcTBO

stall — cunmenne, T1EpKOBHAs  CKaMbs
statuary — CKyJbIITOp, BasTC/Ib

surname — (aMuius, MPO3BHILE
surpass — MPEeBOCXOIUTh
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tapestry — rooeinen
unfortunately — k HecyacTbio

Text IV

The Discoveries in Crete

The covering up of a complex of apartments on the north-east, and the
simultaneous submergence of many floor deposits, mean that Middle Minoan III,
like the two preceding periods, was closed by a general catastrophe. The Late
Minoan I that succeeds it is the period of many of the masterpieces of Minoan art
already described. The villa of Hagia Triada, with its steatite vases, cat and bird
fresco, and sarcophagus with the sacrificial procession, is to be placed here. So
probably is the royal draughtboard of the palace of Knossos. The linear writing of
Class A is now in regular use. Bronze swords have succeeded the daggers whose
blades have been gradually lengthening during the Middle Minoan period.
Naturalistic designs are still dominant, not only in the carved work of Hagia Triada,
which gives us such vivid pictures of human life in peace or war, but in the flower
and shell designs of the painted vases. The white on dark of the last period has now
given place to a dark on light, and we find brown or red designs on a ground that
varies from buff to a yellowish pink. A good example is a tall slight «filler» from
Zakro, with its shells and sea? anemones, and an almost identical vase, made,
probably by the same artist, from Palaikastro. There is a blending of the two styles in
a still more beautiful vase from the Lakkos or pit at Zakro, on which a delicate
design of waving water-lilies is painted in white upon a red-brown slip. The curious
point about this white design is that it was painted after the rest of the vase, with its
red-brown ornament upon a pinkish clay, had already been fired and glazed; itself it
was never fired, glazed or varnished, but, as its discoverer, Mr. Hogarth, tells
us, can be removed with the lightest touch of the fingers. Another simple design of
the period is that of reeds or grasses, such as are found on the graceful «flowerpots»
from Phylakopi in Melos, in which the small hole pierced through the base suggests
that this is not only a convenient name for describing a shape, but that they were
really used as pots for plants. Phylakopi indeed shows other close connections with
the art of this period, as it did with that of its predeccessor, and the latest elements in
the second city are contemporary. The Shaft graves at Mycenae too, begin in this
period, and stretch on into the next. It is the first time that the word «Mycenaean»
can be legitimately introduced into our story.

With Late Minoan II we reach the great architectural period of Minoan art, the
period of the Throne Room and the Basilika Hall of the Royal Villa, the period of the
great scheme of fresco wall decoration which survives to us in the Cupbearer and the
groups of spectators watching the Palace sports. Whole areas, were covered with
stone carvings or painted plaster. The plaster-work varied from the sculpturesque
high relief of the Bull's Head, and the low modelling of the King with the Peacock
Plumes, to the more usual flat-surfaced frescoes. These were either life-sized, like the
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Cupbearer, or miniature, like the scenes from the Palace sports. The two kinds of
fresco seem to have been freely used side by side on the same wall, and were
framed in decorative designs of wonderful variety, in which lozenge and zig-zag and
fishscale and tooth and dentil ornament played their part along with triglyphs and
rosettes and every kind of spiral. Even the decoration of the most characteristic vases
of this period shows the influence of the architectural spirit, their rosettes and
conventional flowers being imitated from the fresco borders and stone friezes of the
Palace. Naturalism, where it survives in pottery, borrows its flowers and birds and
fishes from the scenes depicted in the frescoes themselves, just as the more
conventional style borrows from their decorative framework. On all vases alike the
last traces of po-lychromy or of a monochrome light design on a dark ground have
disappeared. We have now what used to be called the «best Mycenaen» style of dark
on light; the design being of a lustrous glaze varying from red-brown to black
according to the success with which it hides what is beneath it; while the ground is
buff clay slip polished by hand on the terracotta body of the vase.

Expressions to be memorized

to be in regular use — 1cn0JIB30BaTHCSI MOCTOSIHHO, IUPOKO, KaK MPaBUIIO to give
place (to) —ycrynars MecTo

the curious point about something — mo0omnbITHAasE 0COOEHHOCTH YeT0-THO0

the rest of — ocranpHas yacTb

side by side — psom, 60k 0 60K

to be framed (in) —ObITh OKaliMIIEHHBIM

along with — Bmecre c..., Hapsay C...

just as — TOYHO TaK Xke, KaK

alike — ouHaKOBO, B paBHOM Mepe

Exercises

1. Look up the phonetical transcription of the following words and learn to
pronounce them properly:

catastrophe, sacrificial, sarcophagus, draughtboard, sword, convenient, sculpturesque,
polychromy, scene, spiral, triglyph, steatite, bas-relief;

2. Give English equivalents for the Russian expressions given in
brackets and translate the sentences into Russian:

1. The boy's bright eyes spoke of his intelligence (Touno Tak ke, kak) his ready smile
was a token of his good nature.

2. Andersen's fairy tales are enjoyed by children and grown-ups (B paBHO#i cTernieHn).
3. The building shows elements of the old classic tradition (Hapsmy) with features of
the new style.

4. The corner medallions on the facade (okaiimniensr) in wreaths of laurels.
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5. We had better start ahead at once; (octanbHast yacte rpymmsi) will join us at the
foot of the mountain.

6. The hybrid style in English architecture labelled 'King Jamie's Gothic' (ycTymmn
MecTo) to what may be called the English Renaissance.

7. Painting on wooden panels (mmpoko npuMeHsIoCch) since ancient times.

8. (JIrobombITHOM 0c0OEHHOCTHIO) about the finger-ring in our possession is that it is
said to have belonged to Ceasar Borgia and contained poison.

3. Fill in the blanks with a suitable word from the following list:

to remove, to succeed, to precede, to blend, to reach, to borrow, to suggest, to
survive, to introduce, life-sized.

1. A lengthy period of rains _ the short period of sunshine.

2. The Gothic style  the Baroque style.

3. The walls of the dining-rooms in Oxford. University colleges are hung with
portraits of past dons.

4. Only a few monuments have __ to us from that distant epoch.

5. When the dirt was __ from the surface of the picture it became clear that it was an
authentic Goya.

6. The members of the expedition___the place of their destination late in the night

7. In the 17th century a French enameller a new method of producing
imperishable portraits in fusible colours on a metal base.

8. The recent discoveries  that the objects in question are of a much earlier date.
9. It is a well-known fact that conquerors often ~ manners and customs from the
people they have conquered.

10. In this little marine the colours of the sky and the sea are exquisitely .

4. Link adjectives with suitable nouns:

Adjectives: graceful, simultaneous, general, sacrificial, contemporary, con-
ventional.

Nouns: pottery, design, writing, imagination, surface, figure, procession
action, art, aspect, animal, spectator, statuette;

5. Answer the following questions:

1. What facts suggest that Middle Minoan III was closed by a general catastrophe?
2. What masterpieces of art characterize Late Minoan 1?

3. What features are peculiar to that period?

4. What features characterize the pottery of that period?

5. What designs were most popular at that time?

6. When was the great architectural period of Minoan art reached?
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Vocabulary to be memorized

area — MPOCTPAHCTBO, TUIOMIAb
basilica — Oa3zunuka

blade — ne3Bue

blend — ciauBaThcs (0 Kpackax)

border — kaiima, Goparop

borrow — 3aUMCTBOBAaThH

carved — pe3Hoit

carving — pe3bp0a, pe3Hble yKpalieHus
catastrophe — kaTtactpoda

clay — rnuna

close [klous] — Onm3Kkuii, TECHBII

close [klouz]—3akanuuBarhb, 3aKpHIBAThH
conventional — yCJIOBHBIN, TPaIUIIMOHHBIH
curious — JIOOOMBITHBIN, WHTEPECHBIN

dagger — xuHxan

dentil — 3y6uuk

depict — m300paxarth

deposits — oTioxkeHuUs

describe — onuckIBaTh

design — y30p

discoverer — TOT, KTO OOHAPY XM UTO-HUOY I OT discover — oOHapyKUBaTh
draughtboard — mameynas qocka

filler — BopoHka

fishscale — pwiObst uentys

flat-surfaced — c mIoCKo# TOBEPXHOCTHIO
frame — okalMJIATh, OKAHTOBBIBATH, OOPAMIISITH
frame-work — oxantoBka, Oopiop, OKaliMICHHE
glaze—T10OKpBIBATH TT1A3YPHIO

graceful — u3siHbIM

ground — ¢don

grave — moruJjia, 3axopoHenue shaft-grave — maxroBasi Moruia
hide — ckpbiBatTh

introduce — BBOJIUTH

1dentical — UIEHTUYHBIN

lengthen — yuHATH

life-sized — B HaTypaJlbHYIO0 BEIUYHHY

light — cBeTbI#, NeTKHit

linear — nuHEWHbIN

lozenge — pomM0

lustrous — OJrecTAIIMIA, TJISTHIICBUTHIN
monochrome — MOHOXPOMHBIN

pink — po3oBbIit



pit — mraxra, siMa

place — 3/1. OTHOCHTB, IOMEIATH
plaster — mTykaTypka, JEMHBIC YKpalIeHUS
polychromy — monuxpomus
precede — mpeaInIecTBOBAThH
predecessor — mpeaecTBEHHUK
procession — mporeccus

reach — nmocTturarh

relief — penwed high-relief — BrIicOkmit penbed bas-relief - 6apenbed
remove — yJajisTh

rest — ocTaibHas 4acTh, OCTATOK
sacrificial — »&epTBEeHHBI
sarcophagus — capkodar

scheme — cxewma, mIan
sculpturesque — CKyJIbOTYPHBIH
shape — dopma

simultaneous — 0JTHOBpPEMEHHBI
slip — obmuroBKa, aHT00

spectator — 3puUTenb

spiral — cnupanp

stretch — npocTuparbcs

succeed — cneAoBaTh 3a 4eM-JIHOO0
suggest — HaBOJUTH HAa MBICITb
survive (t0) — COXpaHUTHCSH, JTOXKHUTh
touch — mpuKoCHOBEHHUE

trace — cien

triglyph — tpuraud

varnish — nakupoBathb

variety — pasHooOpasue

vary — BapbUpOBaTh

vase — Baza

TextV
Italian painting 1200-1600

No style of art suddenly appears fully developed, like Athena springing from the
head of Zeus. There are always antecedents and contributory elements, the past and
the contemporary. Style, like time, is an «ever-rolling streamy». Therefore before
taking up the study of painting in Italy from about 1200 to 1600, we should
familiarize ourselves somewhat with the major stylistic currents in European art that
contributed to the formation of the painting styles in central Italy and Tuscany
around the year 1200. Otherwise a plunge back to that time might well leave us
confused and lacking in understanding.'

23



We choose as the point of departure’ for our study the period around 1200 not
because there had been no painting in Italy before that time but because certain
events in the political and religious life of medieval Italy about 1200 provided the
impetus for a renewed activity in the arts of architecture, sculpture, and painting in
Tuscany and central Italy. This activity was to reach its climax in the High
Renaissance of the sixteenth century.

There are four styles with which we should have some acquaintance as we begin
our study. The oldest of these is the Classic style, the product of the ancient cultures
of Greece and Rome. It is the ancestor of most later styles produced in Europe no
matter how® changed they may have become from the original. Its roots never died,
but furnished the impetus for many subsequent Classical revivals, one of which we
shall encounter in fifteenth-century Italy. The three other styles present in medieval
Europe at the time we begin our survey of Italian painting were the Byzantine, the
style of eastern Europe, and the Romanesque and the Gothic, the styles of the west.

Classic representational art was primarily concerned with* the human figure as a

physical material entity. This figure, howe-ver, was subjected to a certain
proportional relationship of parts to produce an ideal of physical beauty. This was
best achieved in sculpture and in the representations of the nude male and the
traditionally draped female forms, the nude female figure appearing in later Greek
and in Roman art. The Greek passion for the beauty of form was such that the
drapery, when used, was represented as diaphanous or as if wet and clinging to the
form. This use of drapery to express the form beneath is called functional drapery.
In relief sculpture too, in order to have these ideal figures predominate,” the
composition was kept very simple and there was no indication of environment, the
backgrounds being neutral or tinted with a plain color. A prime example of this type
of relief is the famous Orpheus, Eurydice, and Hermes in the National Museum in
Naples. Like two parts of a parenthesis, the end figures of Orpheus and Hermes turn
to enclose and emphasize the beautiful figure of Eurydice. The major elements of the
Classic style then are natural ideal human forms as the main elements of a compo-
sition, functional drapery, neutral backgrounds, and simple, balanced compositions.

Notes to the text

otherwise a plunge back to that time might well leave us confused and
lacking in understanding — 6 npomuenom ciyuae mvi He cymeem NOHAMb U
oamb
NPABUILHYIO OYEHK) IMMOMY OMOAIeHHOMY 8peMeHU
7 point of departure — omnpasnan mouxa
3 1o matter how ... — be3pasiuuHo Kax, Kak ovl Hu ...........
* was concerned (with) — unmepecosanocw, yoensano enumanue
? in order to have these ideal figures predominate — 0.5 moeo, umo6wr smu
uoeanvuvle Qucypvl QOMUHUPOBATU
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Exercises

1. Give the phonetical transcription of the following words and learn their
pronunciation:

antecedents, contributary, diaphanous, environment, subsequent, emphasis,
emphasize, impetus;

2. Translate the following words and expressions into English using the
text:

NpeANPUHAMATh W3YUYCHHE Yero-au0o, TJIaBHBIM 00pa3oM (B IEPBYIO O4YEpE.b),
criocoOCTBOBaTh OOPA30BAHMIO CTWJIS, TOCJIEAYIONINM, IaBaTh TOJYOK 4eMy-JH0o,
BO3POXKJICHHUE, BCTpEUYaTh, U300Pa3UTEIHPHOE MCKYCCTBO, MOABEPTATHCS YeMY-JTH0O0,
MOTYEPKHUBATh OCHOBHBIE DJIEMEHTHI KOMIIO3UIIMU, OKPYXKaromas 0OCTaHOBKa, JI0-
CTHYb BBICIICH TOYKH PA3BUTHS, TO3HAKOMHUTHCS;

3. Give words of the same root and translate them into Russian:

to represent, to drape, to contribute, to acquaint, to indicate, to emphasize, to
express, active, familiar, new, product, primary, close;

4. Answer the following questions:

1. Why should we familiarize ourselves with the currents in art preceding and
succeeding that which we want to study?

2. What provided the impetus for a renewed activity in the arts of architecture,
sculpture and painting in Tuscany and Central Italy about 1200?

3. What styles in art were present in Europe about 1200?

4. What style is considered the ancestor of most later styles produced in Europe?

5. What features characterize the Classic style?

6. What was Classic representational art primarily concerned with?

7. What is called «functional drapery»?

8. What excellent example of classic relief sculpture does the National Museum in
Naples possess?

Vocabulary to be memorized

achieve — gocTturarb

acquaintance — 3HaKOMCTBO, O3HAKOMJICHUE
ancestor — npeaox

antecedents —mpornuioe, MPeAeCTBYIONIEe
background — 3agHuii ian, GoH, MPEANOCHUIKA
choose (chose, chosen) — BeIOUpaThH

climax — KyJIbMUHAIIKsI, BBICILIAsl TOUKA
contemporary — COBPEMEHHBIN
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contributary — crmocoOcTByOmMM om contribute — crmocoOCTBOBATH
current — TEUEHUE

diaphanous — mpo3pavnbIit

draped — 3aapanupoBaHHBIHI

drapery — MSTKHe CKJIaJIKH; UPOKAs OACIKIA, YIOKCHHAS] MATKUMU CKIIAIKaMU
emphasize — Mmog4epKuBaTh, BBIIEIATH om emphasis — sMdaza, ycuneHue
enclose — 3akiro4aTh, OKpPyX,aTh

encounter — BCTpeYaTh

environment — OKpy»aroias 00CTaHOBKa, cpejia, OKPYKCHHE
event — coObITHE

familiarize oneself (with)—3HakoMuTBCs

female- xenmHa

furnish — naBath

impetus — TOIYOK

indication — o0o3HaueHue

male — mMyxuuHa

medieval — cpeHeBEeKOBbIN

nude — oOHa>KEeHHBIN

plain — OJTHOTOHHBII

primarily — B nepByto o4epe/ip, IIaBHBIM 00pazoM

prime — MPeBOCXOTHBIH

provide — maBaTh

religious — peauruo3HbIN

renew — BO300HOBJISITh

represent — n300paxarh, IPEACTABIATh

representional — u300pa3uTENbHBIHI

root — KOpCHb

subject — MOTYUHATH

subsequent — moce Yy IOIIHIA

survey — o030p

tinted — okpallleHHbI om tint — OKpalMBaTh, Kpacka, IIBET

Text VI

The story of art in the British Isles

Christian art begins in the catacombs of Rome, the first burial-places, and also, on
account of the security they afforded, the primitive churches of the imperial city. The
earliest decoration of the catacombs differed little from that of Pagan tombs, with the
addition of such figures as the Good Shepherd ' or Daniel in the lion's den.
Gradually, however, scenes from the Old and New Testaments become more
numerous, the favourite ones from the Old Testament being those, that were believed
to point most directly to the work of Christ, such as Noah in the Ark, symbolising the
Church, through which believers are saved from the destruction awaiting the world,
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Abraham's sacrifice of Isaac, typifying the sacrifice of Christ; and the story of Jonah,
referring to the resurrection of Christ on the third day. In the catacombs are also the
earliest examples of the Christian use of symbolism, based upon the real or supposed
qualities of animal life, derived in part from the Bible and in part from the fabulous
tales about animals told in the ancient natural histories such as that of Pliny. The
sheep typifies the flock of Christ; the peacock is an emblem of the resurrection, in
accordance with the old belief that its flesh is incorruptible, and that it loses its
plumage in the winter only the more gorgeously to attire itself® in the spring; the fish
is a symbol of Christ, because the letters of the Greek word for fish form the first
letters of the Greek words for «Jesus Christ, the Son of God, Savioury.

It was natural, also, that in the transition from paganism 40 Christianity such
pagan myths and legends as could be interpreted in any Christian sense’ should be
seized upon. The favourite representation of Christ as the Good Shepherd bearing the
lost sheep can be traced to the pagan motive of Hermes, as the god of flocks,
carrying a lamb or kid; and the Legend of Orpheus taming the wild beasts with his
music is used to set forth the power of Christ to subdue the wild passions of the
human heart.

When Christianity received the imperial sanction and spread throughout the
Roman Empire, it carried these art-motives with it, and others were added in course
of time, as one or another dogma received special emphasis.” The vessels used in the
church ritual, the sarcophagi in which the dead were buried, the pictures in mosaic
with which the walls and ceilings of the churches were decorated, ivories in such
forms as book-covers, reliquaries, crucifixes, and images, manuscripts such as
psalters and Bibles, were all decorated with scenes and figures like those in the
catacombs.

Following this symbolism into our own islands, we find that the cross, which,
except as a monogram of the name of Christ did not come into use until the fifth
century, is the first symbol found in them. We have seen it used in the Christian art
of Roman Britain. In Ireland we have found it on the bee-hive cell’ of Skellig
Mhichel; and on the Round Tower of Antrim a cross is carved in relief on a slab of
stone above the lintel of the doorway; the emblem referring in each case to the blood
of the lamb sprinkled upon the lintels of the house doors of the Israelites in Egypt,
and to Christ's words, «I am the door: by Me if any man enter in, he shall-be saved».
With the exception of these crosses the early Irish churches show but little
sculptured ornament, for which we have to look to sepulchral monuments and stone
Crosses.

The belief in the resurrection of the body has led Christians in all ages, as in the
early centuries in the catacombs, to attach great importance to the tomb; although
since there was no belief, as in Egypt, that the spirit remained with or revisited the
body while it lay in the tomb, the tombs of Christendom have not been as elaborate
and as elaborately ornamented as those of Egypt. The figured ornament of the
Egyptian tomb was believed to be of use to the spirit while it remained with the
body in the long home; the figured ornament of the Christian tomb only gives
expression to the faith in which the departed has died, and in which those who have
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erected the memorial live. The earliest sepulchral monuments in Ireland are in the
form of rude pillar-stones, of which 121 are known. They are not peculiar to Ireland,
however, 107 similar stones being found in Wales, thirty — in Cornwall and Devon,
and five — in Scotland, this distribution suggesting that Ireland may be regarded as
their place of origin in the British Isles. They are pieces of hard, volcanic stone,
usually about six feet in length, placed upright in a hole dug in the ground, and are
neither dressed nor squared. An inscription giving the name of the deceased was also
cut in the stone, either in rudely formed Roman letters or in Oghams, a form of
writing consisting of straight lines crossing each other, used by the ancient Irish, or
both forms of writing are used. The inscription often begins with the Latin Hic jacet
(here lies), and is- in either Latin or Irish or both languages. A later series of
monuments consists of dressed stones of such varied forms as erect crosses, cross-
slabs, cylindrical pillars, recumbent cross-slabs, and coped tomb-stones, which are
ornamented with interlaced and spiral patterns derived from earlier pagan art, and
with labyrinthine key-patterns and animal forms with their bodies and different
members interlaced in most grotesque fashion; and at a later date foliage was
similarly employed. The designs were divided into panels and surrounded with a
border. The language and lettering of the inscriptions vary according to the situation
of the monuments. At CLonmacnois there are 179 sepulchral cross-slabs varying in
date, as ascertained by the names inscribed, from A. D.° 628 to A. D. 1273
Considered as art,’ the interlaced and other decorative work shows remarkable skill
in design, but the figure-drawing is extremely rude. We have already seen that in the
bronze age great skill was shown in the designing of geometrical patterns, but that
the representation of animal and human forms was not attempted. The Celtic
Christian artists, in their decorative work, testify to the value® of traditional skill; the
feebleness of their figure-drawing, on the other hand, being accounted for by its
being a mere clumsy imitation of examples imported from the East. Still, the
traditional art became excessively mechanical in character.

Notes to the text

" the Good Shepherd — JJo6puiii [Tacmuips (moapasymeBaeTcs XpHCTOC)

> the more gorgeously to attire itself — ¢ mem, umo6bl euye nviuHee 0OenbCsl

? such myths... as could be interpreted in any Christian sense — maxue

MUQbL..., Komopwvle Mo2u Ovl OblMb NPUMEHEHbL K XPUCIUAHCKOMY YYEHUIO

* received special emphasis — nonyuanu ocoboe 3nauenue

> bee-hive cell — noaykpyenas xenvs, umerowast GOPMY yiIbs B MOHACTBIPE
Ha rope cB. Muxanna B Upnananu

®A. D. (Anno Domini) — waweti spui; cp.: B. C. (before Christ) — do Ha-

weu 3pul

" considered as art — ¢ xydoacecmeennoii cmoponsl; 6YKB, paccmampusaempie

KaK UCKYCCmMe0

® testify to the value — ceudemenvcmeyrom o kauecmee, dOCmMoOUHCMBAX
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Expressions to be memorized

in course of time — ¢ TeueHreM BpeMeHU

to come into use — HayaTh NPUMEHATHCSA

but little — mums HEMHOTO

to look to — oOpamarbcs K ...

to attach importance — npugaBaTh 3Ha4YCHHE

to be of use — ObITh NOJIE3HBIM

to give expression — BbIpaxarb

in length — B myuny, AyivHOM ,

in character — no xapakrtepy; cp.:in manner - MmaHepe in style — o crTuio

Exercises
1. Fill in the blanks with a suitable word from the following list:

to afford, gradually, to point (to), to trace (to), to erect, similar, to ascertain, to
attempt, extremely, to account (for), fashion, interlaced;

1. The Emperor Justinian ___ the remarkable church of Hagia Sophia at enormous
expense.

2. The old pagan myths  began to be interpreted in a Christian sense.

3. Some experts had been consulted in order  that the picture was authentic.

4. The poor state of the frescoes  to their having been exposed to dampness.

5. The fact that his sculptures lacked vigour and individuality =~ Warrington
Wood's failure to become a great artist.

6. On a stormy night the little hut high up in the mountains ___ a shelter to the
weary traveller.

7. A design of  patterns can be met with in Byzantine manuscripts of the
sixth century. 8. Early potters produced their ware in a very primitive .

9 It is sometimes___ difficult to establish the exact date of a find.

10. The standing figures in Byzantine miniatures can be ~ to the ancient Greek
statues of philosophers, poets and orators.

11. Youneed not even  to finish your work in so short a time.

12. The belief in the resurrection of the body could have  for the importance
attached to the tomb.

2. Give words of the same root and translate them into Russian:

to save, pagan, Christ, to believe, sepulcher, feeble, to bury, to inscribe, similar,
certain, distribute, gorgeous, round;

3. Translate the following sentences into Russian:

1. I hope these books will be of use to you.
2. The wall surrounding the Kremlin is 2,5 km in length.
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3. The copy of the manuscript is so marvelously executed that it differs but little
from the original.

4. The custom of placing a cross on the tomb must not have come into use in Britain
until the fifth century.

5. To understand some peculiarities of Van Gogh's art one should look to the early
years of his artistic career.

6. These miniatures are exquisite both in style and execution.

7. At first I did not attach importance to the man's words.

8. Many ways and customs disappear in course of time.

9. In his landscapes Constable gave expression to his love of English natural beauty.

4. Answer the following questions:

1. Where did Christian art originate?

2. What scenes of the Old Testament were mostly selected for the decoration of the
catacombs?

3. What examples of early Christian symbolism can you give?

4. How were pagan motives made use of in Christian art?

5.What belie fed early Christians to attach importance to the tomb?

6. What did the earliest sepulchral monuments look like?.

7. What points to the fact that their origin is in the British Isles?

8. What sepulchral monuments were being used in later times?

9. How were these monuments decorated?

5. Think of other questions you can put to the text.
Vocabulary to be memorized

accordance — COOTBETCTBUE

in accordance with — B COOTBETCTBUH C...

account (for) — o0BsicHATH on account (of) — u3-3a, Mo MpuYNHE
afford — naBath, mpencraBisTh

ascertain — yCTaHaBJIMBaTh, MOATBEPKIATh

attempt — nIbITaThHCA

bear — HecTH

beast — 3Beph

belief — Bepa

Bible — oubnus

book-cover — 0010)KKa KHUTH

border—xkaiima, 6opatop

burial-place — mMecto nmorpedenust om bury — XOpOHUTH
carve — pes3arhb

catacomb — karakomba

Christ — Xpucroc

Christendom — XpuCTHaHCKUN MUD

Christian — xpucTHaHCKUI
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Christianity — XpHCTHaHCTBO

coped tombstone — kpbITasi, HaArpOOHAs TUIMTA, TAMATHUK
cross— 1. kpecT, 2. nepecekaThb

crucifix — pacnsitue

destruction — rubens, pa3pynieHue

differ (from)—otnuuaTtecs

dig (dug, dug) — xomnath

directly — HemocpeacTBeHHO

dress (a monument) — nurdoBaTh, 0OTECHIBATH
distribution — pacmnpeaenenue, pacnonoxenue om distribute — pacnpenensrs,
pacroJiaraTh

elaborate — n3bICKaHHBIN

elaborately — TiaTenbHO, H3BICKAHHO

erect — BO3IBUTATh

excessively — upe3mepHo

extremely — 4pe3BBIYATHO

faith — Bepa

fashion — manepa, obpa3

feebleness — cmabocTh

figure-drawing — n300pakeHue KUBBIX CYIIECTB
gorgeously — TBINIIHO OT gorgeous — MBIITHBINA
gradually — mocrenenno

image — UKOHa, o0pa3

inscribe - HaAMUCHIBATH

inscription—HaAnuch

interlaced — cruteTeHHBIN, NTepeIIeTeHHBIN
1vories — HU3JeUsl U3 CIIOHOBOM KOCTH
key-pattern — npsiMOYTOJIBHBIN y30p

memorial — naMsTHUK

monument — MaMSTHUK

NUMErous — MHOTOYHCIIEHHBIN

origin — MPOUCXOXKICHUE

pagan — sI3bIYECKUI

paganism — sI3IYECTBO

passion — CTpacTh

pillar — cTon0, KomoHHA

point (to) — yka3bIBaTh

psalter — mcanTeIphb

qualities — cBO¥CTBa, YEPTHI

recumbent — B HAKJIOHHOM TIOJIO’KEHUH

refer — oTHOCUTBCS K yeMy-T0OO

reliquary — paka, KoBYer, rpoOHHIIA
remarkable — 3amedaTenbHbIN

resurrection — BOCKpPEIIICHUE

rude — rpyObIii

rudely — rpy6o

sacrifice — >KepTBONPUHOILIEHHUE
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save — cracarb
Savior — Crnacurenb

sarcophagus—capxodar

security — 0€30IMacHOCTh

sepulcher — rpoOHumIIa , MOTHIA

sepulchral — MoruapHBIN, TOTpEeOaTHLHBIN

set forth — 30. moka3pIBaTh

similar — mogo0OHbIH, CXOIHBIN

similarly — cxomgabiM 00pa3om

skill — macTepcTBO, JTOBKOCTH

slab — mnTa

spirit — nyx, aymia

square —TmpuaaBaTh (GopMy MPSIMOYTOIHHUKA, KBaJpaTa
straight — mpsmMoii

subdue — cMupsTH

surround — OKpyXaTh

symbolize — cUMBOJIM3UPOBATH

tame — yKpoIaTh

Testament — 3aBeT; Old ~ — Berxwuii 3aBeT; New~ — HoBBbIi1 3aBeT
trace (to) — mpociiexxuBaTh be traced to — BOCXOJIUTH K...
transition — mepexon

upright — B BepTUKaIBLHOM TIOJIOKEHUH

vessel — cocyn

wild—naukuit

Text VII

Paul Gauguin

The life of Paul Gauguin was so crammed with adventures all kinds that even a
matter-of-fact account cannot decrease its? dramatic interest. He was born in Paris in
1848, the year of the second French Revolution; but when reaction took over again1
a little later, his father, a liberal journalist, had to go into exile.” Paul Gauguin was
three years old when his parents took him to Peru, the president of that country being
a relative of his mother. The child's father died on the voyage,” and his mother
remained in Lima for only four years. Back in France the boy was raised in Orleans
until, at seventeen, he went to sea as an apprentice in the merchant marine and
sailed back, and forth across the Atlantic Ocean between Rio and Le Havre. After the
French defeat in 1871, and the death of his mother, he gave up the sea’ and took a
position’ in a broker's office in Paris.

For eleven years Gauguin followed a successful business career.’ In 1873 he
married a young Danish girl, leading with her and their children a pleasant,
comfortable life. Occasionally, on Sundays, he painted as an amateur, though he was
ambitious enough to send a landscape to the Salon of 1876. But, unwilling to follow
academic precepts, Gauguin soon began to haunt exhibitions’ and art galleries. His
amazing instinct immediately attracted him to the then still scorned and ridiculed
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works of the Impressionists, whose canvases he not only admired but also bought. It
was not long until he became acquainted with Camille Pissarro, always easy to
approach and ready to help beginners. Pissarro introduced him to Cezanne and Degas
and arranged for Gauguin to show his timidly Impressionist paintings in the
exhibitions of their group in 1880, '81, and '82. His body and soul now consecrated
to painting, Gauguin no longer lived except during his hours of liberty from the
office. Relying upon his modest savings and his lucky star, he suddenly decided in
1883 to abandon the bank® and take up painting «every day». He moved with his
wife and five children to Rouen, where Pissarro was then working, bus soon found
living there too expensive. Madame Gauguin was able to persuade him that an easier
life awaited them in Denmark with her relatives. She hoped above all’ that the in-
sistence of her family would induce her husband to resume his profitable business
career. But the sojourn in Copenhagen turned out to be a complete failure.
Gauguin was unsuccessful both as a representative for a commercial firm and as an
artist. An exhibition of his work was forced to close after only five days.
Discouraged and penniless'® Gauguin left his family in Copenhagen and returned to
Paris in the summer of 1885. He obtained employment as a bill-poster in Paris
railway stations, but ill health forced him to stop work and spend several weeks in
hospital. Yet no misfortune, no poverty, could induce him to abandon his art.
Early in 1886 he moved to the small village-of Pont Aven in Brittany, where he
found peace, new subjects, and credit at the inn. When he returned to Paris late that
same year, he met Vincent Van Gogh who greatly admired him.

Overcome by an irresistible desire to escape, Gauguin resolved to leave for
Martinique. First he landed in Panama and worked as a common laborer with the
diggers of the Panama Canal, to earn his passage to the islands. He immediately
fell in love with the exotic beauty of Martinique and infused his Impressionist
work with some of its tropical colors. But, unable to endure the climate, he obtained
passage home as a sailor and late in 1887 returned to France, sick and exhausted.
Once more he went to live in Pont-Aven, where he soon met a young friend of Van
Gogh's, Emile Bernard. Under his influence, he now gradually broke away from
Impressionism and adopted a bolder style, somewhat inspired by Japanese prints,
with radical simplifications of drawing, brilliant, pure, bright colors, an ornamental
character of composition, and willful flatness of planes'' — a style which he called
Synthetism.

At the insistence of Vincent van Gogh, and with the financial help of
Vincents's brother Theo, Gauguin left Pont-Aven in the fall of 1888'* to join Van
Gogh in Arles. But their divergent temperaments and opinions soon caused the two
friends to quarrel violently. Van Gogh suffered a nervous breakdown," followed by
an at-tack of insanity during which he threatened Gauguin's life. After Van Gogh had
been taken in a serious condition to the public hospital in Aries, Gauguin left
hurriedly for Paris, and thence again for Brittany.

Gauguin's new style attracted the attention of several young painters in Pont-Aven
and he slowly gathered a small group of followers around him. Yet his modest
success was not accompanied by any material benefits. The dreariness of his
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situation once more stirred in Gauguin the irresistible desire to seek out faraway
lands, despite the failure of his trip to Martinique. At the end of 1890, he went back
to Paris to prepare for a voyage to Tahiti, dreaming of life under palm trees and a
tropical sun.

Living in the jungle of Tahiti, Gauguin set out to work feverishly, his

imagination tremendously stimulated by his lovely and peaceful surroundings. His
will to simplify forms as well as his arbitrary use of colors, combined with his
literary aspirations, gave his work its decorative stamp. Thus the novelty of
Gauguin's art consisted not only in his subjects but also in his conception of these
subjects, in his efforts to reconcile the barbarous character of Maori i1dols with the
sensitivity of a European artist.
...the first few month in Tahiti, Gaugum's enthusiasm was once more supplanted by
bitter resignation; hunger and poverty again became his daily guests. He fell ill and
spat alarming quantities of blood. Finally, in desperation, he begged to be taken
home. The French government repatriated him in the summer of 1893. In Paris
unexpected news awaited him: an uncle in Or/leans had left him a small legacy, and
Gauguin was able to spend money liberally, if only for a short while.'* He held a
comprehensive exhibition which met with little success, rented a large studio
where he lived with an Indonesian girl, gave receptions, and undertook some short
trips, including one to Copenhagen. He spent the summer of 1894 once more in
Pont-Aven, accompanied by his young mistress. Some slighting remarks addressed
to the strange couple involved him in a brawl with several sailors during which his
ankle was broken.

During his sleepless nights Gauguin now again abandoned himself to his
favorite dream:"’ life in the tropics. In spite of his harassing experiences, of hunger
and illness suffered in the South Seas, he decided to return there, this time forever.
Disposing of everything he owned at public auction '® (though he had to buy back '’
most of Ms pictures so as not to let them go for ridiculous prices), Gauguin got
ready to leave in the spring of 1895.

The fate that awaited him in Tahiti was no more pleasant than the one he had
met there before. He worked only between trips to the hospital, accumulated debits,
was grief-stricken at the news of the death of his favorite child. Eventually in 1898
he went to hide himself in the mountains and attempted suicide, but unsuccessfully;
even death did not want him. Meanwhile in Paris the dealer Ambroise Volland began
to take some interest in Gauguin's work, exhibited his paintings and offered him a
contract which guaranteed him at least the bare essentials of his frugal life. But now
the painter began to quarrel with the colonial administration until, after several more
sojourns at the hospital, he sold his belongings in 1901 and left Tahiti for the nearby
island of Hiva-Hoa.

Gauguin began to think of returning to France when his health improved and he was
able to paint more frequently. However, he still suffered from heart trouble and from
eczema of his injured foot. Whenever he could not paint, he wrote his memories as
well as acid letters to various local officials, one of whom brought suit against him.
In January 1903, a cyclone destroyed his hut; in March he was condemned to several
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weeks in prison and found himself without means to go to Tahiti for an appeal. Yet
no appeal was necessary. The threat of imprisonment released him to death.'
Gauguin expired on May, 8, 1903, lonely and heartbroken, far from his country, his
family, his friends. But ever since, his paintings have asserted his powerful presence
through-out the civilized world.

Notes to the text

'reaction took over again — BHOBb Hacmynuia peaxyus

“had to go into exile — 6b11 bIHYIHCOCH NOKUHY ML POOUHY

3 on the voyage — & nymu

he gave up the sea — omkasaica om kapvepbl MOpsKa, GYKB. OMKA3ANCA
om Mops.

>took a position — nocmynun na pabomy, 3aHan OOINCHOCHD

Sfollowed a successful business career — ycnewHo 3anumaincsa Kommepye-
CKUMU Oenamu, Obll NPeyCcnesaouum 0ebyom

"to haunt exhibitions — nocmosmHo nocewams gvicmasku

% decided to abandon the bank — pewn yiimu us 6anka

? above all — Gonbuue scezo

“discouraged and penniless —obeckypasicennbiii (ynasuwiuii Oyxom) u 6e3
Koneuxu oenez

a willful flatness of planes — npeonamepennas niockocmuocmeo
uzobpasiceHus

"2in the fall — ocensio (amep.)

Psuffered a nervous breakdown — 3a6onen nepsubim paccmpoticmeom
"if only for a short while — xoms 6v1 Ha kopomkoe spems

abandoned himself to his favourite dream — npedasancs ceéoum
UBTIOONEHHBIM MEUMAHUIM

"disposing of everything 'he owned at the auction — pacnpodas ece ceoe
UMYWecmeo Ha ayKyuoHe

"to buy back — ebikynume

"Sthe threat of imprisonment released him to death — cuepms usbasuna
€20 0m MIOPeMHO20 3aKTIOYEHUS

Expressions to be memorized

back in France — o Bo3Bpamienun B0 OpaHunio

at seventeen — CeMHAATH JIET

to go to sea — OTHPaBIIATHCS B IUIaBAHUE

to give up something — oTtka3arbcs ot yero-nmbo, 3a0pocuTh

it was not long until ... — Bckope, oueHb ckopo

body and soul — Bceii gymon

to take up painting — 3aHATHCS JKUBOIIUCHIO

to move to some place — nepeexarb Kyaa-HUOYIb

to turn out a failure — oka3aTbcs OJHON HEyJaUY€eH, KIIPOBATUTHCS
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to obtain employment — noxyuuts paboTy

to abandon art — oTka3aThCsl OT UCKYCCTBA, 30. OPOCUTH KUBOIUCH

to be overcome by desire — ObITh OXBaUCHHBIM KEITaHUEM

to earn a passage — 3apaboTaTh Ha MPOE3I; CP.:

to earn one's living — 3apaboTaTh Ha )XU3Hb

to fall in love (with) — BIt0OUTHCS, 30. OBITH OYAPOBAHHBIM

to go to live — niepeexarb, NOCETUTHCS

to break away (from) — nopBathb ¢ 4eM-1100, OTOUTU OT YEeT0-IU00

at the insistence — 1o HaCTOSAHUIO

to join somebody — npucoeAMHUTHCS K KOMY-HUOY b, OOBEIUHUTHCS C KEM-JIUOO,
30. mocenuics Bmecte ¢ Ban ['orom

to leave for some place — yexath Kyaa-1160

to attract attention — npuBIcYs BHUMAHUE

to set out to work — Hauarb paboTaTh, IPUCTYNHUTH K pabOTe

to hold a comprehensive exhibition — ycTpouTs 60b11TyI0, PA3HOCTOPOHHIOKO
BBICTAaBKY paboT

to meet with little success — nouru He UMETH ycniexa

to go for a ridiculous price — ObITh IPOJAHHBIM 332 CMEXOTBOPHO HU3KYIO LIEHY
to take interest (in) —uHTepecoBaThCs YeM-JIHO0

Exercises

1. Translate the following words Into Russian, memorize them, and
use them in sentences:

Nouns: account, landscape, exhibition, price, canvas, subject, failure,
aspirations, novelty, surroundings, experience, belongings.

Adjectives:  expensive, amazing, brilliant,  ornamental, decorative,
modest, ridiculous, matter-of-fact, grief stricken, ambitious.

Verbs: to haunt, to admire, to consecrate, to persuade, to infuse, to endure to
attempt, to improve.

Adverbs: tremendously, frequently, eventually;

2. Substitute an English word or expression from the text for the Russian
join in brackets:

1. On returning to his native town the young man (6pocui) his work in the office
and (Hayaa 3aHUMAaThCS KUBOIIKCHIO).

2. In Paris a dealer (3aunTepecoBaics) in Gauguin's paintings.

3. In his lifetime Manet's works (rmoutu He UMeNH ycrexa).

4. Before he (mpuctymaer k pabore) the painter gets his canvas ready.

5. Qauguin's new style (mpunek BHuManue) of a group of young painters.

6. A true artist should give himself (xymio# u Tenom) to his art.

7. It was not-easy for Gauguin (momyuuts padboty) when he returned to Paris.

8. The first exhibition of Manet's pictures (o0ka3anach MOTHOW HEya4EH ).
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9. (OxBaueHHbIl) by a desire to paint Gauguin gave up his business career.
10. Gainsborough's portraits possessed such elegance and charm that (ouenb
ckopo) he became a painter of great renown.

3. Translate the following sentences into English, using the
expressions from the text. Pay special attention to the prepositions:

1. T'oren pommiica B Ilapmxke B 1848 r.

2. BosBparuBmmce Bo @panuuto, ['oren npoxun aecsats aet B Opreane.

3. CeMHaaunaTu JET OH OTIPABHWICS B IUIAaBAHHUE B KAYECTBE YUYEHHUKA B TOPrOBOM
dbrore.

4. B 1883 r. 'oren nepeexai co cBoeil ceMbeil B PyaH.

5. Ilo HacrossHUIO CBOEH eHbl ['oreH nepeexan B Konenrares.

6. T'oren ObT OouapoBaH KpPacoTOM MPUPOIbI MapTHHUKH.

7. Ocenbto 1888 r. I'oren nepeexan u3 nepeBHu IlonT-ABan B Apib, re OH
nocenuiica ¢ Ban ['orom.

8. ITocie ccopsl ¢ Ban ['orom I'oren yexan B [Tapuxk.

9. Ilon BnusrueM bepHapa ['oreH nocreneHHo NophIBAIl ¢ UMIIPECCHOHU3MOM.

10. PacnpomaB Bce CBOE€ MMYIIECTBO Ha ayKIMOHE, [OreH craa TOTOBUTHCS K
0ThE3y BecHou -1895 r.

11. PaGoTel MHOrMX Hempu3HaHHBIX (unrecognized) XyJIOKHUKOB ITPOJIaBAIHCh
3a CMEXOTBOPHO HHU3KYIO LIEHY.

12. Toren ymep B Oousblnoi Hyxzae 8 mas 1903 r.

4. Retell Gauguin's biography using the following questions as an outline
of your story:

1. What do you know about Gauguin's parents?

2. How did Gauguin earnhis living after his mother's death?

3. What can you say about Gauguin's early years?

4. How did he get acquainted with the art of the Impressionists?

5. What decisive step did Gauguin take in 1883?

6. To what city did he move with his family?

7. Why was Gauguin forced to leave Copenhagen and return to Paris in the summer
of 18867

8. What was the reason of Gauguin's leaving for Martinique?

9. Speak about Gauguin's friendship with Van Gogh and what put an end to it. 10.
Describe Gauguin's life in Tabhiti.

11. What can you say about Gauguin's last years and death?

12. Describe Gauguin's career as a painter.

13. What features characterize Gauguin's style which he called Synthetism?

Vocabulary to be memorized

account — OT4YeT
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adopt — nmpuHUMAaTh, yCBanBaTh

amateur — JFOOUTEINb

amazing— yJAMBUTEIbHBIN

ambitious — 4ecToMOOUBBIN

apprentice — y4EHUK

arbitrary — TpOW3BOJIBHBIN; 30. CBOCOOpa3HBII
arrange — ycTpanBaTh

aspiration — CTpeMJICHHE, CKJIOHHOCTh
assert — yTBEpKIaTh

attempt — nbITaThCsl, JA€JIaThb IIONBITKHA
attract — IpuBJIEKaTh

benefit — mosb3a, BeIroga

bold — cmemnbrit

canvas — KapTHHa, XOJICT

career — Kapbepa

career of a painter — TBOPYECKUHN MyTh XyAOKHUKA
cause — BBI3bIBaTh, MPUYUHUTH
common — IIPOCTOU

complete — MONHBIN, COBEPUICHHBIN
comprehensive — pa3HOCTOpOHHUY
conception — MOHUMAaHUE, 3aMBICEIT; 30.
BOCTIPHSITHE

condemn — oCyXIaTh

consecrate — I1OCBAILATh

consist (in) — coCTOSATL B 4YeM-TH00
dealer — Toprosen

debt — monr

decrease —yMeHbIIIATHCS

defeat — mopakeHue

desperation — oT4asiHUE

divergent — pacxopsmiuecs, 30. MPOTHUBOIOIOXKHBIC
dreariness — OecripocBeTHOCTh om dreary-mpadHbIit
effort — ycunue

endure —reprieTb, BHIHOCUTD

eventually —B KOHIIe KOHIIOB

exhausted — u3myueHHBIH

exile — m3rnanue

expensive — J0poroi

experiences — UCIbITaHUS

force — BBIHYXIATh

frequently — wacto

grief-striken — yOuThIil ropem

improve — yiy4marb (cs)

induce — BBIHYXX/1aTh



influence — BiusTHUE
infuse — HacpIaTh, HAIMOJHATH Inspiration — BAOXHOBEHHUE
Inspire — BJAOXHOBJISTh
lovely — mpenectHbIi
matter-of-fact — cyxo#i,  ¢axkTuueckuit means — cpeacrsa modest — CKpOMHBIN
novelty — HOBIIIECTBO, HOBAaTOPCTBO
Own — BIIAJETh
peaceful — mupHbII
persuade — yOexaaTh
precept — KaHOH, NpPEINKUCaHUE
print — 3cTamili, rpaBrOpa pure — YUCTHIN reception — npuem
reconcile — npuMupsTH
rely (on) —rmomaratecs (Ha)
remain — OoCTaBaThCsA
resume — BO300HOBJISTh
ridicule — BrICMeUBATH
scorn — Mpe3uparhb
sensitivity — 30. BOCIpUATHE
simplification — ynpouieHue
simplify — ynpomats
stamp — OTHeyaTokK, 30. Xapakrep
stimulate — BBI3BIBaTh, MOOYXKAATh
stir — BOJIHOBATbh, BHI3bIBATh
subject —Ttema, Mo1eIb
successful — ycnemnpiii, mpeycreBaroIHii
suffer — cTpanatp
surroundings — OKpyXeHUE
timidly — pobxo om
timid — poOkuit
tremendously — cuiibHO,  4pe3BBIYANHO
undertake — npeanpuHUMaThH
violently — cunbHO
willful — npeanamepenHbIi

Text VIII
Italian painting 1200—1600

At a time when the political and cultural scene in Italy was changing because of
the collapse of the Holy Roman Empire (Romanesque) and the beginning of French
domination (Gothic), it is reasonable to expect and to find a change in the style of the
art of that period. The change had already been perceptible in architecture and
sculpture. Now it was also taking place in painting, in no uncertain terms,’ at the hands
of® a progressive and dynamic personality such as Giotto was. His early search for
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form

had brought him in contact in Rome with painters influenced by. Classical
sculptural traditions. He had also met with sculptors in whose work both Gothic and
Classic traditions were inter mingled. On his return to the north from Rome and
Assist,

Giotto came into closer contact with the new Gothic style in sculpture established
in Tuscany by the Pisani. He must have known the great marble sculptured pulpit
in. Sant'Andrea at Pistoia, begun by Giovanni Pisano in 1301. He must also have
known its creator whom he was to meet again a few years later at Padua: for Giotto's
style at Padua, as we have seen, was to be forcibly influenced by Pisano's sculpture.
Giotto's work in the Arena chapel represents the complete victory of the Gothic style
in Italian painting just as Giovanni  Pisano's accomplishments represent the
ultimate triumph of the Gothic style in sculpture. Some time during the first decade of
the fourteenth century Giotto painted for the church of the Ognissanti in Florence the
huge enthroned Madonna that is now in the Uffizi Gallery. The large-scale proportions
are in line with’ those of the great late thirteenth century Madonna’s already
mentioned. From the indications of the angels' and saints' figures about the throne
wepresume that originally there were extensions to left and right. Giotto represented
the Madonna in terms of Gothic sculpture.” The composition is full of rectangular
lines and few relieving curves, emphasizing the static bulk of the Virgin. The cubical
silhouette contrasts sharply with the curvilinear one of Duccio's Madonnas and adds
enormously to the effect of the physical thereness > of the figure. The flimsy Gothic
canopied throne on which the Madonna sits is scarcely adequate® for the massive
figure supports. Giotto must surely have been familiar with the seated statues of
Arnolfo di Cambio, such as that of Charles of Anjou now in the Museo de'
Conservatori in Rome or those of Pope Boniface VIII and the Madonna and Child
made for the Florence cathedral. These have the same rectangular bulk of form and
similarly looped drapery between the knees that one sees in the Ognissanti
Madonna. The angels kneeling with flower-filled vases at the foot of the throne are
directly inspired by French Gothic ivory figures.

Text IX

The Santa Crose Frescoes

Giotto's style reached its full development in the frescoes of the Bardi and Peruzzi
chapels in Santa Croce, Florence.He had also decorated two other chapels here, the
Tosinghi and .the Giun gi, but those frescoes have disappeared as the result of
renovations. In the Bardi chapel the frescoes represent episodes from the life of St.
Francis painted in three superimposed rows on the right and left walls. In a similar
disposition of three levels in the Peruzzi chapel we see scenes from the life of St. John
the Baptist. on the left wall and from the life of St. John the Evangelist on the right
wall. Santa Croce being the Franciscan church of Florence, it was fitting to
commemorate’ St. Francis in the frescoes of the Bardi chapel. It was also fitting to
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choose stories from the life of John the Baptist in the Peruzzi chapel, John being the
patron saint of Florence.

Although the frescoes of both chapels were gone over and retouched in the
nineteenth century — most of this retouching has recently been removed from the
Bardi chapel frescoes—enough is at hand from which to judge Giotto's late style. We
note a much less rugged treatment of the human forms than had been the case at
Padua.® The proportions are more slender and incline toward elegance; and the
emotions are more muted. Although the scene of St. Francis' death in the Bardi chapel
recalls the Pieta’ in Padua, these changes in form and emotion are patent. The figures
in the Santa Croce fresooes in general are much more related to and contained by the
architecture '° in which they are set. There is an obvious insistencqj on a
symmetrically balanced architectural background even when the figure groups may be
asymmetrically arranged. In the famous fresco in the Peruzzi chapel of the Feast of
Herod, the architecture stretched across the background

Hike a folding screen with re-entrant angles may suggest a sense of recession in
space, a problem that was to be attacked with surprising results by Giotto's
forward-looking pupils Maso and Taddeo Gaddi. But Giotto in this and other frescoes
in Santa Croce maintains a compositional control between the forms and the
architectural backgrounds.

Notes to the text

in 1o uncertain terms — uemo, ONnpeoeeHHO

* at the hands of ... Giotto —3x1. 6 meopuecmee [ocommo, GYKB, 8 pyKax
Jlocommo

> are in line with (amep.) — coomeemcmayiom

? in terms of Gothic sculpture — & mpaduyuu, 6 Manepe 20muueckoll cKyibn-
mypul

? physical thereness — mamepuansrnocme

% is scarcely adequate — edsa iu coomeemcmayem

’it was fitting to commemorate — nodo6aio ymume namsmo

8 than had been the case at Padua—uem ¢ pabomax, evinonnennvix 6 Ilaoye;
uem 2mo owiio 6 Iladye

? Pieta — onnaxusanue

' contained by the architecture — noduunens apxumexmype

" recession in space— nepcnexmusa

Expressions to be memorized

to bring in contact (with) — npuBOAUTH K 3HAKOMCTBY
to come into closer contact — Onvxe MO3HAKOMUTHCS
just as —TOYHO TakK ke, KaK

to add to the effect — yBesmmunBaTh BieyartiieHue

to be familiar (with)— ObITH XOPOIIO 3HAKOMBIM

to g0 over— BOCCTaHABIIMBATh, HOJHOBJISATH

at hand — B. HanM4uK, O PyKOU
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to suggest a sense ... — CO3/JaBaTh OLIYIICHUE
to attack a problem — moaxoauTh K IpoOIeMe, MBITATHCS PAa3PEIIUTh IPOOIEMY

Exercises

1. Form adverbs from the following adjectives by means of the suffix -ly
and translate both adjectives and adverbs into Russian:

enormous, obvious, perceptible, sharp, complete, similar, scarce, direct,
recent;

2. Link adjectives with suitable nouns:

Adjectives: complete, ultimate, perceptible, large-scale, canopied, kneeling,
slender, folding, balanced, flimsy, huge.

Nouns: victory, drapery, throne, triumph, screen, proportions, figure, compo-
sition, change, canvas, clothes.

3. Translate the following sentences into Russian:

1. He was familiar with the place, having been born there.

2. Van Gogh's aspirations to become a painter brought him in contact with the works
of the Impressionists.

3. Raphael's Madonna’s suggest a sense of profound peaceful ness and divine
serenity.

4. Having all his implements close at hand the artist set out to paint the glorious
sunset.

5. Some of those frescoes being gone over, we can get but a poor idea of their
original beauty.

6. Raphael is considered the greatest painter of the Renaissance just as Michelangelo

1s its greatest sculptor.
7. Owing to Pissaro Gauguin came into closer contact with the Impressionists.

4. Translate from Russian into English using expressions from the text:

l. Aurenpl,  TpEKJIOHUBIIME  KOJEHM Yy  TOJAHOXKbS TPOHA,  HABESHbI
TOTUYECKUMH (PUTYpaMu U3 CIOHOBOW KOCTH.

2. MBI MOK€eM 3aKII0YUTh, YTO J[?KOTTO, BEpOSTHO, OBLI 3HAKOM € paboTamMu OpaTheB
[Tu3zano.

3. HoBblii roTndeckuii cTuiib Obl1 yTBEp:KJeH B Tockane Anapea [1u3zano.

4. B Pume MHOTHE XYIOKHUKH HAXOAUJIMCh TIOJ BIIUSIHUEM TPAJULIMI KIIACCUYECKOMN
CKYJIBIITYPBI.

5. Ha crenax kanemisl bapau JI»xotrto n300pa3ui cuiensl u3 xu3Hu Moanna Kpecru-
TEJIs.
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6. O1u ppecku cuiIbHO OOIEKIU U ObUTH ToapaBieHsl B XIX B.

7. CBernoe TmiaThe IEHTPATBbHON (UTYPHI KOHTPACTHO BBIACISECTCS Ha TEMHOM
done

8. B mo3gaux paborax /[XKOTTO TpaKTOBKa 4YeloBEUYEeCKHX (GUryp Oojee yTOHUCHHAs
(refined).

9. Cuena cmeptu cBstoro @panmucka B Kanemwle bapau HanmoMuUHAET MO
xkommno3uiiuu Pieta B [Tagye.

Vocabulary to be memorized

accomplishments — nocTuxeHus, COBEPIICHCTBA

add (to) —yBenuuuBaTh

angle — yron

bulk — macca, maccuBHas gurypa

canopied — ¢ GangaxuHOM om canopy — OagaxuH
collapse — majenue, KpyiieHue

commemorate — YTUTb ITaMATh

complete — MOTHBIN

contrast (with) — KoHTpacTHpOBaTh, KOHTPACTHO BBIACIATHCA
creator — TBOpEII, CO3/1aTeNb

curve — M30THYTas JINHUS

curvilinear — U30rHYThII

disposition — pacnongoxxeHue

domination — rocroacTBo

drapery — ogex/a, yJI0)KeHHasI MTKUMU CKJIQJIKaMU, MATKHE CKIIAJIKH.
Emphasize — noguepkuBaTh, yCUIUBAThH

enormously — 4upe3BbI4aiftHO

enthroned — cupsmias Ha TpoHe

flimsy — nerkuii, TOHKAN, HEMPOYHBIH

foot — nonHoXUE

forcibly — cunpHO

forward-looking — nanpbHOBUIHBIN

huge — orpomusIii

influence — BiusATh be influenced (by) — HaxoauThCA MO BIUSHUEM
Inspire — BAOXHOBIATh be inspired — ObITh HABESHHBIM
intermingle — cmemuBaTh

kneel — npekIOHATH KOJEHU

large-scale — GombI10TO pazmepa

level — spyc, ypoBeHb

looped — cxBaueHHBII y37I0M, MOAXBA4YCHHBIN
mention — yIOMHUHATH

mute — IPUIITYLIEHHbBIN

obvious — O4YEBUAHBIN

perceptible — 3ameTHBII
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presume — npenosaraTh, 3aKI04aTh
pulpit — xadenpa npomnoBeaHUKA
recall — HamomuHAaTH

rectangular — npsMOYTOJIbHBIH
re-entrant — BXOJSIIME BHYTPb
relieve — BHOCUTH pa3zHOOOpaszue
remove — yJajisTh

retouch — moANpaBIATh, TOTHOBJISATH
rugged — rpyObIit

screen — Mmupma

search — moucku

sharply — pe3ko

similar — mom0OHBI

slender — m3sTIHBIN, CTPOUHBIHN
space — IPOCTPAHCTBO

superimposed — pacnoi0OKEHHBIN OJ1H

HaJ APYTUM
support — noaaep>KuBaTh
throne — Tpou

treatment — TpaKTOBKa
ultimate — oxoOHYaTEILHBIN
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Text X

Paris Commentary

Since the formation of the School of Paris, at the beginning of the century, the art of
portraiture has almost ceased to exist in France. By way of comparisonl I reckon
that there must now be no more than one so-called official portrait painter in France
to twenty or more in Britain. Hence the reason why it gives great pleasure, 'stepping
backwards',” as they say in French, to visit the very fine exhibition of portraits of
known and unknown persons, now being held at the Galerie Cailleux. This is
entitled Ames et Visages de France au XVIII-éme siecle?

Here are exhibited portraits of famous people by famous artists, as well as
smaller portraits by smaller painters, nevertheless enchanting in their own way.
Starting from the top we have the portrait, by Boucher, of Madame Favart, the
celebrated actress and wife of the playwright Charles-Simon Favart who got into
trouble with Le Maréchal de Saxe” because he fell madly in love with his (Favart's)
actress wife. There are three portraits by Fragonard, one of which is of Fanfan, his
son. La Jeune Savoyarde’ is a typical example of the sugary portraiture of Greuze
whose irritating problematic studies of children have always left me cold. Another
painter of children who appeals much more is Huet. His Garconnet en bonnet a
plumes 6 (reproduced here) is full of the charm of the 18th century. As for family
groups, there is a rare and striking composition by Lancret wherein, it would appear,
that the gentleman in the centre the happy family group is none other than’ the
author himself.

[...] After this exhibition of 18th century portraits at Galerie Cailleux in the
Faubourg Saint-Honore,® it is stafflui to say the least,” to visit the show at the small
but well appoint Galerie Europe, over on the Left Bank, of recent paintings by
Philip Weichberger.

Not centuries but immeasurable passages of time separate paintings on view at
these two galleries. For Weichberger's compositions, one of which is reproduced
here, are interplanetary by way of subjects.’” He paints sputniks, flying saucers,
atomic reactors, giant missile ranges, and the most weird space machines. One
cannot imply that he lacks vivid imagination!

Weichberger, who is twenty-four years of age, was born in Bremen, but he now
lives and works in Brussels. I was curious to enquire what an artist who paints such
hallucinating, out-of-his-world " compositions had been inspired by at the outset of
his career. While I find natural enough that Weichberger is against action painting'
it is strange, at the same time, that he should admire Poussin, Corot and Manet. He
told me that when he works he forgets all about what he has seen by these orthodox
masters. He creates what he paints or, one could say, he paints the image of his
creations. He invents the world in which he lives, a world which is not inhabited,
hence no figures appear in his pictures. Weichberger draws inspiration for formal
inventions from technical processes. He has an innate sense for lines and their|
arrangement, whether he arranges them in parallel, diverging or intersecting
patterns, form a well balanced composition. As for his palette, he employs subtle



tonalities. At first glance his compositions appear to be merely black and white.
Actually, they are of subtle soft hues, his grey and black varying in remarkable
depth.

Again by way of contrast," there is a very important and car fully retrospective
exhibition of paintings and pastels by Vuillard being held at the Galerie Durand-
Ruel. This will remain open until October. Here seventy portraits, landscapes, still-
lifes and intimate bourgeois Victorian interiors resume the delightful, detached
universe of Vuillard. One of the most typically intime'* compositions is his Lit-
Cage"” (reproduced here), painted in 1902.

What a difference in feeling and expression between the world of Weichberger and
that of the relaxed, gay, carefree age of Vuillard! The former exploits the theme of
wide-open, limitless and alarming space, while the latter does the exact opposite. All
Vuillard's genius is concentrated in giving expression to the dark,; boxed-in,
ambiance intitne'® of the French family in the security of their homes. The enclosed
atmosphere of Vuillard's interiors is-made all the more pronounced'’ by his use of
mat colouring and dry texture of somber hues of the wall-paper, the carpets, curtains,
chairs, screens and bed covers. As far as light is concerned,'® I know of no other artist
who has succeeded with such apparent ease in describing the effect of electric light in
a crowded family interior. The last dated painting (1935) on view at the present
exhibition of La Reliure” is a typical example of his extraordinary feeling for la paix

. 20
et le calme chez soi.

Vuillard's striking simplicity of expression and the manner in which he could
express the maximum with the minimum of means is characterized in his charming,
ever so delicately painted Bouquet de Pensees.”’ This freshly picked bunch of
humble flowers from the back garden, arranged unpretentiously in a vase set in front
of a carafe of water, reminds one of similar spontaneous flower pieces by Bonnard
with whom Vuillard founded the Nabi movement at the turn of the century,”” when
this delightful little study was painted. Much of Vuillard's great qualities can be sum-
med up in the well-known remark made by Maurice Denis, another of the Nabis who,
inspired by Gauguin's advice to paint in flat, pure colours,” said 'remember that a
picture, before being a horse, a nude, or some kind of anecdote, is essentially a flat
surface covered with colours assembled in certain order'.

At the Galerie Durand-Ruel, one feels that here expression is given to the
essence of things and that the painting defines the love of painting.

Notes to the text

' by way of comparison — npu cpasnenuu, Ons cpashenus, 8 ude cpas
HeHUsl

? ‘stepping backwards' — omcmynue nazao, oGpamuswiucs K nPoULIOMY
'Ames et Visages de France aux XVIII-eme siecle— «Qywa u  auya
Opanyuu XVIII eexar

* Le Marechal de Saxe — Mapwian Caxconckuii

> '"La Jeune Savoyarde' — «Moxodas Casoiisipkay

® 'Gargconnet en bonnet a plumes'— «Manbuux 6 wiisine ¢ nepovamuy

” none other than ... — ne kmo unoi, Kax ...



® Faubourg Saint-Honore — npedmecmve Cenm-Onope

? to say the least — no menvuueii mepe

' by way of subjects — no svi60py croocemos

' out of his world — ere peanvrozo mupa xydosxcuxa

2 action painting — memamuueckas scusonuce

" by way of contrast — @ sude konmpacma, kak KoHmpacm

" intime — unmummHbLI

PILit-Cage' — «Cknadnas kposamo»

' ambiance intime — unmumnas obecmanosrka

"7 is made all the more pronounced — ewe Gonee noduepkusaemes, ycyzy6-
Jislemcs

' as far as light is concerned ... — umo kacaemcs céema

"La Reliure'—«O6nooxckay

*%1a paix et le calme chez soi — mup u nokoii y cebs 6 dome

*'Bouquet de Pensees' — «Bykem aniomumblx 2nazok»

*? at the turn of the century — 6 nauaze sexa

* to paint in flat pure colours — nucame NIOCKOCMAMU YUCHIbIX YEEMO8

Expressions to be memorized

an exhibition is being held — otkpsITa BhicTaBKA

in their own way — KaxxJiplii B CBOE€M pOJI€, I0-CBOEMY

to get into trouble (with) — nMeTs HENPUATHOCTH, UMETH CTOJIKHOBEHUS
to fall in love — BitoOUTHCS

to leave cold — ocTaBnsATh paBHOLYIIHBIM

to appeal — HpaBuThCA, 007a4aTh NPUBIIEKATEIBHOCTHIO

full of charm — nosioH oyapoBaHus

paintings on view — KapTUHBI, BbICTABJICHHBIE JIJIs1 0003pEHUs
at the outset of his career — B Hauaje CBOEro TBOPUECKOro MyTH
to draw inspiration — yeprnarb BIOXHOBEHHUE

at first glance — Ha nepBbIi B3I

Exercises
1. Give nouns of the same root:

to create, to imagine, to express, to admire, to inspire, to represent, to invent, to
impress, to arrange, to exhibit, to compare, to compose;

2. Translate the following adjectives and use them as attributes to some
noun:

fine, innate, enchanting, subtle, celebrated, delightful, gay, remarkable, vivid,
striking, carefree, official, interesting, similar, extraordinary, somber, recent, rare;



3. Translate the following sentences into English, using the
expressions from the text:

1. KapTunbl OHrpa ocTaBisitOT MEHSI PAaBHOLYIIIHBIM.

2. BeicTaBka akBapeseil, mactesneid U pucyHkoB nepom (pen and ink) oTkpbiTa B
AKaJeMUH Xya0KECTB.

3. Korpa I'oren npuexan Ha MapTuHUKYy, OH ObUT o4yapoBaH (OYKB, BIIFOOHIICS)
KpacoTOl €€ IPUPOBI.

4. «Iloptper neBouku ¢ nepcukamm» CepoBa IIOJIOH O4apOBaHUS.

5. Buavane kapTunbl MaH? He HPaBUJIUCH ITyOJIUKE.

6. Ha mnepBbIil B3ris] KaKeTcs, YTO KapTHHAM PAaHHHUX HEMEUKHX XYJI0KHUKOB
HEJ0CTaeT YyBCTBA.

7. BacHenoB yepnajl BIOXHOBEHHME JUJISI CBOETO TBOPYECTBA B IPOIIJIOM PYCCKOIO
Hapoxa. 8. Cpean BHICTaBICHHBIX KAPTUH OJHA MPUBJICKJIA BceoOlee BHUMAHHE.

9. Ha BbICTaBKE BBl CMOXKETE YBUJIETh OPTPETHI CTAPBIX MacTepoB. Kaxaplii n3 HUX
CBOErO poja IIEAEBP.

10. B mHavame cBOEro TBOpPYECKOro IyTH l'OreH mnucan KapTHHBI B MaHeEpe
ummpeccuonuctoB. M. B nmocneanue roapl xku3Hu y ['oreHa ObUTM HENPUSATHOCTH C
YMHOBHUKAaMHM KOJIOHHANIbHOTO yrpasieHus (the colonial administration) TauTu.

4. Answer the following questions:

. What exhibition is being held at the Galerie Cailleux?

. Who was Madame Favart, whose portrait was painted by Boucher?

. What French painters excelled in studies of children?

. What is the author's opinion of their art?

. Whom did Lancret represent in the centre of a family group?

. Whose pictures are on view at the Galerie Europe?

. What is the subject matter of Weichberger's paintings?

. How old is Weichberger?

9. Where was he born and where does he live now?

10. Does he paint human figures?

11. Where does he draw inspiration for his pictures?

12. What does he excel in?

13. What tonality does he employ in his paintings?

14. What kind of works represented the art of Vuillard at the exhibition held at the
Galerie Durand Ruel?

15. Is there any resemblance between the art of Weichberger and that of Vuillard?

16. What technique does Vuillard employ in order to make the enclosed atmosphere
in his pictures even more pronounced? 17. What features characterize the art of the
latter?

O IN Nk~ W

Vocabulary to be memorized

apparent — O4Y€BUIHBIN
arrange — pacroJiaraTb



arrange a bouquet — cocTaBIATh OyKeT
arrangement — pacroJIOKCHHE, pacipeieICHUe
balanced — ypaBHOBEIICHHBI
bourgeois — OyprKya3HbIii
boxed in — 3aMKHYTBINA, 000COOIECHHBIH
carefree — 0€33a00THBII
celebrated — 3HaMEHUTHIN
creations — MPOU3BEACHHUS], TBOPEHUS
delicately — ToHKO
delightful — ouapoBarenbHbI, BOCXUTUTETHHBIHI
detached — 00ocoOaeHHBIHI, U30TUPOBAHHBIN
diverging — pacxoasimuiics
€ase — JIETKOCTh
employ — IpUMEHSITh, HCTIOTh30BaTh
enchanting — yapyromuii
enclosed — 3aMKHYTBbIi
entitle — Ha3bIBaTH (O MPOU3BEIACHUN)
extraordinary — yIMBUTEIbHEH, HEOOBIYHBIH
feeling — 4yyBcTBO
gay — BECEJbIU
hue — ToH, IBET
image — obpa3
imagination — BooOpakeHHe
imply — 3aknro4arsb; 30. cka3ath
innate — BpOXKICHHBIN
interior — uHTEephEp
intersecting — nepeceKkaronuiics
lack — wCTIBITBIBATH HEAOCTATOK B YEM-JIHOO
means — CpeJICTBa
merely — npocto
palette — manuTpa
pastel — macrenb
pattern — y3op
rare — peIKumn
recent — HeJaBHUM, ITOCJICIHUMN
relaxed — HeHaIpPsKEHHBIN; 30. JETKUI
remarkable — 3ameuaTenbHbIN
resume — 30. COCTaBJIATh, 3aKJIFOYaTh B ceOe
security — 0€30IacHOCTh
sense — YyBCTBO, ONIYIICHUE
somber — TeMHBIN
startling — omenomisitomuii om startle— orenomis T, mopaxarb
still-life — natropmopT
striking — mopasuTeNnbHbINA
study — aTro11



subtle — ToHKwMi

sugary — CJIalllaBbIi
tonality — TOHaJILHOCTH
vivid — gpkuii



2 Unit 2 Design and Fashion
Text 1

Britain and Fashion

It could be argued that height fashion has been Britain’s most successful visual
art form since the Second World War. In this area Britain is comfortable in the
company of its major competitors: France, the US, Italy and Japan. The Britishness of
British fashion determines its inspirational role, sets it apart and establishes its
identity. British fashion is peculiar to itself.

This a mot surprising success story, as many facets of British culture would
appear to b e antipathetic to the idea of high fashion. The powerful Protestant ethic
traditionally militates against show and excess and willingness to invest capital, or to
indulge in elite luxury, have hardly been national characteristics. The frivolity and
hedonism associated with fashion goes against the perceived grain of Britishness.
This partly explains why the British have never fully recognized, in the way that
others have, the commercial potential and cultural cachet of the high-fashion
industry.

British high fashion has been little supported by government and industry, nor
has it enjoyed the patronage of the wealthy. Paradoxically, Tate-funded art schools
provide the finest fashion training in the world. But, once qualified, British designers
are temped to show abroad, have their clothes made abroad and establish their
reputations abroad. High fashion in Britain is a maverick industry populated with
individual high-achievers, but there is precious little infrastructure.

Exploring the Britishness of British high fashion, this chapter considers the
industry in its historical context and looks at its structure and status. Additionally, it
points up the significance of British art-school training and consider the shift from
haute couture to designer-level ready-to-wear clothing in the post-war years.
British fashion textiles, a topic that deserves its own study, are also mentioned.

It 1s clear that in recent decades British peculiarities have been brilliantly
exploited by fashion designers. Fashion a mirror of socio-cultural trends,
reflecting nuances of the culture from which it emerges. Whether inadvertently
absorbed or fully exploited by fashion designers, national identity offers a route to
product differentiation and makes good business sense. In the order to persuade
buyers and press to include London on their seasonal tour designers have to present
distinctive collections.

It is worth pondering what constitutes the Britishness of British fashion. From
the 1870s, when Britain’s role as the ‘workshop of the world’ was undermined, the
British have increasingly projected a national identity dominated from history need
custom. Some have suggested that the quip about all the oldest British traditions
being invented at the end of the nineteenth century has a lot of truth in it. Britain’s
profile was created not by looking till the future, but to its illustrious past: when the
present is unstable, the past is an obvious refuge.

Britain has effectively been in economic and imperil decline for the whole of
the twentieth century, the period that corresponds with the rise of most cultural forms



of modernism. It was inevitable that the British would attempt to combine tradition
with modernity in order to present themselves in the contemporary world.
Aquintessential feature of British fashion is its preoccupation with historical stile; the
past is reworked and re-presented as the future.

The characteristics of a nation’s cultural product are partly determined by
geography and climate. In his famous study The Englishness of English Art (1956)
Nikolaus Pevsner cite landscape and climate as determinants in the psychological
formation of population. It is perhaps natural that a nation that constantly complains
about its wet weather should become a market leader in rain wear. The landscape and
climate are conducive to sheep farming; it is no coincidence that woolen textiles and
yarn are central to Britain’s sartorial identity. These factors also shape colour
preferences. As Pevsner states, ‘Animals of cold climates are grew, brown and
black- tigers and parrots live in hot climates. So too art will take on a different hue in
the mists of the north and under clear blue skies.’

Explorations of socio-cultural conditions can provide more solid insights, while
high-lighting apparent conundrums. As W.D. Rubenstein, in Past and Present
(1977) points out, Britain is in many ways an anomalous country, being ‘the first
with a bourgeois revolution, the last with an aristocracy; the earliest with a modern
working-class revolution, yet manifesting the least working-class consciousness the
earliest with industrialization, yet the last among the advanced countries to witness
a merger of finance and industry, and so on’. Being the first country to industrialize,
Britain became obsessed with the integrity of the non-industrial environment.
Before the end of the eighteenth century Romantic poets were ruing the effects of an
industrial activity that had barely begun, and the British have been perceptions of
rural life ever since. Britain has been thoroughly urbanized since the late nineteenth
century, yet authentic country clothing and its spin-offs have remained a staple
feature of fashion. The homogenizing effects associated with industrial development
have led to a constant desire for individuality. Underpinning 200 years of romantic
ecapism. Bohemian style and romantic eveningwear, areas in which British fashion
designers excel, eloquently reflect this spirit. Conversely, the British love of
understatement has been perfectly served by a tailoring tradition.

Expressions to be memorized

fashion designer — qu3aitHep KOCTIOMa

high fashion — BeicOKast Mmosa

haute couture — oT KyTIOp

socio — cultural trends — cornabHO-KyIBTYpPHBIE HAPABICHUS
designer — level — nu3aitHepckuii ypoBeHb

post — war years — IOCJIEBOCHHBIE T'OJbI

art — school — mkoma uckyccTB

ready — to — wear clothing — roToBas omexna

seasonal tour — Ce30HHBIHN TYp

workshop of the world — macTepckas mupa

working — class consciousness — co3HaHue paboyero kiacca
non — industrial environment — HENPOMBILIEHHOE OKPYKEHHE



authentic country clothing — mognunaHas onexaa CTpaHbl
U3TOTOBUTEIS

advanced countries — pa3BUTbIE CTPaHbI

distinctive collections — onpeneneHHbIE KOJJIEKIIUU
bohemian styles — 6oremHbie cTUIN

romantic eveningwear — BeUepHss 0JeKJa B POMAaHTHYECKOM
cTHie

colour preferences — IIBETOBOE MPEAIOYTEHUE

Exercises
1. Give English equivalents for the following words and end expressions :

CTWJIb, TOPTHSDKHBIN, COXPAHATh, AW3aliHEpP KOCTIOMA, BEJIMKOJICIHBIM, yKpallaTb,
n300paxkaTh, MOCICBOCHHBIC TOJI, TOTOBAs OJICK/1a, YIIOMUHATH, CIIOPUTh, Pa3JINYaTh,
BOIUTONIEHUE, PUTYypa, YAUBUTEIBHBIN, MPEANOYNTATh, OIOCT, CO3IaHHUE, OTPAXKATh,
IIKOJIA KUCKYCCTB, MTOJJIMHHAS OAEKa CTPAHbl U3TOTOBUTEIIS;

2. Give words of the same root and translate them into Russian :

formation, to produce, industry, psychology, to inspire, populated, natural, to design
infrastructure, woolen, to present, additionally;

3. Translate into English:

1. Bricokast Mmozia B BenukoOputanuu Oblia nojaep>kaHa mpaBUTEIbLCTBOM CTPAHBbI.
2.Moga — 3TO 3epkKano, B KOTOPOM OTPaXarOTCS COLHAIBHO — KYJBTYPHBIC
HaIPABJICHMSL.

3. Korga ponp BenmnkoOpuTanuu Kak MacTepCKOW MUpa cTaja HE3HAYUTEIbHOMH,
OpuTaHIIBl BOIUIOTHIIN B )KM3Hb HALIMOHAIBHYIO UCI0 HCTOPUU KOCTIOMA.

4. OCHOBHOM 4YepTOM OPUTAHCKOM MOJIbI SBISETCA €€ CBSI3bh C HCTOPHYCCKUM
CTHUJIEM.

5. OCHOBHBIE YepPThl HAIMOHAIBHOW KYJBTYPHOM OACKABI YACTUYHO ONPEIEIISIOTCS
reorpadueil ¥ KIMMaTOM CTPaHbI.

6. Byiyun oHO# M3 MEPBBIX MPOMBIIIJIEHHO — Pa3BUTHIX CTpaH, BemukoOputanus
CTaJla BOCCOEMHSTBCS C €CTECTBEHHBIM OKPY>KEHHEM (IIPUPOJIOiN).

4. Find English equivalents for the Russian expressions in brackets :

1. This is a most surprising success story, as many facts of British culture would
appear to be antipathetic to the idea of (BbICOKOW MO/IBI).

2. It is clear that in recent decade British peculiarities have been brilliantly
exploited by ( nu3aiiHepamMu KOCTIOMA ).

3. These factors also shape (11BeToBBIC TTpEATOYTEHUS).

4. Britain has been thoroughly urbanized since the late nineteenth century, yet

(mojyMHHAS oneXaa cTpaHbl mpousBoauTens) and its spin offs have remained a
staple feature of fashion.



3. (boremHble CTMIM M BEYEpHSAsS OJEXkKJa B POMAaHTUYECKOM CTHIIE), areas in
which British fashion designers excel, eloquently reflect this spirit.

6. In order to persuade buyers and press to include London on their (ce30HHBII
Typ), designers have to present ( onpeaeneHHee KOJJIEKLINHU ).
7. Britain is in many ways an anomalous country, being the first with a

bourgeois revolution, the last with an aristocracy; the earliest with a modern
working — class revolution, yet manifesting the least (co3manue pabouero kiacca).

5. Answer the following questions :

1. What is this text about?

2. Why can we speak about the Britishness of British fashion? Is British fashion
peculiar to itself?

3. Why has British high fashion been little supported by government and industry?
4. What is fashion?

5. What is a quintessential feature of British fashion?

6. What feature in fashion are determined by geography and climate?

7. What styles do the British fashion designers excel in?

Vocabulary to be memorized

acme — BBICIIIAast TOYKa
absorb — BOUTHIBATH

adorn — ykpamiarth
antipathetic — aHTUITATUYHBINA, BHYIIAIOIINN OTBpaIlCHUE
argue — CIIOpHTH

arrange — pacrojiarathb

art — ICKyCCTBO

buyer — nokymnareib

bust — 6rocT

clothing ( clothes ) — onexna
decoration — ykparieHue
destroy — yHUUYTOXAaTh
determine — onpenensaTh
distinctive —OTIUYUTETBHBIIN
distinguish —paznuuath
dipose —pacmomnaraTh
embellish —ykparmats
embodiment —BorIoIEHUE
establish —ycranaBnuBaTh
fashion — moma

figure — purypa

flourish — mporBeTaTh

form — ¢popma

influence — BrusiHME

nspire — BIJOXHOBJISITh



major — TJIaBHBIN

mark — oTmMedaTh

marvelous — yJIuBUTEIIbHBIH

maverik — ckutane, Opoasra, TUCCUACHT
mention — ymOMUHaTh

modernity — COBpeMEHHOCTb

prefer — mpeamounTaTh

preserve — COXpaHsTh

preoccupation — 3aHsTHs ( MecTa ) paHblie (Koro — oo )
produce — co3gaBaTh, TBOPUTH

product —co3nanue, TBOpeHUE

purpose — 1eib

psychological mcuxonorudeckuii—
quintessential — oCHOBHOM

reflect — oTpaxatp

represent — IpeJCTaBIATh

resemble — UMETh CXOJCTBO

striking — mopa3uTeabHBIN

style — cTuib

SUrvive — COXpaHsTh

tailoring — MOPTHSIKHBIM

tradition — Tpagums

various — pa3JIMYHbIi, pa3HOOOpa3HBIN
wear — HOCUTh

wealth — GorarcTBo

Text I1

The Unforgivable disadvantage of being English in England

The high-fashion industry as we know it today, with seasonally presented,
designer-led fashions was established in Second Empire Paris (1852-70). British-born
Charles Frederick Worth and his partner Otto Bobergh have been widely credited
with establishing the dominance of the designer, when they founded their fashion
house in 1858. Worth conceived and imposed his own design ideas and in so doing
created fashion unequivocally determined by the designer. Prior to this, highly
skilled dressmakers had carried out the dictates of their clients. With great aplomb
and a shrewd business head, Worth emphasized that his taste the final word.

Worth does the Empress Eugenie wear legendary rise to fame, from fabric
salesman at the London department store Swan & Edgar to the couturier responsible
for the sumptuous crinoline gowns by the Empress Eugenie, has been examined in
depth. It 1s important here simply to record that Worth acquired a prestigious
international clientele and attracted other designers and specialists craftspeople into
the area surrounding his premises in the rue de la Paix. He established good links
with the finest silk manufactures in Lyons, and this symbiotic relationship between
fabric-makers and fashion designers has continued to the present day. In 1868 the



Chambre Syndicale de la Couture Parisienne, still highly influential, was founded in
order to co-ordinate, study and defend the economic, industrial and commercial
interests of this prestigious, burgeoning industry.

From the outset, Parisian haute couturiers were the undisputed international
arbiters of women’s fashion. The wealthiest European and American women
purchased their clothing direct from the couture houses and the rest of fashionable
society looked to Paris for stylistic guidance. This supremacy was promoted at all
market levels: the most exclusive small dress shops and department stores proudly
advertised that they stocked the very latest models from Paris, while others boasted of
their fine copies, available at a fraction of the original price. Highly talented British
designers including Redfern, Lucile and Moluneux were to follow in Worth’s
footsteps, opening branches in Paris and working as part of the haute couture
industry.

In contrast, the top end of the British fashion trade, based in London’s West End,
was dominated by court dressmakers. The very term ‘court dressmaker’
emphasized links with the monarchy, the pinnacle of Britain’s social hierarchy. The
Edwardian period witnessed the heyday of London’s social life surrounding the court.
Queen Alexandra and King Edward VII, even from the days when he has the Prince
of Wales, were great socialites and fashion-setters and did much to consolidate the
importance of court social life.

The coterie of court dressmakers was well-versed in the minutiae of etiquette
and in rigorous sartorial codes of high society. However, it was widely accepted that
on the whole they copied and adapted Parisian models for an elite British clientele.
The ‘season’ played a central role and continues to exert a powerful influence on
British social life and domestic fashion industry, even though 1958 was the last year
that he daughters of the aristocracy were formally presented to the monarch. This
high-profile ceremony served to introduce the young debutante into high society
and, ideally, to find her a suitable husband. From 1928 Queen Charlotte’s Birthday
Ball, a charity event to raise money for the hospital named after its patron, became an
essential event in the debutante’s calendar. This occasion has effectively taken over
the role of the court presentation. The carefully appointed young ladies, all dressed in
white. Curtsey to a huge iced cake in honour of Queen Charlotte. The Balls ceased in
1976 but were revived in 1989.

Expressions to be memorized

fashion house — 1om MozbI

highly skilled dressmaker — BricOKOKBaTH(UITUPOBAHHBINA TOPTHOU
fabric salesman — npoaaBen roToBoil IPOIYKIINU

to be responsible for — GbITH OTBETCTBEHHBIM 32 YTO-JIHOO
fabric-makers — ToBaponpouszBoguTEIN

women’s fashion — >xeHckas mona

court dressmaker — npuIBOpHBIN TOPTHOM

fashion-setters — 3akoHOAaTEIN MOEI

codes of high society — 3aKoHbI BbICIIEr0 00IIECTBA



in the minutiae of etiquette — 3TukeT B MUHHATIOPE

to exert a powerful influence — oka3biBaTh 0OJBIIIOE BHUMAHUE
domestic fashion industry — oreduecTBeHHass MHAYCTPUS MOJIBI
high-profile ceremony — nepeMoHus Ha BBICIIEM YPOBHE

Exercises
1. Give synonyms or synonymous expressions for the following words:

to adorn, design, to create, decoration wide, occasion, dressmaker, to
consolidate, the Ball, patron;

2. Give words of the same root:

to examine, to decorate, to advertise, attraction, to dominate, establishment,
fashionable, influence, creation, direction, skill;

3. Insert suitable prepositions and translate the sentences into Russian:

1. The seasons runs May the end of July and opens the

private view the Royal Academy Summer Exhibition.

2. The top end the British fashion trade was dominated court

dressmakers.

3. The fashion designers founded their fashion house 1858.

4, Queen Charlotte’s Birthday Ball became an essential event the

debutante’s calendar.

5. The occasion has effectively taken the role the court presentation.

6. The wealthiest European and American women purchased their clothing direct
the couture houses.

7. This supremacy was promoted all market levels.

8. The coterie of court dressmakers was well-versed the minutiae of

etiquette and the rigorous sartorial codes high society.

9. Highly talented British designers were to follow Worth’s footsteps,

opening branches Paris and working part the haute couture

industry.

10.  Worth’s legendary rise to fame, fabric salesman the London

department store the couturier, has been examined in depth.

4. Put questions to the text using the following verbs:

to depend (on), to create, to consist (of), to examine, to rise (to), to base (on),
to promote (at), to determine (by), to know, to design, to record;

5. Make up sentences with the following words and expressions:



to be established in, prior to this, to rise to fame, to examine in depth,
fashionable society, stylistic guidance, highly talented, to be widely accepted, in
honour, to be revived, to be promoted at, haute couture industry, design ideas;

Vocabulary to be memorized

advertise — peki1aMHpoOBaTh

adorn — ykpamiarth

appoint — Ha3Ha4YaTh

aplomb — arom0

arbiter — cyps, apoOuTp

attract — IIpuBJICKATh

boast — xBacTatb

branch — oTpacns

base — OCHOBBIBATH

cease — MpeKpaiaTh

consolidate — ykpemisite, 00beIUHITHCS
court — IBOp

coterie — KyTiopse

curtsey — peBepaHc

client — xiueHT

craftspeople — macTepa

crinoline — KpUHOJIMH

create — co31aBaTh

conceive — IoCTUraTh, IOHUMATh
clientele — moCTOSTHHBIEC MMOKYTIATEH, 3aKa3UUKU
decoration — ykpaiienue

defend — 3amumate

determine — onpenensaTh

dictate — qukTOBaTH

dominance — JTOMUHUPOBATH

direct — HanpaBIATH

dressmaker — mopTHuXxa, MOPTHOU
dress — ozeBaThCs

department store — Mara3us (60JIbII10¥)
establish — ocHOBBIBaTH

emphasize — npumgaBaTh 0c000€ 3HAUCHUE
examine — paccMaTpHUBaTh

etiquette — ATUKET

essential — ocHOBHOM

event — coObITHE

fashionable — MmoHBII

found — ocHOBBIBaTH

fraction — gacTb

hue — uBer, OTTEHOK

huge — orpomMHbIit



honour — yecTp

hierarchy — nepapxus

impose — o0Jararh MONUIMHON
influential — BIusTEIBHBIN
importance — BaXXHOCTb, 3HAUUMOCTb
link — cBs13b

level — ypoBeHb

look for — uckats

manufacturer — mpoM3BOIUTEND
market — perHOK

monarchy — MoHapxus

occasion — ciryJai

original — MOVIMHHBINA, OPUTMHAIBHBIN
outset — Ha4ajo

present — IIpPECTABIIATH

partner — napTHep

premise — MpeAnoChUTKA

prestigious — NPeCTUKHBIN

promote — MpoJIBUraTh

price — 1ieHa

pinnacle — BepimHa

patron — X03sIMH

purchase — HOKymaTh, 1e1aTh MOKYIKU
rise — MOJHUMATh

record — 3aIIMCHIBATh

rue — CoCTpaJaHue, MUJIOCTh
relationship — poacTBo

rigorous — CypoBbIi, CTPOTHIA

revive — BO3poxaaTh

sartorial — MOPTHSKHBIN, MOPTHOBCKUM
suitable — y100HBIi

tinge — OTTEHOK

wide — mmpokui

Text I11
Fashion in the art schools

Practical skills had traditionally been learnt within the industry and at trade
schools such as the Technical School of Dressmaking at Barret Street in London’s
West End, which opened in 1915. From the late nineteenth century, trade schools
were set up throughout the country to provide skilled workers for local industries.
The first Needletrade School in London was opened in Shoreditch in 1906 to cater
for the wholesale clothing trades, which were based in the East End of London. The



Barret Street school, in contrast aimed to train young women for the more exclusive
fashion houses and provided full-time day release and evening classes. There were
also private establishments, such as the Paris Academy of Dressmaking in Old Bond
Street. By the 1930s courses on dress were also offered within many art colleges, but
the emphasis remained upon teaching technical, rather than creative skills.

Commissioned by the Council for Art and Industry in 1939, Design and the
Designer in the Dress Trade was an important report that was eventually published in
1945. It describes how the designer in the British Fashion industry was not
considered to have a creative role, but rather one that adapted and translated Paris
models. The manufacturers interviewed were adamant that this role could only be
filled by promotion from within the industry. Indeed, it states that ‘the possibility of
any Art School, as at present constituted, turning out designers was generally
dismissed by the manufacturers as fantastic’.

This attitude was not surprising. The majority of Britain’s art schools were run
by those with a pronounced bias towards the fine arts of traditional crafts. They were
often contemptuous or dismissive of industry and, at the extreme, considered it a
social evil. Manufacturers in turn retaliated by ignoring or mocking the naivety of
college-trained students.

While a fine art student at the Royal College of Art in the 1930s, Muriel
Pemberton challenged the limitations of existing courses by arranging to work on a
part-time basis at the London fashion house of Reville while continuing her fine art
studies. In the late 1930s, when she was working as a fashion illustrator for the Daily
Herald, she introduced evening classes in creative fashion at St Martin’s School of
Art, under the umbrella of Graphics School.

As a result of reorganization and expansion of further education in the post-war
years, combined with the allocation of state-founded grants, students from all social
classes now had access to higher education. Fashion departments were established
in art schools throughout Britain. (In France and America there have always been far
fewer schools, and most a private establishments.) After the war Muriel Pemberton’s
pioneering course was developed on a full-time basis and, under her inspired
tutorage, St Martin’s embarked upon a new approach to teaching fashion which
included contextual studies in dress and art history. Throughout her career she
actively campaigned to elevate the status of fashion within the art school system, and
her work has been sustained by many notable figures, including Bobby Hillson (who
introduced the fashion MA course in 1978) and fashion designer Wendy Dagworthy.
By the late 1940s a number of colleges had started fashion schools, including
Manchester, Leeds and Leicester.

In 1948 Madge Garland, ex-editor of British Vogue, was appointed to found a
Fashion School at the Royal College of Art (RCA) to replace the existing Dress
course. Her contacts provided the students with materials, sponsorship and,
ultimately, good introductions into the industry. Early RCA graduates included Gina
Fratini, Gerald McCann and Bernard Nevill who went on to become leading forces in
British fashion. Garland was undoubtedly a seminal figure in fashion education, even
though she was Paris-led and couture-oriented.



The school embarked upon a new direction when Madge Garland’s assistant,
Janey Ironside, took the helm in 1956. Ironside’s aim was to promote a new look in
British fashion that would be internationally accepted and in this she succeeded.
Many of her students from working-class backgrounds felt the Parisian haute-couture
had little relevance to their lives. They wanted to design stylish, youthful fashions
and Janey Ironside nurtured and developed their skills to this end. David Sassoon,
Marion Foale, Sally Tuffin, Ossie Clark, Antony Price and Janice Wainwright were
among the RCA students who went on to make a significant contribution to British
fashion. In 1964 the RCA launched a menswear department within the Fashion
School, which trained a new generation of menswear fashion designers.

In spite of her access, Janey Ironside had to fight to gain fashion its due
recognition. In 1964, the RCA was granted university status, which permitted it to
award Bachelor of Arts degrees to replace The Diploma of Art and Design.
However, the Academic Advisory Council singled out the Fashion School as
unworthy of this higher qualification. They claimed that fashion was too intimately
connected with industry; an irony, considering that the college had been founded to
feed industry. Protesting vigorously, Ironside ultimately resigned. Two years later the
decision was revoked, by which time the highly regarded Joanne Brogden had
become head. Since 1989 both the Fashion and Textile Schools have been jointly
headed by John Miles.

From 1972 all British art schools have been able to supply for degree status in
fashion. This has done much to elevate the status of fashion as a professional
qualification and career. Many other fashion schools — including Nottingham,
Manchester, Ravensbourne, Liverpool, Middlesex and Harrow (now the University of
Westminster) — have all made major contributions. The Barret Street Trade School
amalgamated with the London College of Fashion, and is the only state-founded
entirely fashion-focused college in Britain. From 1952 to 1972 Mary Bromley headed
the highly successful Fashion School at Newcastle, which became a leader in
developing fashion-related courses such as business studies, marketing and
promotion. Each of the colleges has a different emphasis, training designers, tailors
and technicians to work in all levels of the industry. For example, the highly
respected Fashion School at Kingston has prioritized the training of designers to work
within the international manufacturing industry, a focus established by its first head
Dphne Brooker.

British art schools now teach all areas of fashion and clothing, and offer a broad
range of related subjects. Fashion graduates from art schools are employed in
design studios throughout the world as well as having high-profile own-label
collections.

Expressions to be memorized

to set up throughout the country — pacnpocTpansaTs o Bceil cTpaHe
throughout the world — no Bcemy mupy

skilled workers — kBanuduuupoBaHssie pabouue

needle-trade school — xoseK 110 IPOMBILITIEHHOMY [OIIUBY



clothing trade — Toprosus onexaon

art college — xouie 1k U300pa3UTENBLHOTO UCKYCCTBA

exclusive fashion houses — PKCKJIFO3UBHEBIE JOMa MOJIbI

full-time — nHeBHas popma 0OyueHus

day-release — 3a0uHas popma 00yueHus

evening classes — BeuepHsis hopma 00yueHuUsI

fine arts — u3sIHBIE HCKYCCTBA

as a result — B pe3yJibTare

fashion department — xadenpa MmozbI

menswear department — kadgeapa 1o MOUTMBY MY>KCKOU OEK/IbI

to be appointed to — ObITh Ha3HAYECHHBIM HA

in spite of — HecmoOTps Ha

to award Bachelor of Art degree — mpucyxaath cTeneHb 0akajgaBpa UCKYCCTB
the Diploma of Art and Design — qunuioM 1o UCKyCCTBY M JTU3aiHy
professional qualification and career — mpodeccuoHanbHas KBaTHPHUKAUSI U
Kapbepa

to elevate the status of — noxHATE cTaTyC

fashion graduate — BBIITYCKHUK KOJIJIEKA MOJBI

Exercises

1. Form nouns from the following verbs:
to work, to design, to house, to educate, to establish, to train, to study, to

teach, to connect, to graduate, to recognize, to lead, to develop, to promote, to
learn;

2. Translate the following words into English:

MNOIINB JKCHCKOro I1j1aTb#d, TEMa, (l)aKy.JIbTeT, A0OM MO/bI, TBOPYE€CKHEC

CNMOCOOHOCTH, BBINYCKHHUK, 0akajaBp, AM3aiiHep KOCTIOMA, HA3HAYHUTH KYPC,
UTHOPHUPOBATh, HACMEXAThCs, AOKJAA, MOAXO0A, o0y4dyeHHe, HABbIKH, ¢urypa,
BKJIQ/l, CTYAUs, /1€JI0, KOJUIEHAXK, NMPOABUKEeHNE, Kapbepa, BO3IJIABJATDH, yCIieX,
BBINYCK, HACTABHUYECTBO;
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3. Answer the following questions:

What is the text about?

What subjects did the author discuss in this text?

When were the trade schools set up throughout the country? For what purpose?
When was the first needle-trade school opened in London?

What was the aim of the fashion houses?

What do you know about art colleges in Britain?

When were the fashion departments established in art schools in Britain?
When was a menswear department organized within the Fashion School?

What specialists did the menswear department train?

10.What degrees did the students get after finishing the Fashion School?
11.Could the students get the Diploma of Art and Design?



12.What has the Fashion School done to elevate the status of fashion as a
professional qualification and career?

13.Who headed the highly successful Fashion School at Newcastle in Britain from
1952 to 19727

14.Are fashion designers employed in design studious throughout the world from
art schools?

4 Translate the following sentences into English using the vocabulary of the
text:

1. C xonna 19 Beka TOProBbie MIKOJIBI OBUTH PACIIPOCTPAHEHBI 11O BCE
BenukoOpuTtanuu, 4ToOb 00€CIeYuTh BEICOKOKBATU(UIIUPOBAHHBIX PAO0OYUX IS
MECTHOU MPOMBIIIIEHHOCTH.

2. [lIxona UCKYCCTB TOTOBUIIA MOJIOJIBIX JIEBYIIEK JJISI SKCKIIFO3UBHBIX IOMOB MOJIbI.
3. B mkosne uckycctB ObUTH AHEBHAS, 3a04HAs U BedepHsisa (hopma oOydeHus.

4. BONBIIMHCTBO OPUTAHCKUX IIIKOJ HCKYCCTB Oa3WpoBaIUCh Ha TPATUIIMOHHBIX
pemMeciiax Mo MNOLIUBY OJIEHKIbI.

5. Tlocne peopranu3anuu U pacIIMPEHUs CUCTEMbI BBICHIETO 00pa30BaHMs B BOCHHbIE
roJibl, CTYJIEHThl BCEX COILMAIbHBIX CJIOEB OOIIeCTBa MOJYYHIA BO3MOKHOCTb
YUYUTHCS B BBICHIMX Y4E€OHBIX 3aBeJEHUSAX Ha Kadeapax MOJbl, KOTOpbIE ObLIA
OCHOBAHBI BO BCEX IIKOJAaX UCKYCCTB.

6. B 1964 rony Obuia opranuzoBaHa Kadepa 1o MmommBy MY>KCKOUM OJIEXkKIbI B IIIKOJIE
MOJbI, KOTOpasi FOTOBUJIA HOBOE MOKOJICHUE AU3aMHEPOB MYKCKOM OJI€KIbI.
7.MHOrue MmKOJBI HCKYCCTB BHECIM CBOM BKJIAaJ B pPa3BUTHE MOABl B
BenukoOpurtanumu.

8.C 1952 nmo 1972 Mepu bpomnu Bo3srimaBwia mkony Moasl B Herokacnme. Ona
OpraHu30Baja IEJbIA psii KypcoB, TAKUX KaK OM3HEC, MAPKETUHT U T.[.

9.Ceiluac KaXIplil W3 KOJJICIKEW TOTOBUT JU3aWHEPOB KOCTIOMA, TIOPTHBIX,
TEXHUYECKUX TepcoHan Juisi paboThl B  PA3NMUHBIX  OTpACisX  JIETKOU
MPOMBIIIJIEHHOCTH.

10. B nHacrosiee BpeMs IIKOJIbl HCKYcCTB bpuTanun 00y4aroT cTyZ€HTOB MOILLIUBY
MOJHOM OJI€K/bI U MPEAAraroT HUPOKUM CIEKTP MPEAMETOB ISl U3YUEHUS.

11. BeIyCKHUKM IIKOJ HCKYCCTB MpUTJAlIalOTCs HAa paboTy B JIoMa MOJbI H
IU3aTHEPCKUE CTYIUU [0 BCEMY MUDY.

12. JInu3aiinepbl KOCTIOMA BenukoOpuranuu SIBJISTFOTCS
BBICOKOKBAJIM(DUIIMPOBAHHBIMU CHEIHAIUCTaMU. MHOTHE U3 HUX UMEIOT CE30HHBIC
KOJUIEKIIMH, KOTOPHIE BHICTABIISIOT B €BPONEUCKUX JOMaX MO/IBI.

13. Jluzaiinepbl KOCTIOMA — OJIHU U3 3aKOHOJATENIeH €BPONECUCKON MOIBI.

Vocabulary to be memorized

amalgamate — coeJuHAT, OOBEAUHATH
approach — mogxon

art — ICKyCCTBO

appoint — Ha3HA4aTh

assign — MPUIUCHIBATh



accept — IpUHUMATh, TOITyCKaTh

access — JOCTyT

bias — yKJIOH, HAKJIOH, TIO KOCOH JIMHUU (KPOUTH)
base — oCHOBbBIBaTh

clothing — onexna

council — coBer

claim — TpeboBanue

consider — cuuTaTh, pacCMaTpUBAThH
course — Kypc

college — xomex

contextual — KOHTEKCTYaIbHBIN, B KOHTEKCTE
challenge — BbI30B

constitute — OCHOBBIBATH

dressmaking — mOMIMB >KEHCKOTO TUTAThHSI
dress- miarbe

develop — pa3BuBarthb, pa3pabaTbiBaTh
enable — m03BOJINTH, JaTh BO3MOKHOCTh
exist — CyIIecTBOBaTh

elevate — MoBBINIAT, TOJAHUMATD
education — obpazoBaHue

establish — ocHOBBIBaTH

employ — OBITh 3aHATHIM

feature — uepta

force — cuna

found — ocHOBBIBaTH

graphics — rpaguka

graduate — BBIITYCKHUK

generation — IOKOJICHUE

grant — CTUIICHIU

helm — pynb, ynpaBnenue

high - profile — BbICOKO-TIpOGUITBHBIIM
include — BKJTIOYaThH

join — BCTynaTh, IPUCOCAUHATHCS
model — Mozenp

material — Mmatepuan

major — OCHOBHOM

majority — OOJIBIIMHCTBO

manufacturer — mpoON3BOIUTEND
menswear — My>KCKasi 0JIeK/a
marketing — MapKeTHHT

mock — HacMmexaTbcs

protest — mporecToBaTh

promotion — IpOABMKEHUE, CTUMYJTUPOBAHHE
revoke — OTMEHSTh, aHHYJIUPOBATh
resign — OTKa3bIBAThCS, YCTYNATh



regard — BHUMaHHE, 3200Ta, YBaKEHUE
respect — yBaxxaThb

tutorage — HaCTaBHUYECTBO
technicians — TEXHUYECKUN MepCcOHAT
train-roTOBUTh

vigorously — CuIbHO, DHEPTUYHO

Text IV

British fashion today

During the boom years of the mid-/980 the international couture industry
enjoyed a revival, largely due to the strength of the American dollar and the advent of
a new, oil-rich Middle Eastern clientele. For a wealthy coterie, social life was global
and, as always, high fashion clothing announced social standing. The vogue for
lavish charity galas provided a platform for unabashed conspicuous consumption.
Haute couture clients numbered some 3,000 worldwide — in the late 1940s there had
been around 15,000 — but none the less this was a significant upturn in fortunes for
the industry.

London’s most exclusive fashion houses received a fillip from the patronage
of Lady Diana Spencer, who chose David and Elizabeth Emmanuel to design the
wedding dress for her marriage to Prince Charles in 1981. As the Princess of Wales,
she became a high-profile international fashion icon, wearing clothes by Jasper
Conran, Bruce Oldfield, Arabella Pollen, Amanda Wakeley, Bellville Sassoon and
Catherine Walker. At a time when the other fashion capitals were specializing in over
glamour, Britain’s top-level designers focused upon their specialty, that is classic,
understated tailoring and fairy — tale eveningwear.

In complete contrast to European and American output, a second generation of
Japanese fashion designers shocked audiences with their dramatic new fashion
vision. Oversize, often asymmetric, black and ink-blue garments were sometimes
creased and slashed, with irregularly placed necks and sleeves. The Japanese did not
propose Tokyo as a new fashion centre, instead they went to Paris, the traditional
fashion capital, where they combined their flair for design with great showmanship.

Since the early 1980s London has also enjoyed a burgeoning of young fashion
talents. Georgina Godley, Scott Crolla and John Galliano have played a key role in
regenerating London’s reputation for innovative and challenging collections. Many
young designers obtained massive, although sometimes short-lived, media coverage,
and did much to put London at the very centre of the fashion map. A number of these
designers were successful, but many have foundered because they were naive in
business or failed to obtain financial backing. Stevie Stewart and David Hollah, the
design duo behind the Body Map label, enjoyed early acclaim for their unstructured,
layered monochrome and day-colored printed jersey garments. For a time they went
out of business because they could not obtain funding, in spite of full order books. It
is often said that the British have great affection for highly creative “amateurism”. In
the case of fashion, it rarely stretches to financing ideas and turning them into viable
businesses.



Expressions to be memorized

due to - Gimaronaps

during the years - B TeueHue ner

international couture industry — mexyHapoHas Jierkas IpOMbBIILIEHHOCTh
exclusive fashion house — dKCKJIIFO3UBHBIN JOM MOJEIU

from the patronage of — noj NOKpOBUTEIHLCTBOM

top-level designer — nepBOKJIaCCHBIN TU3aMHEP KOCTIOMA, KyTIOPHE BHICILIETO
paspsna

in complete contrast to —B 10JIHOM MPOTUBOIIOIOKHOCTH (4eMY-TH00)

new fashion vision — HoBoe BHUeHNE MOJIBI

in overt glamour — SBHBIII POMAaHTUYECKUI OPEOTT

Exercises
1. Read the following word combinations and translate them into Russian:

Top fashion, to enjoy a revival, wealthy coterie, social standing, the strength of
the American dollar, to design the wedding dress, highly-profile, to wear clothing, to
shock the audience, fashion centre, a great showmanship, innovative collection, to do
much;

2. Complete the following sentences:

1. During the 1980s the international couture industry a revival.

2. Social life was global and announced social standing.

3. Haute couture clients 3.000 worldwide in the late 1940s.

4. to European and American output, a second generation of Japanese
fashion designers shocked audiences with their dramatic

5. The Japanese did not propose Tokyo as a , instead they went to Paris.

6. The Japanese combined their flair for design with great showmanship.

7. The famous designers have played 2 key role in regenerating London’s
reputation for

8. fashion, it rarely stretches to financing ideas and turning them into
viable businesses.

0. Britain’s focused upon the speciality.

3. Answer the following questions:

1. When did the international couture industry enjoy a revival?

2. What was the social life in the mid-1980s?

3. Did high fashion clothing announce social standing?

4. Who chose top-level specialists to design the wedding dress for the marriage to
Prince Charles in 19817

5. Who became a high-profile international fashion icon?

6. What did Britain’s top-level designers do in 1980s?



7. Whom did a second generation of Japanese fashion designers shock?
8. What was the Japanese fashion designers new fashion vision?

9. What was (is) the traditional fashion capital?

10.Has London many fashion talents?

11.What Britain’s designers do you know? What are their names?
12.Are the British fashion designers successful in their business?

4. Write a summary of the following text in English:

C cepeaunbl 1980 rogoB MexayHapoiHasi UHAYCTPUS MOJIbI TIEPEKUBAJIA CBOE
BO3POXKEHUE. DTO MPOUCXOIUIIO, C OJTHOM CTOPOHBI, OJ1arojaps yCUICHUIO
aMmepuKkaHckoro jgojutapa. C Ipyroil CTOpPOHBI, MOSBUIMCH OOTraThie KIIMEHTHI C
Bocroka. bputanckas moja He crosiia Ha Mmecte. [[oIBHIMCh SKCKITFO3UBHBIE JIoMa
moasl. [IpuHniecca Yanckas, [luana crana ee onuneTBopeHueM. B cBoem rapiepote
oHa umena onexny ['acnapa Konpana, Karapunel Bosikep u Apyrux OpuTaHCKuX
JA3alHEPOB.

B nayganie 1980x romoB B JIoHg0HE MOSIBUIIACH 1I€1as TJIEsA1a MOJIOIBIX
tanaHToB. Jxopmxuna ['onnmu, Cxort Kposta u [[xon 'annuano ceirpanu
KJIFOUEBYIO POJIb B BO3POXKACHUU penyTanuu JIoHa0Ha Kak ropojia MO/IbI;

5. Summarize your knowledge of the question under consideration. Speak on the
different aspects of British fashion today. You may use the following plan:

The international couture industry in 1980s.

Exclusive fashion houses in London.

Diana, the Princess of Wales, a fashion icon in the world.
Young fashion talents in Britain during 1980s.

Today’s fashion designers in Britain and their ideas.
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Vocabulary to be memorized

affection — npuBA3aHHOCTB, TIOOOBB
acclaim — mpuBETCTBOBAThH, TPOBO3TIIAIIATH
advert — ynomuHaTh, 00pamaTscs

affection — npuBsI3aHHOCTH, JIIOOOBHL
amateurism — JUJIETAHTCTBO

announce — OObSIBIIATD, 3asBISATh
asymmetric — aCHMMETPHUYHBIH

boom - 6ym

coverage — 0001049Ka, OOITHBKA, 0OJIUIIOBKA
creative — TBOPUYECKHIA

couture, coterie — OT KyTIOP

consumption — morpebdieHue

choose — BeIOUpaTh

charity — mmocepaue

crease — CKJIajaKa, crud

enjoy — HacJIaxaaThCs



evening wear — BeUepHsis 0J1ex1a

fairy- tale — ckazo4HbBIN

flair — 4yTh€, CKIIOHHOCTb, CIIOCOOHOCTH

fillip — menyox, TOIYOK, CTUMYJI, IYCTSAK

fortune — cynp0a

found — ocHOBBIBaTH

glamour- yapbl, poMaHTHYECKUN Opeos1, 0basiHue
garment — MpeIMET OEXKIbI, OJEXK/Ia

ink — blue — yepHUIBLHO-CUHUH (IIBET)

jersey — mxepcu (TKaHb)

media — 31. CpeacTBo, crocod

monochrome — MOHOXPOMHBIH, OJTHOI[BETHBIH, OJTHOKPACOYHBIH
naive — HauBHbBIN

neck — mes

output — MPOTyKIIHS, TPOIYKT, BBITYCK

place — pa3memiarh, MOMEMAThH

propose — mpejsarath, mpeanoiararb, HaMepeBaThCs
showmanship — nuckyccTBo opraHu3anuy MyOJIMYHbIX 3PEUIL, YMEHUE TPOU3BECTH
a¢ddexT, mokazarb TOBap JUIIOM

sleeve — pykaB

tailor — MOPTHOM, I'J1. IUTH

tailoring — MOPTHSXKHOE JIETI0, IIUTHE OJICHKIBI
unabashed — He pactepsaTbcs

Text V
The British and English Traditions in Fashion

Today the traditions are not only being revisited by British. American designer
Ralph Lauren, who hails from Brooklyn, offered Savile-Row-style pinstripe suits
worn over Jermyn-Street-style crisp shirts and ties in his autumn/winter 1996
collection. His twist: the strict, skinny suits, the collars and the ties were worn by
women. Tailoring — whether for a man, bespoke and in gaudy bright tweed, from
Savile Row’s most light-hearted player, Richard James; or for woman, factory
manufactured and in a vanilla crepe by the young duo, Pearce Fionda — is central to
British fashion identity in the late twentieth century. Nowadays tailoring could mean
a trouser suit, it could mean a tweed skirt and a jacket, or it could mean a strange
siren suit by Alexander McQueen that is missing one sleeve. The choices are legion.

In the 1940s, both hand-crafted and mass-produced tailoring were every bit as
important to the British wardrobe as they remain today. But, despite the best efforts
of fashion designers to be inventive without wasting precious yardage, choice was
extremely limited. Utility tailoring involved a thrifty use of cloth: selvages used as
hems, the position of every seam plotted with military precision. The V&A collection
houses Utility prototypes from The Incorporated Society of London Fashion
Designers (Inc. Soc.), including a woman’s three-piece suit of slim wool skirt, neat



herringbone jacket and matching blouse; and a man’s wool suit. The woman’s suit is
a fine response to the government’s call for stylish Utility clothing. By utilizing the
herringbone stripes vertically and horizontally, pattern is created and wastage
minimized.

The man’s suit is a more humble piece, and helps to explain the desperation
people felt for a change of clothes. But that could not happen until Utility was
abolished, rationing lifted, and government-issue ‘Demob’ suits, which men wore to
re-enter civilian life, could at last be relegated to second best. Every feature of this
suit has been honed down; there is no waistcoat, no drape. It has an economically
made breast pocket and the trousers have no turn-ups, for these were forbidden. The
fabric, the interior pockets and waistband of cheapest cotton, all mark this out as
Utility. By 1945 Utility clothes embodied a frustration and stagnation in the face of
the desire to move on to new lives, in new clothes.

Fashion spring came not in London but in Paris, with Dior’s sensational New
Look. Alisa Garland, editor of Vogue from 1960-64, ‘started in fashion in the year of
the New Look’ and recalls, ‘I bought my version of the New Look from Dereta, for
spring 1948, one year after its introduction in Paris. When I wore it in Regent Street
never in my life have I caused more heads to turn. It aroused as much interest as the
first mini-skirts.” But in the main, the British fashion silhouette remained that of a
tightly furled umbrella. When the effect of the abundant New Look did cross the
Channel (other than in parliamentary discussion or music-hall jokes), it was more
frequently in romantic eveningwear than in tailored daytime styles.

Not that the effect of Dior could be ignored. British designers drew on it to
create clothes which gave the effect of shapely hips and fulsome skirts without all the
fabric. A Lachasse suit is a clever riposte to Dior by a nation still under rationing.
The front flaps were added on top to exaggerate the effect, and the skirt is cut in five
panels, with the back panel formed into six knife pleats to give the effect of fullness.
Pleats and peplums were the British solution to change: ‘Pleats in every form and for
all clothes’ said Vogue in March 1948. British designer clothes were relying heavily
on optical illusion rather than cloth.

Expressions to be memorized

autumn/winter collection — oceHHee-3UMHAS KOJUICKIIUSI

best efforts — campie GoJbie ycuus

British fashion silhouette — cuny>T (Mokpoii) 1Mo aHTIMICKON MOJIe
hand-crafted — nommuThIil, cienaHHbId BpYYHYIO

man’s suit — My»CKOi KOCTIOM

mass-produced tailoring — MaccoBoe Npou3BOACTBO (OJEXKbI), MACCOBBIN MOIINB
more frequently — Hau6osnee yacto

optical illusion — Bu3yanpHbIi1 0OMaH

skinny suits — oGeraromniuii KocTIoM

stylish Utility clothing — cTunbpHas ynpormenHas ogexaa
three-piece suit — KOCTIOM «TpOWKa»

trouser suit — OPrOYHBII KOCTIOM

to receive commissions (for) — nosyuyarts 3aka3



Exercises

1. Use an expression or word from the text instead of the Russian one in
brackets:
1. Coco Channel is a French fashion designer.
2. The British designers (monmy4win 3aka3 Ha) (OCEHHEE-3UMHIOK KOJIJICKIIHIO).
3. In autumn collection in 1996 the British coterie presented English (oGneraromuii
KOCTIOM).
4. (Cambie Oospmme ycunus) of the post-war period were made to develop the
British fashion and fashion industry.
5. In this creations of Savile Row we can see the style of the (Benukuii Xya0KHHK).
6. It was (maubosnee yacto) in romantic eveningwear than in tailored daytime styles.
7. British designer clothes were relying heavily on (Busyanbubiii 06man) rather than
cloth.
8. (Myxckoii kocTioM) is a more humble piece, and helps to explain the desperation
people felt for a change of clothes.
9. Both (mommuTsiii BpyuHyt0) and (MaccoBbIif OIIKMB) were every bit as important to
the British wardrobe as they remain today.
10.The woman’s suit is a fine response to the government’s call for (cTtunpHas
0JICK]1a).

2. Answer the following questions:

What did the American designer R. Lauren offer?

Who worn his collection?

Was hand-crafted clothing an important to the British in the 1940s?
What was happened with British fashion by 1945?

What was the British fashion silhouette in that period of time?
Could the effect of Dior be ignored by British designers?

Did British designers draw on it to create clothes?

Why were the front flaps added on top?

What was the British solution in the question of fashion?

0. Were the British clothes relying on optical illusion?

SO0 R W=

3. Compose sentences using the following words and expressions:

to offer, to be worn by (men or women), to be central to British fashion, to be
extremely limited, to be a humble piece, to be forbidden, to be more frequently, the
effect of (somebody or something), to exaggerate the effect, to be cut in.

4. Translate the following text into the English:

Becenntoro moay 60-x romoB mpouuioro Beka 3anaBan He JloHmoH, a Ilapux.
CencannonHnas kojutekuusi Kpuctuana J[nopa mpes3onnia BCe OCTaIbHBIE M MMeEJa
omenoMsommi ycex. Moaubie xkypHansl «New Look» u «Vogue» perymspHo



meJaTanyd CTaTh, MOCBSIIEHHBIE (PpaHily3ckoit Moae. DddexT [uopa Hemnb3st ObUI0
UTHOPUPOBaTh. bpuTaHckue Iu3aiiHepbl omupanuchk Ha pabotsl Jluopa, co3naBas
CBO€ COOCTBEHHOE HampaBieHue. B cBoux paboTax OHHM HMCHOJB30BAIU CKIIAIKH,
KOTOphie TpuaaBanu 3P¢ekT 3aBepiieHHOCTH uzaenusM. Crinaaku 1000 (hopmel
UCIIOJIb30BAIMCH AJI1 MY>KCKOW M KEHCKOM oAexbl. B cBoux paborax OpuTaHCKUE
MO/IENbEPHI [10JIaraJIuCh B OCHOBHOM Ha BU3YyaJlbHbI OOMaH.

Vocabulary to be memorized

abolish — ynpa3aHsaTh, OTMEHATH
abundant — GoraTsrii

accentuate — moI4CPKUBATH
achievement — qocTmxeHue

ambitions — 3aMbICJIbI, CTPEMIICHUS
bespoke — crenaHHbI Ha 3aKa3

breast — rpyp

bright — sipxuit

buy (bought, bought) — mokymnars
cause — Mpu4IrHa, MOTHB

change — MeHATH

choice — BbIOOD

civilian — rpaxanckuit

civilian clothes — rpasknanckas onexaa
cloth — omexna

collar — BopoTHUK

cotton — XJIOTMOK, XJIOMYaTOOyMaKHBIN
create — co3aBaThb

crepe — Kpem

crepe de Chine — kpenemmn

Crisp — 4eTKui

Cross — rmepecekarb

desire — sxenanue

desperation — oTyasiHue, 6€3paccy/ICTBO
drape — npanupoBka, ApanupoBaTh
effect — apdexr

exaggerate — MpeyBeJINYNBaTh

explain — 0OBIICHATH

fabric — TkaHb, MaTepus1, MaTepra, U3JIeIre, BBIJCITKA
flaps — HakagHBIE (KApMaHbI)

form — oGpa3oBrIBaTH

frustration — paccTpoiCcTBO, pa3oyapoBaHUE
fulsome — HeWCKpeHHUI

furl — cBepTHIBaTH, CKIIABIBATH

gaudy — OobII0€ MPa3THECTBO

heil —BnacTb

hem — py0er, kaiima, KpoMKa



herringbone (stripes) — B «eo4Ky» (11o10cKa)
hips — 6eapa

hone down — oTTOUYECHHBI

horizontally — ropuzonTansHoO

humble — ckpomHBIii, mpocToi

identity — mMOJJTMHHOCTD

include — BkJIIOYaTH

introduction — BBeJIeHHE, MPE/ICTABICHUE
1Ssue — u3JjaHue, BBIITYCK

jacket — skaker, KAk

joke - mryTka

legion — MHOXECTBO

matching (blouse) — mogoOGpanHas (67y3Ka), COOTBETCTBYIOIIHMA, TTOAXOISIIIHIA
mean — 3Ha4YUTh, O3HAYAThH

military — BOeHHBIN

minimize — IpeyMeHbIIATh

mini-skirt — MuHH FOOKa

miss — yIyCTUTb, IPOIYCTUTh, N30€XKaTh
move on — NPONTH, UITU Jabliie

offer — nmpennarate

panel — BcTaBka

pattern — Mmoaenb

pinstripe — MoJIOCaThIH

pleats — cknaaku (Ha MIaThe), AeNaTh CKIAIKU, TUTUCCUPOBAThH
plotted — HauepueHHBIH, BEIYEPUCHHBIN
pocket — kapman

precision — TOYHOCTh

re-enter — BX0/, BO3BpAIllCHUE

relegate — oTCbLIaTh, HAPABIIATH

rely — moyaraThcsi, 10BEpATh, OBITh YBEPECHHBIM
response — OTBET, OTKITUK, PEaKIIHs

riposte — OTBETHBIN yJap, HAXOIYUBBIN OTBET
shape — popmupoBarsb

siren — CUpeHa, CUTHaJ

sleeve — pykaB

stagnation — 3acTOi

strict — YeTKHH, OTYETIIMBBIH

stripe — moJioca

tightly — akkypaTtHO

turn-ups — 3aruyThle (MOJIS IJISTIBI, MAHXKETHI)
tweed — TBHUI

twist — U3rud, MHYPOK

vanilla — BaHWJIbHBIM

vertically — BepTukanbHO

waistband — mosic (x00ku, OpIOK)



waistcoat — )KUJIeT
wastage — H3HaIIMBaHWe, TOTEPH, PACTOYUTEILHOCTh

Text VI

Different styles in fashion

American customers were vitally important to Savile Row. During the war it
owed its survival mainly to transatlantic clients who would also help weather the lean
1970s, the fraught 1980s and the 1990s. In the 1950s American clothing exerted a big
influence on how British people wanted to dress, but some of the most 'American’' of
suits, their images preserved today on celluloid, were in fact British. In the
Hollywood film North by Northwest (1959), Cary Grant's roomy suit was made by
Kilgour, French & Stanbury-then as now, at 8 Savile Row. Deliberately designed to
disguise Grant's disproportionately large head, the suit was built out a full inch over
each shoulder, making him look the perfect matinee idol.Clark Gable, Gregory Peck,
Fred Astaire, Gary Cooper, Douglas Fairbanks, as well as lesser-known Americans
charmed by its history and (more particularly) its old-world prices, kept Savile Row
alive.

High-fashion womenswear was not immune to the growing threat of better
quality ready-to-wear either. 1954 saw the summer of the flower print suit: 'Big
news, closely printed, closely cut', said Vogue in March, featuring a version by
Hartnell 'where lilies of the valley grow thickly [over the] unusually large stand-up
collar, and the high moulded bust and smooth waist'. In the following month's issue, a
similarly slim suit in a floral emblazoned cotton pique appeared, this

time by the top-level ready-to-wear manufacturer, Matita. We can see a res-
olutely winter season couture outfit by Ronald Paterson: the chunky two-piece, with
its shawl collar, reveals a more boxy silhouette.

It was in the mid 1950s that Mary Quaut began to cause a stir by advocating that
designer-level fashion could be less elite, and specifically aimed at the youth
market. By the 1960s this had made her world-famous.

In 1954 Chanel had returned to the Paris fashion scene, in 1956 Balenciaga
unveiled the sack dress (probably more influential than the New Look in real, rather
than publicity, terms) and ingénue sensation Audrey Hepburn's appearance in the film
Funny Face in 1957 increased the desire amongst the young to dress like her. By
1958 British tailoring was looking more cosmopolitan. The 'jet age' had begun, and
customers of British couture were boarding planes in suits of finer weight cloth and
in lighter colours.

The first seeds of the 1960s were being sewn in younger, girlish styles. The
silhouette of the carefree 1920s began to return to favour with belts on the hips and
hemlines inching up.

In 1966 Twiggy was declared “The Face of the Year” and the shell dress with a
1920s-style low belt, the androgynous trouser suit, and the sporty, skinny zip-front



tunic were the things to wear. Much of the influence was French, embracing elements
from Courreges and Chanel. British versions of Courreges style came in tweeds and
checks, and so looked rather different. Jeffrey Wallis's versions of Chanel were
already established and sought after. They looked almost identical to the Paris
originals. Like Chanel. Wallis used British cloth, and he bought the Paris patterns
legitimately.

By 1967 Vern Lambert and Adrian Emmerton's hippie shop in the Chelsea
Antiques Market was at last finding men willing to pay for Demob suits, now
second-hand, taken in and sold alongside bangles and beads. Michael Fish was very
successfully selling fab gear to clients such as David Bailey and Lord Snowdon,
while in Portobello Road Ian Fisk flogged off military uniforms (also part of the
Savile Row tradition) at his boutique “I was Lord Kitchener's Valet”.

The late 1960s was not a high point for tailoring, although there has always been
a sustained demand for tailored clothes. The V&A houses a slim, hip-length jacket
and dress by Michael of Carlos Place, dating from 1968 with a graphic black-and-
white printed silk scarf, which has a smart, rather stark appeal.

On 22 June 1968 the Beatles' record company, Apple, acquired premises at 3
Savile Row and 'Let It Be' was recorded on the roof. Cilia Black announced that she
was going into business with 'a very snob tailor's': opening at 35a Savile Row,
Tommy Nutter added a plate glass window to the premises. Both his wildly broad
lapels and the appearances in the shop of neighbours John, Paul and Ringo (George
preferring to wear blue jeans on the cover of the Abbey Road album) drew gasps.
John and Yoko got their white wedding suits from Tommy Nutter, where Bianca
Jagger also shopped. Suddenly, Savile Row was all the rage, in spite of itself.

In later years Tommy Nutter designed Jack Nicholson's wardrobe for his role in
Batman, and Bill Wyman's suit for his wedding to Mandy Smith. A suit from 1983
shows both his traditional tailoring skills and his inventiveness; a chalk stripe runs
horizontally over jacket, tapered trousers and waistcoat. There is no doubt that
Tommy Nutter woke up Savile Row, but nothing could disguise the fact that its
supremacy was from another age. Apart from the high-profile trendy customers who
caught the headlines the customer base was, literally, dying off, as were the skilled
workers. Without the business to go round tailors started merging, or 'sharing
sittings'. Perhaps the most successful merger was that of military tailor Gieves
teaming up with Hawkes in 1974. Located at 1 Savile Row they combined to make
great play of the best address in menswear and to conquer international markets
with everything from ready-to-wear suits to socks.

Expressions to be memorized

ready-to-wear - roToBast OexKa
top-level - BEICOKHI YPOBEHD

youth market - MOJIOIEXHBIN PBIHOK
world-famous — BceMHpHO-NU3BECTHBIN
“jet” age - “peaKTUBHBIN BEK



“the face of year” - “nmuo roma”

second-hand - moHomeHHbIHN, TOHOIIEHHAS (OEXK/a)

printed silk scarf - ménkoBblil map¢ ¢ Hane4aTaHHbIM PUCYHKOM
wedding suits - cBafeOHbIE KOCTIOMBI

traditional tailoring skills - TpaguIIMOHHBIE HABBIKH 110 MTOLIMBY OACKbI
international market - Mexx1yHapOIHBIN PBIHOK

Exercises
1. Read correctly the names of the fashion designers:

Coco Chanel, Savile Row, Kilgour, Mary Quant, Balenciaga, Courreges, Jeffrey
Wallis, Vern Lambert, Adrian Emmerton, Tommy Nutter, Christian Dior;

2. Give the phonetical transcription of the following words and learn their
pronunciation:

to disguise, womenswear, threat, version, emblazone, shawl, reveal, publicity,
appearance, androgynous, boutique, doubt, inventiveness, chunky; client,
transatlantic;

3. Translate the following words and expressions into English using the text:

“peakTHBHBIN BEK, OJIUH M3 Haubosee “aMepUKaHCKUX  KOCTIOMOB, TJIaBHBIM
00pa3om (B IEPBYIO 0UYEPEb), MOCISTYIONINN, TPOU3BOIUTENIh TOTOBBIN OJICKIHI,
MIOIIIUB OJCK/IBI I 3MMHETO Ce30Ha (3UMBI), CUITY3T B BHJIe KOPOOKH, clieyanu (ero,
e€) BCEMUPHO U3BECTHBIM, MOJIOJEKHBINA PHIHOK, OPIOYHBIN KOCTIOM, OOBSIBISAThH
“nuromM roja”, MENKOBBIN Mmapd ¢ HarleyaTaHHBIM YEPHO-0ETBIM PUCYHKOM, O€JIbie
CBaJiIcOHbIE KOCTIOMBI, TPAIUIIMOHHBIC HABBIKU I10 MOIIUBY OJ/ICK/Ibl, 3aBOCBAThH
MEXTYHApPOIHBIN PBIHOK, TOTOBAs OJICK/a, TPEOOBATEIbHBIC TTOKYIATEIIH,
3HAMEHUTbHIC KIIMEHTBI, IOHOIIEHHBIN;

4. Give the words of the same root and translate them into Russian:

to represent, to drape, to design, identical, original, sporty, stylish, willing, uniform,
horizontally, skilled, successful, active, to express, to indicate, to remove, to reach,
development, desire, reality, manufacturer, boxy, disproportionately;

5. Answer the following questions:

1. What was the main trend in world fashion in 1960s?

2. What was the main trend in British fashion in that period?

3. What were the names of famous fashion designers during 1950-1970?
4. What is youth fashion?

5. When was the beginning of the youth fashion?

6. Was Twiggy declared “The Face of the Year” in 1966? Why?



7. When did hippie shops appear in Britain?

8. How is fashion of the 1960 s connected with the world-wide famous pop music
group “The Beatles™?

9. What suits were dominated during that period of time? Describe the silhouettes and
colors;

10. Who was the most successful in Britain among fashion designers?

Vocabulary to be memorized

achieve — gocTurarb

address — agpec , aapecoBaTh, HOCHUIATH MO APECY
alm — HaIeJIMBaTh

album — ans60M

appeal — npussIB, oOpareHne, Mpocroa, MPUBJICKATEIIBHOCTh
appearance — BHEITHOCTb

bangles — OpacieTs

base — OCHOBBIBaTh

beards — Oycbl

belt — nosic, pemenn

boutique — OyTHK, MaJleHbKUH MOJTHBIN Marasuf
boxy — B BUJIe KOPOOKH

button — nmyrosuia

carefree — 0€33a00THBIN, OCCIICUHBII

catch (caught, caught) — 10BUTH

cause — ObITh MPOYHOMN, TPUUUHSTH, BHI3HIBATH
chalk — men

check — spbix

chunky — xomona

close — Oym3KHit

collar — BopoTHUK

combine — COCIUHSATH, COUCTATh

conquer — 3aBOEBBIBATh, 3aXBATHIBATh

customer — 3aKa34MK, NOKYyIaTe/Ib

desire — sxejIaHue, KeJaTh

draw (drew, drawn) — pucoBath, 4epTUTh

dress — oneBaTh, HOCUTH

elite — snuTa

emblazon — mpeBO3HOCUTH, CIIABUTH

emphasize — mo4EPKUBaTh, BHIACIATD

exert — BIUSATh CKa3bIBaTh, JaBICHHUE

favour — 6J1arOCKIIOHHOCTb, PACIIOJIOKEHUE, OJ00pEHUE
find — HaxomUTH

flog — creratpb

floral — uBeTOYHBIN, pacTUTENbHBIN

fraught — monHbIN, NpencnoIHEHHbIN, YpEeBATHIN
front — BRIXOUTH Ha



gear — MEXaHu3M, PUOop, 311. OJIeKAA

grow — CHJIbHBIH JKap, HaKaJj, CBET, APKOCTh KPACOK, O’KUBIIEHHOCTh
headline — 3aronoBoK, 03ariaBiuBaTh, HIMPOKO OCBEIATH B [I€YaTU
hemline — noapyOouHas muHuA

hips — 6€apa

inch — mroiim (=2,5 cMm)

include — Bk;IrOUaTH

influential — BusTEILHBIN

ingénue — HHKEHIO

jeans — JKUHCHI

lapel — oTBOpOT, NMankaH (MUIKaKa)

legitimately — 3aKk0HHO, TTPaBUIBLHO, PA3YMHO

lily of the valley — nanaprm

market — ppIHOK

merger — MOTJIONICHNE, CIUsSHNE, 00hEeTUHEHUE
military — BOGHHBI

mould — genars no madIoHy

pique — obua, gocana, 3a1EToe camoooue

price — 1ieHa

publicity — myOIUYHOCTB, TJIACHOCTD, peKJIaMma
quality — ka4ecTBO

rage — SIPKOCTh, THEB, CTPACTh, CUJILHOE CTPEMIICHUE
resolutely — TBEpA0, peMIUTETHLHO

return — BO3BpamaTbCs

reveal — OTKpbBIBaTh, pa30061ayaTh, MOKA3bIBAThH

run (ran, run) — 0exaTh, MUaThCS

sack dress — cBOOOHOE )KEHCKOE TUIaThe

scarf — mmap¢, menHpI MmIaToK

sell (sold, sold) — nmponaBaTh

sensation — ceHcarus

sew (sewn, sewn) — IIUTb, IEPEIINBATh, 3allIUBATh
shawl — manb, nIaToK, Ha/IeBaTh IJIATOK

shoulder — rieuo

skinny — obserarommii (KOCTIOM)

slim — ToHKHi, CTPOMHBIN

smart — HapsIAHbINA

snob — cHOO

stark — 3aCTBIBIININ, TTOJTHBIHN, PEIIUTEIbHBIN
survival — BEBDKUBaHHE, TEPEKUTOK

threat — yrposa

trend — HampaBJICHUE

trousers — OprOKH

tunic — MOKPOB, KUTENb, MYHIUP, OJTy3Ka, WIIA KAKET C TTOSICOM
twig — MMOHATH, pa3rajarh, HAOMIOAATh, pas3r. MOJIa, CTHIIh
version — Bepcust



wedding suit — cBaeOHBII KOCTIOM
zip-front — 3acT€XKa-MOIHUS, PACIIONIOKEHHAs BIIEPEIU

Text VII

Romantic style

By the late 1950s London couturiers faced problems on three fronts. First, how
to survive the evident and inexorable decline in private clientele; second, how to
tackle increasing rivalry from flourishing model houses; and third, how to deal with
the powerful revival of Paris couture occasioned by the triumph of the New Look in
1947.The Incorporated Society of London Fashion Designers mounted a strong
export campaign both during and immediately after the war. The dramatic yet
charming bustle-backed Victor Stiebel dress, made up in green-and yellow silk
grosgrain with narrow horizontal stripes, dates from this period.

London had faced competition from Paris since the establishment of court
dressmaking in eighteenth-century London, but by 1947 it posed a severe threat. The
bad odour caused by the continuation of couture activities under Nazi occupation had
been so skillfully dispelled that the Paris industry was able to reassert its
manufacturing strength and overwhelming dominance of international style only two
years alter the end of the Second World War. By the early 1950s Paris couture was
once again on the scale of a major national industry. Dior employed 1,200 staff in
1955 and by 1959 the Paris couture industry had 5,000 full-time workers, with a
further 3,000 employed on a part-time basis. In comparison, in July 1952 Hardy
Amies, who along with Hartnell ran the most successful London establishments,
employed 120 sewing- hands and engaged 180 others in workshops.

A number of stylish and well-off British women deliberately opted for the higher
cachet carried by the purchase of Paris couture. Lady Tavistock, only daughter of a
rich banker, recalled her mother giving her some very pretty clothes from Paris. We
went over and got them from Balmain. But to see or buy French couture it was not
even necessary to go to Paris. Dior put on his first fashion show in London at the
Savoy Hotel in April 1950; Balmain put on his first London show in August of the
same year. These events were part of the aggressive international marketing policy
of the French haute couture industry, which from 1947 regularly toured collections
all over the world. Paris couture clothes were also sold at London branch houses and,
by the mid-1950s, even manufactured in London under licence. Fortunately for
London couturiers, British audiences admired the glamour of Paris evening dresses
but often the pure sense of modern elegance combined with the prices (a Givenchy
could cost £900) were too much for them, as Picture Post reported on 19 November
1955.

Wedding dresses provided London's couture houses with an opportunity to
counter Paris competition. For the design of Princess Margaret's wedding dress in
1961 Norman Hartnell was allowed a great deal of creative freedom, an occasion he
seems to have relished. He produced a perfectly simple white dress, an archetypal
romantic revival style, with a very full crinoline skirl; watchers gasped at its beauty.
In the same year, a Miss Hewison's wedding dress, now in the V&A was made at the



London salon of Worth in the more formal style, with delicate embroidery in fleur-
de-lis motifs. Hartnell's wedding dress for Mrs. H.S. Ball was more formally trained
and beaded, in 1957. The very last wedding dress that Victor Stiebel designed, the
farewell dress for his retirement collection in spring/summer 1963, was made in
splendid moir¢ silk.

As the older designers faded, new stars rose. In 1970 Jean Muir produced one of
her characteristically simple and supremely elegant designs for the wedding dress of
Pamela, Lady Harlech, in cream-coloured linen featuring appliquéd Celtic motifs.

A series of major cultural, political and economic shifts had been taking place
in British society. The late 1950s have been described as a moment marking a
profound shift in the cultural life of the nation, a watershed around which a series of
significant "before and after” contrasts can be drawn. One such watershed took
place on the 17 November, 1957 when the Lord Chamberlain announced that the
Queen would no longer be receiving debutantes individually at court.

Expressions to be memorized

at its beauty — Bo Bceii kpace

before and after — 1o u nocne

in comparison — 17151 cpaBHEHHU S, CpPaBHUBAs

on the scale of — B maciTabe

the establishment of court dressmaking — nommus miatbs pu JIBOpeE
to admire the glamour — Bocxumarbcsi 0O4apoBaHUEM

to be part of something — 651Tb yacThIO Yero-1d0

to deal with — umeTs nieno c

to face the problem — cronkuyThCs ¢ poOIEMON

to put on the show — opranuzoBbsIBaTh MOKa3 (110Y)

to take place in something — 3aHrUMaTh, UMETHh MECTO B UEM-TTM0O, T1€-TU00
well-off — xopo1110 TOATOTOBIECHHBIN

Exercises
1. Give English equivalents for the following words and expressions:

TPU HaINpaBJICHHUS; JIOMa MOJCICH; BO-TICPBBIX; BO-BTOPHIX; B-TPETHUX; IOCIIC
BOWHBI, y3KHE TOPH3OHTAIBbHBIC JIMHUU; CEpbe3Has yrpo3a; paboune, 3aHATHIC
IIOJIHBIH pabouuii JeHb; OBITHh BOBJICYCHHBIM BO UYTO-TH00; oxexkna w3 llapmka;
paboTaTh 10 JMIIEH3UH; CBaIcOHOE IIaThe; pa3peniaTh YTo-1100; 00beMHas 0OKa U3
KPUHOJINHA;

2. Insert suitable prepositions and translate the sentences into Russian:

1. London couturiers faced the problems three fronts.

2. London had faced competition Paris since the establishment court
dressmaking in eighteenth century.

3. By the early 1950s Paris couture was once again the scale a major

national industry.



4. To see or buy French couture it was not necessary to go Paris.

5. Dior put on his first fashion show London the Savoy Hotel
____April 1950.

6. The events were part the aggressive international marketing policy
the French industry.

7. The British audiences admired the glamour  Paris evening dresses.

8. Wedding dresses provided London’s couture houses  an opportunity to
counter Paris competition.

9. He produced a perfectly simple white dress  a very full crinoline skirt.
10.  the older designers faded, new stars rose.

11.Norman Hartnell was allowed a great deal  creative freedom.

12.His farewell dress the retirement collection was made splendid moiré
silk.

3. Give English equivalents for the Russian expressions in brackets:

1. The third problem was how (umets neno) the powerful revival of Paris couture
occasioned by the triumph of the New Look in 1947.

2. The bad odour caused by the continuation of the couture activities, the Paris
industry was able to reassert its manufacturing strength only two years after (B koH1e
BTOPOM MUPOBOM BOWMHBI).

3. (B nagane 1950-x ronoB) Paris couture was once again (B Maciirtade) a major
national industry.

4. (dns cpaBuenus) Hardy Amies, who along with Hartnell ran the most successful
London establishments, employed 120 sewing hands and engaged 180 others in
workshops.

5. A number of stylish and (xopomio noarorosnennsix) British women deliberately
opted for the higher cachet carried by the purchase of Paris couture.

6. (Hdns mogenmupoBanus cBaneOHOTO TUIaThs ) Norman Hartnell was allowed a great
deal of creative freedom.

7. He produced (coBepiienno mpoctoe) white dress, an archetypal romantic revival
style.

8. All the watchers gasped (Bo Bceii kpace).

9. The very last wedding dress that Victor Stiebel designed (651710 BeITIOIHEHO) In
splendid moir¢ silk.

10.A series of major cultural, political and economical shifts (3ansuiu MecTo B)
British society.

11.From 1947 the French designers toured their collections (1o Bcemy Mupy).

4. Answer the following questions:

When did the London couturiers face the fashion’s problems?

What was in the early 1950s with British fashion?

When did Dior put on his first fashion show in London?

When did Balmain put on his first London show?

Why did the British audiences admire the glamour of Paris evening dresses?

M



6. Was Norman Hartnell allowed a great deal of creative freedom in 1961?
7. What did he produce?

8. How was the wedding dress that Victor Stiebel designed made?

9. What was in the late 1950s with British fashion?

Vocabulary to be memorized

aggressive — arpeCCUBHBIN, YHEPTUUHBINA, HACTOMYNBBIN
archetypal — opuruHanbHBIN, 00pPa3IOBBIMA

audience — ayauTopus

cachet — OTIMYUTENIbHBIN 3HAK

crinoline — KpUHOTIUH

decline — mpuxoauTH B YNAIO0K, YXyAIATHCS

delicate — yTOHUCHHBIN, U3BICKAHHBIN, U3SITHBIN

describe — onmcrIBaTH

elegance — 31e€raHTHOCTD, U3SIIIIECTBO

elegant — U3SAMIHBIN, U3BICKAHHBIN, dJICTAHTHBIN
embroidery — BbIIIIMBKA

establishment — yupexxnenue, npassias 31uTa

freedom — cBoOoa

gasp — OTKPBIBATh POT OT U3YMJICHUS

inexorable — HEYMOJIMMBIN, HETIPEKIOHHBIN, HETTOKOJICONMBII
license — pa3pelneHue, JTUICH3US

linen — Genpe

moiré — MyapOBBIii

motif — OCHOBHasI TeMa, KpyKEBHOE YKpallleHue (Ha IJIaThe)
narrow — y3Kuu

opt - BEIOMpATh

powerful — CUITBHBIN, MOTYIIIECTBEHHBIN, MOIIIHBIN, BECKUN
profound — rmy6oKHii, OCHOBAaTEIbHBIN

purchase — nokymnka, npuoopeTeHne

pure — YuCThIN, Oe3ynpeuHblii (0 BKyce), MPOCTOo (0 cTuiie)
retirement — oTCTaBKa

revival — BO3pokJeHue, OKUBIICHUE

shift — uamenenue, cmeHa (6embs)

survive — nepexuTh, BbIIEPKaTh, IEPEHECTH

tackle — meITaThCS yepxKaTh

watcher — 3HaTOK

watershed — Bogopasnen

Text VIII
Bohemian style

These clothes are comfortable take shape on the body and many are full
length. As a result they are flattering for a variety of figure types and age groups.



Natural fabrics predominate, and there is much emphasis upon hand-worked surface
decoration and a bold use of colour.

While ethnicity is omnipresent within fashion, it has enjoyed certain peaks in
the last fifty years. Norman Hartnell's turquoise, silk-velvet, jeweled ‘Chinese
jacket', featured in Vogue in November 1949, represents an early post-war example.
Throughout the, 1950s, there were a limited number of fashion look inspired by the ethnic
but then editors started to use exotic (to western eyes) locations for fashion shoots.
From the mid- to the late 1960s, fashion designers fully embraced the silhouette,
construction and textiles of a variety of non-western clothing traditions. This trend
was international and found eloquent expression in Britain.

At the same time, British society was becoming increasingly multicultural.
Fashion has been much enriched by designers who have imbued collections
with references to their own non-British clothing traditions. Sophisticated
technological developments and competitive pricing have brought speedy foreign
travel within the reach of many. India, Turkey, China, Japan and North Africa are
not only exciting places to visit, but have also become a series of vast bazaars to
plunder for decoration and dress.

The London department store Liberty, founded in 1875, was among the first of
many emporia to import and retail ethnic clothing in Britain. Museum collections
and published works - in particular those by Max Tilke - .with detailed illustrations of
ethnic clothing patterns have been potent sources of inspiration to fashion designers.
Art school trained and textile orientated, Gina Fratini, Thea Porter, Bill Gibb and
Zandra Rhodes were particularly successful in their ability to incorporate ethnic
clothing traditions within their own distinctive fashion idiom. Developing their
shapes from non-western garment construction, they skillfully manipulated large
expanses of fabric to create innovative fashion trends. This late 1960s shift to
flowing, longer lines was a reaction to the reign of the angular mini.

Zandra Rhodes graduated from the textiles course at the Royal College of Art
in 1966 and launched her own fashion label in 1969. She has consistently
reflected the visual experiences of her travels and historical research in the textile
patterns, embellishments and silhouettes of her garments. The V&A includes a
screen-printed, silk chiffon, hooded, djellabah-style dress, from 1969. The printed
design is called 'knitted circle' and was inspired by examples of historical knitting in
the V&A Textiles Collection.

While Zandra Rhodes used her sources to inspire her, Syrian-born Thea Porter
patch-worked genuine ethnic textiles into her fashion garments. In the early 1960s
she opened a London shop to sell antique Turkish and Arabian carpets. She started to
design clothes in 1964, drawing upon her extensive travel experiences and
historical knowledge. Her caftans, mode in brilliantly coloured printed, woven and
embroidered silks, attracted an affluent clientele with a hippie sensibility. Thea
Porter also designed ethereal chiffon garments and shawls, crewel-worked in gold
thread, with sequined decoration.

From 1972 Bill Gibb regularly exploited ethnic cut and construction techniques
in Collections. He often employed the Moroccan clothing tradition of using
coloured braids to conceal seams decoratively. The asymmetry and drape of the



Indian sari was another source of inspiration, which dominated his spring/summer
1976 collection.

Expressions to be memorized

to take shape on the body — cunur (oaexna) no purype

as a result — B pesysbTare

a variety of figure types — paznuunbie TUIIBI QUTYD

to be inspired by smth. — ObITh BIIOXHOBJIEHHBIM YeM-JTHOO
at the same time — B ToXxe Bpems

to be much enriched — 3HaunrTenprHO 0OOTraNATHCS

with detailed illustrations — ¢ moapOOHBIMU UILTFOCTPALIUSIMU
to graduate from smth. — 3akanuynBaTh Kakoe-1uO0 yueOHOE 3aBe/IeHUE
clothing patterns — moienu oJ1€K1blI

to launch the fashion label — 3anyctuth Mapky (B Mojie)

to design clothes — KOHCTpyHpPOBaTH OAEKITY

garment construction — KOHCTpyUPOBAHUE OJECKIbI

source of inspiration — ICTOYHUK BIOXHOBEHUS

in particular — B ocobenHoctu

Exercises

1. Look the phonetical transcription of the following words and learn to
pronounce them properly:

manipulate, idiom, bohemian, natural, textile, ethnic, ethnicity, silhouette,
multicultural, chiffon, djellabah-style dress, antique, shawl, asymmetry, drape,
technique, eloquent, emphasis, embellishment, visual, reign;

2. Read and translate the names of the countries:

Morocco, China, Japan, India, Turkey, Egypt, Iran, Italy, France, Hungary,
German, Great Britain, Brazil, Spain, Syria;

3. Give English equivalents for the Russian expressions given in brackets
and translate the sentences into Russian:

1. The asymmetry and drape of the Indian sari was another (MCTOYHUK BIOXHOBEHUS)
which dominated in spring collection.

2. The printed design is called “knitted circle” and (611 BHOXHOBNIEH) examples of
historical knitting.

3. Zandra Rhodes (3akonumna) the textile course at the Royal College of Art.

4. Museum collections and published works (¢ moapoOHbIMH HILTIOCTpALIUSIMU
Mozenen onexanl) have been potent sources of inspiration to fashion designers.

5. (B To xe Bpems), British society was becoming increasingly multicultural.

6. The clothes are comfortable, (cunut no gurype) and many are full length.

7. Fashion (3HaunTensHO oOoraTtmiack) by the designers.



8. Developing the shapes from non-western (MmoaenupoBaHust onexasl), the designers
skillfully manipulated large expanses of the fabric to create innovative fashion trends.
9. (B pesynbrare), they are flattering for (paznuunsie Tunsl puryp) and age groups.
10. Zandra Rhodes (3amycTtuia cBor coOOCTBEHHYIO MapKy) in 1969.
11. She started (MmonenupoBath ofexay) in 1964.

5. Fill in the blanks with a suitable word from the following list:

Chinese jacket, trend, decoration caftans, asymmetry, ethnic cut, silhouette, clothes,
patterns, clientele, shawls, silk chiffon;

l. and drape of the Indian sari dominated the spring/summer collection in
1976.
2. The was international and found eloquent expression in Britain.

3. She has reflected the visual experiences of her travels and historical research in
the textile

4. Fashion designers fully embraced , construction and textiles of a variety of
non-western clothing traditions.

5. The take shape on the body.

6. The , made in brilliantly coloured printed silks, attracted the

7. There 1s much emphasis upon hand-worked surface and a bold use of
colour.

8. Porter designed chiffon garments and

9. Silk-velvet, jewelled , featured in Vogue, represents an early post-war
example.

10.From 1972 Bill Gibb regularly exploited and construction techniques in his
collections.

11.The collection includes a screen-printed, , hooded, djellabah-style dress.

6. Link adjectives with suitable nouns:

Adjectives: comfortable, ethnic, exotic, sophisticated, vast, historical, textile,
fashion, attractive, Chinese, western, distinctive, innovative, Turkish, Arabian;

Nouns: garment, carpets, trends, features, tradition, jacket, shawl, label, pattern,
knitting, collection, technologies, decorations, style, clothes;

7. Answer the following questions:

What were the main trends in British fashion throughout the 1950s?
What was the British society at that period of time?

What countries did British designers visit? For what purpose?
What did Zandra Rhodes graduate from?

When did she launch her own fashion label?

What did she reflect in the textile patterns and silhouettes?

How is the printed design called?

What did Thea Porter design in 1960s?
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9. Did Bill Gibb regularly exploit ethic cut and construction techniques in his
collections?
10.What was his source of inspiration?

Vocabulary to be memorized

angular — 311. YOMOpHBIN

affluent- n300MJILHBIN, OOraThIN

antique — IPeBHUM, CTAPUHHBINA, CTAPOMOTHBIN
bazaar — 6a3ap

Bohemian —6oremMckuii, 60reMHbIiH

body — Teno

bold — cmensbiit, nep3kuit

braid — mHYpOK, TechbMa

caftan — xkadTan, ITMHHBIA BOCTOYHBIN Xaliat
chiffon — mmdon

clientele —knuenTypa

crewel-worked — ToHkas mepcTh (117151 BSI3aHUSA)
conceal — CKppIBaTh, MACKUPOBATH, MIPSATATH
cut — Kpoii, KpouTh, pe3aTh

expanse — 3KCIaHCusl, pacliupeHue

exotic —3K30THYHbBII, HTHO3EMHBIN

eloquent — KpacHOPEUUBBIH, BEIPA3UTEIbHbBIN
embrace — 3/1. BOCIIOJIb30BaThCs

ethic — sTHUYECKUI

fabric — TkaHb, HU3ICIIHE

genuine — MOJIMHHBINA, HACTOSAIIUN

hooded — B Buze Kamromona

jeweled — oTAenaHHBINi JParoleHHBIMU KaMHIMH
knitting — Bsi3aHUe, TPUKOTAXK

omnipresent — Be3AeCylui

peak — BepmirHa

plunder — rpabuth, BOpOBaTh, paCXUIIAThH
print — 371. HAOMBHOM

sequined —oTAeMaHHBIN OJleCTKAMU

shawl — mrane, maaTok

thread — HUTKA, HUTH

turquoise — Oupro3a, OUPIO30BBIH (IIBET)

Text IX
Fashion and bohemian designers

Turkish-born St Martin’s graduate Rifat Ozbek often uses the fez hat, harem
trousers, the star and crescent moon of the Turkish flag and coin decoration in his



work. His autumn/winter 1992 collection was inspired by indigenous Americans,
featuring silk-velvet tunics, with clusters of coloured feathers at the hips. Also from
this collection is the luxurious, full-length, white-wool coat. This takes elements from
Russian military clothing and illustration from fairy-tales. It is trimmed with ikat
braiding, which is widely used on Central Asian clothing.

Shirin Guild, who presented her first collection in 1993, was born in Iran and is a
self-taught designer. Her cut is derived from Iranian and Japanese clothing tradition,
while fabrics and yarns are sourced exclusively from British mills. Capaciously cut
Kurdish trousers, and sweaters that enfold the body, have become Shirin Guild
signatures. Two striped linen kimono jackets are combined with a linen vest and
trousers. The distinctive front panel on the trousers was inspired by the dress of
[ranian peasant women, who wear skirts over their trousers for warmth.

Fashion’s appropriation of ethnicity and historical styles is selective, often
romanticized and irreverent in its application. Original garments, as well as paintings,
engravings, sculpture and decorative ceramics are frequently used by designers as
references sources. Pleated garments, originally part of classical antiquity, have
consistently inspired artists, dress reformers and bohemian fashion designers.
Painters and sculptors have long-exploited classical drapery, which accentuates the
contours of the body and is timeless in its appeal. To members of the Dress Reform
Movement, it presented a healthy alternative to the prevailing corseted and
cumbersome fashions. The classically inspired clothes of Venetian designer, Mariano
Fortuny (1871-1949), attracted clients who were both unconventional and
fashionable. Fortuny’s name has become synonymous with intricate, pleated, silk
garments. In 1907 he introduced his columnic, delphos dresses, named after the
world-famous classical statue of a charioteer, found in Delphi. These dresses were
painted in subtle colourings, hand-pleated according to his secret method, and
weighted at the hem with tiny glass beads.

Ian Cooper and Marcel Aucoin, working as fashion designers lan & Marcel,
acknowledged their debt to Fortuny, having seen an exhibition of his work at
Brighton Museum and Art Gallery in 1980. For ten years, lan & Marcel created
exquisite hand-crafted special occasion wear, and bequeathed a significant collection
of their work to the V&A. This included one of their very finest ensembles, dating
from 1985 — a silk caftan evening coat, with painted, classical vine design, teamed
with a pleated, delphos-style dress, in hues of purple and blue. Lady Holly Rumbold
remembers, lan & Marcel reminded us of medieval knights, whose quest for beauty’s
perfection. They consecrated their lives to their art and the realization of their ideals,
with the same single-mindedness and fervour of Parsifal in pursuit of the Holy Grail.

The appeal and universality of pleats is manifest in the work of Charles and
Patricia Lester, who are based in Abergavenny, Wales. Charles trained as a textile
physicist and Patricia is self-taught. The creation of their garments involves
meticulous craft skills and is highly labour intensive: each metre length of silk takes
eight hours to pleat before being baked and hand-dyed. Their exquisite colourings
reflect the drama of the Welsh countryside, faded Renaissance textiles and exotic
jewels. Charles and Patricia Lester’s ‘poison apple’ pleated silk lauder dress, with a
silk-velvet devore (an acid burn-away technique) jacket. In addition to pleing silk,



the duo also create sumptuous, deep-pleated silk-velvet evening coats, as well as
textile furnishings. Prestigious clients include HRH Princess Michael of Kent,
Shakira Caine and Bette Midler.

Gnuyki Torimaru — who formerly worked as ‘Yuki’ and is still informally
known as such — has been inspired by both Japanese clothing traditions and by
classic pleating. Yuki works in an utterly modern idiom, using polyester fabrics and
hoop structures to create flower-trumpet shapes at the sleeves and hems of his pleated
garments. Many other British designers, including John Flett, Helen Storey and
Lezley George, have also featured classically inspired pleats in their collections.

The textile-led fashion company, Helen David English Eccentrics (previously
known as English Eccentrics), draws on a colourful pot-pourri of historical, artistic
and multicultural imagery. The textile design, which dates from 1994, has bold
heraldic lion and unicorn motifs, in a rich rust colour, inspired by the clothes worn by
Tibetan monks.

The British are devoted to original period and ethnic clothing. These garments
are valued for the individuality they accord the wearer and the quality of
workmanship. Loving a bargain, the discerning can often discover an exquisitely
made and elaborately decorated piece at a give-away price.

Expressions to be memorized

to be widely used — mmpoko ucnoIb30BaTHCA

to be derived from — BocxoauTs OT

to be combined with — couetatbcs ¢ ueM-1160

as well as —taxxe kak

named after — Ha3BaHHBIN B YECTh

the world-famous — BceMupHO U3BECTHBIN

to be painted in — ObITh pacKkpalIeHHBIM, pa3pHUCOBAHHBIM
to be based (on, in) — ObITh OCHOBaHHBIM (Ha, B)

to be self-taught — ObiTH camoyuKOii

in addition to — B qonosHeHue

to be known as — ObITh U3BECTHBIM KaK

to be devoted to — mocBsmaTLECA

the quality of workmanship — xauecTBo py4HOI1 pabOTHI

Exercises

1. Form adverbs from the following adjectives by means of the suffix —ly
and translate both adjectives and adverbs into Russian:

formal, recent, obvious, direct, special, creative, classical, alternative, sharp,
historical, artistic, cultural, exquisite, original, deep, beautiful, elaborate;

2. Link adjectives with suitable nouns:



Adjectives: Tibetan, Venetian, Japanese, Turkish, bohemian, wool,
crescent, historical, original, exquisite, unicorn, purple, exotic;

Nouns: jewels, hues, monks, motifs, colourings, beads, fashion, garment,
style, clothing, tradition, moon, designer, coat;

3. Translate the following sentences into Russian:

1. Her cut is derived from Italian and Japanese clothing tradition.

2. Two striped linen kimono jackets are combined with a linen vest and trousers.

3. The distinctive front panel on the trousers was inspired by the dress of Italian
peasant women.

4. Original garments, as well as paintings, engravings, sculpture and decorative
ceramics are widely used by designers as reference sources.

5. The dress was painted in subtle colourings.

6. Shirin Guild was born in Iran and is a self-taught designer.

7. The British are devoted to original period and ethnic clothing.

8. The garments are valued for the individuality they accord the wearer and the
quality of workmanship.

9. In addition to pleating silk, the designers also create deep-pleated silk-velvet
evening coats, as well as textile furnishings.

4. Translate from Russian into English using expressions from the text:

1. boremHbI# CTUIIB B MOJIE OUpPaeTCsl (OCHOBBIBAETCS ) HA 3THOC PA3JIMYHBIX CTPAH.
2.Hekoropele u3 nau3ailHEpOB OAEKIbl ObUIM CaMOyYKaMH, HO BIIOCJIEJICTBUU
3aKOHYMJIM PA3IMYHBIE KOJUIEKU UCKYCCTB.

3.Pudar O30ek, auzaifHEp TYypEUKOTO MPOUCXOXKICHUS, IITHUPOKO H3BECTCH B
OOreMHBIX KpyTax XyJI0KHUKOB U apTHCTOB.

4.Pa3nuuHbple MaTepuajabl HCKYCHO COYETAIOTCS B OJEXKAE Omaronmaps TajJaHTy
IA3aiHepa.

5.VHnuBHyanbHOCTh MacTepa, MaTepual M KadecTBO PYYHOM paboOThl OYEHBb
HEHATCSA OOraThIMU MOKYTMATENSIMU U 3HATOKAMH MOJTHOM OJIEHKBI .

5. Answer the following questions:

1. What are the main trends in Ozbek’s works?

2.What is Shirin Guild? Is her cut derived from Italian and Japanese clothing
traditions?

3.Is fashion’s appropriation og ethnicity and historical styles selective romanticized
its application?

4. What is used by the designers as reference sources?

5. What is the name of the Venetian designer who attracted clients with the help of his
works?

6. What are the main features in the work of Charles and Patricia Lester?

7. Are the British devoted to original period and ethnic clothing?



Vocabulary to be memorized

accentuate — MOT4EPKUBATH , BBIICISATH
antiquity — IpeBHOCTb, CTapUHa
appropriation — NpUCBOCHUE, HA3HAUCHHE
braiding — miHypoBKa

capaciously — mpocTopHo, IIUPOKO
crescent — MOJIyMecs1l, CEPIT JTyHbI
charioteer — Bo3HHMI1a, HA€3THUK

cluster — KUCTb, My4OK

coin — MOHETa

contour — KOHTYp, OU€pTaHUE

corset — KopceT, rpanus, Iosic
cumbersome — HECKJIAHBINA, TPOMO3IKUAN
ceramic — KepamuKa

drapery — MsTKHE CKIaJKU

discern — pa3nuuath

engraving — rpaBiopa

ethnicity — aTHOC

exquisitely — u3pIcCKaHHO, YTOHYEHHO
elaborately — mpogymaHHO, U3BICKAaHHO
fade — OnexubIit

feature — n3o0paxarh, puCOBaTh

fez — decka

feather - mepo, mTromMax

furnishings — ykparmenus

heraldic — repanbaudeckuii

hoop — 00Opyu

hem — py0en, kaiima, KpoMKa

knight — priiape

monk — MOHax

medieval — cpeTHeBEKOBBIN

manifest — iCHO oka3aH

mill — MmenbHUIIA, pabpuKa

peasant — KpeCTbsTHUH

pleat — ckimanka

prevail — onepxaTh mo0ey, TOp>KeCTBOBATH
purple — puoneroBbIi

rust — pKaBbIil

source — ICTOYHUK, HA4aJIo

sumptuous — pOCKOIIHBIN, BEIMKOJICTTHBIN
subtle — TOHKWH, HEXXHBINA, YTOHYEHHBIN, HCKYCHBIN
trim — Haps/, YKpalieHue, OTASIKa

wool — mepcThb

wear (wore, worn) — HOCUTh (OJIekKTY )



yarn — npsia, HUTb
Text X
Bohemian suits

Before the Second World War Cecil Beaton had enjoyed a sensation with his
theatrical demeanour, exaggerated by dramatic hats and flowing neck scarves. By the
1960s, it became acceptable — and even rather expected — for those involved in the
arts to assume an unconventional appearance. British photographers provide a good
example of this: Angus McBean favoured tweed all-in-one suits; Lord Patrick
Lichfield masqueraded as a Russian Cossack, attired in velvet tunics and heavy boots.
Norman Parkinson was truly eclectic in his dress, embracing traditional tweed suits
as well as Indian-style silk tunics, accessorized with headwear selected from his
impressive collection of Kashmiri wedding hats.

The Bohemian center of London had moved from Soho to Chelsea in the mid-
1950s (it has moved back again in Soho in recent years). This transition — to the
more fashion-orientated borough — was paralleled by an increased interest in style.
Simon Hodgson, Robert Jacobs and most notably Christopher Gibbs, were
aristocratic and Bohemian style leaders. Gibbs wore elaborate double-breasted
waistcoats, velvet ties, striped Turkish shirts and cravats. Jane Ormsby-Gore was
very much part of this scene, working as Christopher Gibb’s assistant in the Camden-
based antique shop that he opened in 1959. This group spawned the much spotlighted
‘Chelsea Set’ of the 1960s, which included style leaders Michael Rainey, Tara
Browne, Mark Palmer and David Mlinaric.

In the early 1960s the Parisian tailor Gilbert Feruch introduced jackets with Mao
collars into fashionable western tailoring. In Britain, it became known as the Nehru
(or Rajah) style — reflecting a pacifist rather than revolutionary image — and was to
become a mainstay of male Bohemian fashion. This jacket is slim in cut and buttons
at the neck with s neat, stand collar, thus negating the need for the formal, starched
shirt and tie conventionally worn with a suit.

A new generation of extrovert tailors was emerging. Key figures such as
Tommy Nutter led by example and commercialized their own distinctive styles. In
1968 a collarless suit, buttoning to the neck, was designed and worn by Rupert Lycett
Green, the designer-owner of Blades. It combines historical and ethnic references
with traditional western tailoring. The cream silk jacquard, hand-loomed in a Lyon
silk mill in 1953, resembles a mid-nineteenth-century design. Rupert Lycett Green
also designed a cream silk crepe shirt, with an eighteenth-century style stock, to wear
with the suit.

The extravagant and perfect suit was made by Just Men in the up-to-minute
style of wide lapels, pocket flaps and narrow trousers. A large brown silk tie,
arranged with a double Windsor knot, was worn with a white shirt from Turnbull &
Asser. Brown leather boots, with elastic sides, completed the ensemble. Sir Roy
Strong ceased wearing this outfit in about 1974, when the vogue for decorative
evening dressing petered out.



Beautifully laundered, white linen and pristine cream wool suits have long been
the prerogative of the dandy. Traditionally, they had associations with colonial dress,
picnics by the river and croquet. By the late 1960s, in exaggerated styling, they were
much favoured by pop stars. This three-pieces cream wool suit, with broad lapels
and flared trousers by Tommy Nutter, reflects this latter mood.

In the 1990s Favourbook of Jermyn Street cater for men and women with
Bogemian leanings. They specialise in Nehru jackets, decorative waistcoats, frock
coats and velvet smoking jackets, with matching accessories. Many of the fabrics are
inspired by historical designs. A Favourbook black cotton velvet Nehru jacket from
1996 is embellished with silver silk embroidery, reminiscent of Iranian floral designs
of a type seen on carpets and ceramics.

Men who are conservative in their dress occasionally indulge a Bohemian taste
the exotic at home. Opulent, brocaded silk dressing gowns, for example, have
assumed an air of languid decadence since Noel Coward wore them with great
panache, on stage, for his 1924 play The Vortex. Georgina von Etzdorf has
perpetuated this trend in the 1990s with her deeply coloured, abstractly patterned,
velvet dressing gown.

Expressions to be memorized

all-in-one — Bce B 0JTHOM

to be selected from — 6bI1TH 0TOOPaHHBIM U3

to move from — niepee3xarb U3

to the more fashion-oriented borough —

double-breasted waistcoat — xuieT ¢ NoAKIaA0M Ha TPyaAH
western tailoring — 3anaiHbIi CTHIJIb 110 TIOIIKMBY OJICK b
stand collar — BOpOTHUK «CTOMKa»

such as — Takoi kak

up-to-the-minute style — ObicTpBIil CTHIIB

three-piece (suite) — KOCTIOM «TpOHKa»

abstractly patterned — cB0601HO CMOIENTMPOBAHHBINA, CBOOOIHBII MOKPOU
to complete the ensemble — 3aBepiaTh ancaMOIb (B 04K )

Exercises

1. Give nouns of the same root:

to select, to introduce, to reflect, to start, to cut, to complete, to decorate, to
arrange, to exaggerate, to embellish, to present, to design, to combine, to reflect,
to wear, to move, to admire, to own, to exhibit, to invent, to create;

2. Translate the following adjectives and use them as attributes to some
nouns:



dramatic, flowing, velvet, heavy, silk, impressive, wedding, antique,
fashionable, revolutionary, male, bohemian, slim, neat, formal, distinctive,
colarless, western, narrow, decorative, woolen, historical, conservative, exotic;

3. Substitute an English word or expression from the text for the Russian
one in brackets:

1. The Bohemian centre of London (nepeexai) from Soho to Chelsea in the mid-
1960s.

2.Gibbs wore eleborate (xuneT ¢ nmoakianom Ha rpyau), velvet ties, striped Turkish
shirts and cravats.

3.In the early 1960s the Parisian tailors introduced jackets with Mao collars into
fashionable (3amagHoM cTHIIE TIO TIOIIHMBY OJICHKIBI).

4.The jacket is slim in cut and buttons at the neck with a neat (BopoTHHK-«CTOIKaY),
thus negating the need for the formal, starched shirt and tie conventionally worn with
a suit.

5.Key figures (Takue kak (paniry3ckue ausaitHepsl oaexbl) led by examples and
commercialized their own distinctive styles.

6.The extravagant and perfect suit was made by the designer in the (tak
Ha3bIBaeMOM «ObIcTpoM cTuiiey) of wide lapels, pocket flaps and narrow trousers.
7.Brown leather boots, with elastic sides, (3aBepiim aHcamOJIb).

8. (KoctroM-Tpoiika u3 mepctu), with broad lapels and flared trousers by Tommy
Nutter, reflects this latter mood of a designer.

9.Georgina von Etzdorf has perpetuated her trend in the 1990s with her deeply
coloured, (cB0OOIHO MOKPOEHHBIH), velvet dressing gown.

4. Translate the following sentences into Russian:

1. Fashion designers favoured tweed all-in-one suits.

2. Norman Parkinson was truly eclectic in his dress, embracing traditional tweed
suits as well as Indian-style silk tunics, accessorized with headwear selected from his
impressive collection.

3. The transition, to the more fashion-oriented borough, was paralleled by an
increased interest in style.

4. It combines historical and ethnic references with traditional western tailoring.

5. Rupert Green designed a cream silk crepe shirt, with an eighteen-century style
stock, to wear with a three-piece suit.

6. Traditionally, white linen and pristine cream wool suits, abstractly patterned, had
associations with colonial dress and picnics near the river.

5. Think of the questions you can put to the text.

6. Retell the text “Bohemian suits” using the plan below:



Plan

Fashion before the Second World War

British fashion after the Second World War

Bohemian style and ethnicity

Leaders in Bohemian style

Gibbs and his double-breasted waistcoats

Feruch and his stand collar

Georgina von Etzdorf and her abstractly patterned dressing gown
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Vocabulary to be memorized

attire — HapsiJ, TIaThe, yKPAIICHUE

accessories — IPUHAIICKHOCTH

cater — yroxaarb, 00CITy>KHBaTh

croquet — KpoKeT

cream — KpeMOBBIi1 (1IBET)

dandy — nennu, meromns, ppaHt

deep — cuIbHBIHN, TTTyOOKHUIA, HACHIIIIEHHBIN, TEMHBIN
demeanor — noBeneHne, MaHepa BECTH ceOsl

elastic — »macTUYHBINA, THOKHUI

embrace — 00bsITHS, 0OHUMATh, BOCIIOJIB30BATHCS CIIy4aeM, OXBaThIBATh
flared (trousers) — ket (OproKH)

floral (design) — 1IBeTOYHBIH, paCTUTEIBHBIN (IU3aH)
frock-coat — cropTyk

hand-loomed — coTkaHHBII BpyYHYIO

headwear — ronoBHoi# yoop

jacquard — »akkap.

knot — y3en, 6aHT

key — kimtoueBoi

languid — BsuIBIH, CKYYHBIH

lapel — oTBOpOT, Narkan

leaning — CKJIOHHOCTb, CKJIOHHBIM

linen — 6enbe, MOJIOTHO, XOJICT, MapyCHUHA

mainstay — ornopa, orioT

mood — HacTpoeHue

masquerade — Mackapaji, MacKapaJHblii KOCTIOM, OZIeBaTh MaCKapaHbIi KOCTIOM
mill — menpHUIIA

neck (scarf, tie) — meiHbIN (TUIATOK, TAJIICTYK)
negate — oTpHLIaTh, OTBEPraTh

outfit — sKUNIUpPOBKA

owner — BJIaJiener]

panache — mIomMax, puCOBKa, MEroJIbCTBO

peter (out) — uccakaTh, UCTOIIATh, YMEHBIIATHCS
prerogative — HCKITFOUNTEIBHOE MPABO, IPUBUIICTHS
pristine — IpeBHUI, MEPBOHAYAIBHBIN, YNCTHIN



perpetuate — yBeKOBEUHBATh, COXPAHITH HABCET 1A
reference — ccbuika, CHOCKa, yHOMUHAHUE
reminiscent — HAIIOMUHAKOUTUN

resemble — UMeTh CXOJICTBO

reflect — oTpaxkartsb

slim — TOHKMIA, CTPONHBIN, JICTKUI
smoking (jacket) — cMOKUHT

silk velvet — 6apxar

scarf — matok, mapd

spawn — IOPOXK1aTh, BHI3BIBATH

stock — mmMpoKuii raycTyK Uiy mapd
shirt — pyOarka

taste — BKyC

trend — HanpaBiIeHUE

velvet - 6apxar

waistcoat — xKuier



3 Unit 3 Supplementary Material
Texts about Design

Text A

Design

Design is, without a doubt, not only one of the most significant but also one of
the most fascinating cultural phenomena of the 20th century. In recent years, the
media have increasingly drawn the attention and interests of the public at large to
design-related topics. The contributions made by designs to the major German art
event in the summer of 1987, "Documenta 8", and to other similarly spectacular
exhibitions, have helped to promote design to the status of an in depended art from
which is now widely accepted as the equal of painting, sculpture, architecture and
photography. This growing interest in design has resulted in the creation of separate
design departments in a number of public and private collections and has left to the
foundation of several independent design museums. In all this cases, attention has
been focused just as closely on contemporary design as on design classics.

This publication outlies the pioneer years of modern design, tracing the
development of the design avant-gardes between 1880 and 1930. In doing so, it
concentrates primarily on design in the german-speaking countries of Europe, where,
before the outbreak of the Second World War, the achievements of the Bauhaus and
other schools of applied art made what were probably the most significant and
interesting contributions, and laid the theorical foundations for the design
development of the 20th century.

The origins of modern design history are to be found in 19th century England.
With the rise of industrialization and the social changes it wrought, the call for a new
unity of art and life was voiced here earlier than elsewhere. The leading figures of
this movement where the writer, reformer and painter John Ruskin and the painter
and the social critic William Morris. It was William Morris, in fact, who was the first
to make the decisive crossover from fine artist to craftsman and designer. The Arts
and Crafts movement founded by Morris attracted many young artists and craftsmen
who, in turn, made major contributions to the reformative style. Almost this groop,
which included such outstanding designer as Charles Robert Ashbee and Archibald
Knox, the most important figure was undoubtedly Christopher Dresser. He may be
regarded as Europe's very first industrial designer, a forerunner of Peters Behrens. In
his designers, Dresser consciously carted to industrial needs, thereby contributing to
the aesthetic and technical improvement of industrially produced goods. If we
compare his decanter of 1881 with the tea maker designed by Herbert Schulze, one of
today's most talented silversmiths we release just how far ahead of his time Dresser's
designs actually were-in-deed, it is hard to believe that more than a century separates
these two designs. For all their subjective differences, the similarity between them
may well lie in the designers' mutual quest for a maximum reduction of forming
concert with maximum aesthetic effect. The most striking feature of these simplicity
of form in relation to function,. Influenced by the English Arts and Crafts movement,



the leading Scottish Architect Charles Renee Mackintosh (1864-1928) created
distinctive variation of his own which became known as the Glasgow Style. Like
Dresser, Mackintosh adopted certain Oriental influences, as can be seen in the chair
he designed for the Chinese Room at Miss Cranston's Ingram Street Tea Rooms in
Glasgow. The sophisticated purism of Mackintosh's works appealed to the stylistic
tastes of the Austrian reform movement. It was this, together with the enthusiasm for
Ashbee guild of Handicraft and it workshop principles, that led to the foundation of
the Weiner Werkstatte (Vienna Workshop) by Josef Hoffman and his friends in July
1903, which may be regarded as the birth of the Modern Movement in continental
Europe. Turn-of-the-century Vienna saw the emergence of a formal Syntax based on
simple Geometric elements such as the circle, square, triangle and octagon.

Text B
Good Design

Good Design is a concept based on a rational approach to the design Process
whereby products are created on accordance with the formal, technical and aesthetic
principles generally associated with the Modem Movement. The Museum of Modem
Art, New York staged the first Good Design exhibition in 1950, which was laid out
by Charles and Ray Games designs were selected by a three-man jury and were
retailed through stores with an accompanying Good Design label. The premise of
Good a Design was also favorably received in Europe, especially in Germany. In
1952, Max Bill co-founded the Hochschule fur Cestaltung, Ulm to promote the
virtues of Good Design that had previously been extolled at the Bauhaus. Bill also
responsible for the establishment of the "Die Gutt Industrieform” exhibitions in
Germany. The concept of Good Design was most notably embraced at Braun, where
Dieter Rams developed a functionalist house-style for electrical products. In Britain,
Good Design was actively promoted by the Design Council (founded in 1960)
through exhibitions and journal Design. The Council implemented the use of its
famous "kitemard” label as a seal of approval for worthy products. In the 1960s there
was a reaction against the conservative conformity of Good Design and what was
seen as the Establishment's dictation or good taste". The popular reactor to Good
Design ushered in Post-Modernism, which brought radicalism, emotion, spontaneity
and character back into mainstream design.

Kenneth Grange studied at the Willesden School of Arts & Crafts, London,
and form 1944 to 1947. He trained as a technical illustrator with the Royal Engineers
as part of his national service, and afterwards worked as a assistant for various
London-based architectural and design practices, including Arcon Chartered
Architects, Bronek Katz & Vaughan George Bower and Jack Howe & Partners. In
1958, he established his own office in London, specializing in product design, and
fourteen years later formed a design partnership with Theo Crosby, Alan Fletcher,
Mervyn Kurlankky and Colin Forbes shown as Pentagram. Grange Combined
German Functionalism, as practiced at Braun, with a British sensibility to
appropriateness, creating designs that had a sculptural purity and a no-nonsense
robustness. Among his many able designs for industrial production is the Kenwood



Chef-mixer (1970), the Kodak Pocket Instamatic camera (1975), the Parker 25 range
of pens (1979) and the Protector razor by Wilkinson Sword (1992). He also designed
the exterior body Sail’s 125 intercity high-speed train (1971-1973) and Adshel bus
shelters for London Transport (1990). Kenneth Grange has received numerous
awards for his design work including ten Design Council Awards for Elegant Design
in 1963. Since 1985 to 1987, he served as Rector of the Faculty of Royal Designers.

Text C
Futurism

Futurism was founded in 1903 by the Italian writer Filippo Tommaso Marinetti
(1876-1944). As its name suggests, the movement dissociated itself from the past by
embracing technological progress. Marinetti’s Futurist Manifesto of 1909 celebrated
the inherent potential and dynamism of the machine and systems of communication.
As the first cultural movement to distance, itself from nature and to glorify the
metropolis, Futurism was extremely influential to subsequent design movements. The
energetic flux modern city life was captured in the artistic works of Umberto
Boccioni (1882-1916), Gino Severini (1883-1966), Carlo Carra (1881-1966) and
Giacomo Balla. Through the use of fragmented Cubist-tike geometric elements that
evoked the feeling of speed and acceleration. Within graphic design, Futurism was
asserted through the use of typography that was laid out expressively rather than
conventionally. This idea of expressive structure was also used in the composition of
poetry. In 1910, the Manifesto of Futurist Painting was signed by Carra, Balla,
Boccioni, Severini and Luigi Russolo (1885-1947), and later Balla became the first
experiment with the practice application of Futurist theory to the Decorative arts.
These expressive forays into design followed up by artist and designer, Fortunato
Depero (1892-1960), who set up a craft workshop for Futurist art in Rovereto, which
operated throughout the 1920s. Depero wrote the Complessitta plastica gioco libero
futurista — L’essere vivente-artificale (Plastic complexity — free futuristic play — the
artifical-living being) in 1914 and at his House of Art in Rovereto he devised a neo-
plastic language of design that was later promoted by the Italian Rationalists. The
architect Antonio Sant'Elia (1888-1616) joined the movement in 1914 and exhibited
his proposals for “The New City" in Milan. The sweeping dynamic forms of his
architecture were left unornamented and, with their raw unfinished surfaces and
violent colouring verged on Brutalism. Although Sant'Elia died in 1916, his
Manifesto Futurist Architecture remained influential, especially to members of De
Stile who received it in 1917. Futurism attempted to subvert bourgeois culture and
was in some ways a destructive force in that it necessarily expressed the aggressive
aesthetic of urban life in the machine-age. Aligned to Fascism, the Futurists sought
order Through radicalism and in so doing can be seen as the first truly radical design
movement.

Text D

Form and decor



The territory of Art Deco is defined by boundaries set on the right, by
Neoclassicism and, on the left, by rationalism. In spite of the antithetical nature of
these two tendencies, both are distinguished by a high degree of internalorganization,
staticity, resolute objectivism, internationalism, and a certain plastic uniformity.
Opposites of this kind were almost bound to provoke attempts to engineer a
convergence between them. Art Deco combined details borrowed from Classicism -
pilasters, caissons, corbels, cornices, ornamentation, sculpture, and painting - with the
spatial liberation characteristic of Functionalism. The cynical nakedness of functional
architecture and the haughty austerity of classical architecture gave way to
shockingly unfettered and rich form.

The convergence of Classicism and rationalism, the traditional and the
contemporary, was something theoreticians of Soviet architecture had long dreamed
about. Now Art Deco had made it a reality that could be realized in practice. It was
this chimerical coupling that was both the key to Art Deco's success with the
authorities and the general public and the cause of the active hostility it encountered
among many professional architects.

Quite unconsciously, those working in Art Deco had if not destroyed, then called
into question, the main dogmas of Classicism and the principal postulates of
Functionalism. The latter dogmas were the basis of architectural training and the
foundation of the professional architect's consciousness; when Art Deco showed that
they could be ignored, this fuelled the professional community's suspicion that Art
Deco was not to be trusted.

Art Deco made a rule out of breaking traditional rules. This lack of rules and
dogmas makes Art Deco difficult to teach, which explains why there has never been a
school associated with the style. Art Deco has never had dedicated or consistent
followers, passionate exponents, or its own theoreticians. It has, however, had more
than its fair share of productive practitioners. Art Deco came into being not thanks to
the efforts of a company of enthusiasts, but as a movement born from the bowels of
life itself, from man's natural desire to embellish and decorate. It exploits that which
was looked down upon by Classicists as lowly or imperfect and by Functionalists as
unprofessional, primitive, or even criminal. Art Deco is insidious: a slight, barely
noticeable violation of balance produces something which is artificial, preposterous,
overbearing. The name "Art Deco" - which seems so playful and casual - turns out to
be extremely exact, a precise description of the most important features of the style.
The first such feature is Art Deco's essential artistic quality, its artiness. This explains
the heterogeneity of everything that it produces, its combination of wonderful
discoveries and insights with banalities and disappointing lapses.

Art Deco stresses artistic priorities; Classicism and rationalism, on the other
hand, avoid expressions of subjectivity and conceal their nature as art behind appeals
to tradition, function, or technique. Thus Art Deco is dependent on the personality of
the author. The architect's personality is the critical factor, the guarantee of quality,
but also that which underwrites the inevitable main crop of weak or scarcely
noticeable works.



Text E
Hieroglyphic writing

Right from the beginning the deciphering of mysterious Egyptian writing

fascinated everybody. In 1799 a certain Captain Bouchard of the French Army was
supervising work on the fortifications of Fort St. Julian, situated a little more than
four kilometers outside the town of Rosetta when his workmen discovered a stone
which was destined to achieve great fame in archeological history. It was in fact the
«Rosetta Stoney, which led to the deciphering of the hieroglyphs.
As a result of the fortunes of war this precious stone fell into the hands of the British
who gave it a place of honor in the British Museum. On one face of the stone, a tablet
of extremely hard black basalt, there is a long trilingual inscription, the three texts
being written one above the other. The first of the inscriptions 14 lines long, is
written in hieroglyphs. The second, 32 lines long, is written in demotic, from the
Greek word «demos » meaning people, which refers to a type of script used by
ordinary people. (Demotic is contrasted with hieratic, from « hieros » meaning
sacred, whose use was restricted to priests and scholars). The third inscription, 54
lines long, 1s in Greek and hence was comprehensible. This latter text, translated
without difficulty, proved to be a priestly decree in honor of Ptolemy Epiphanes.
Which finishes a format instruction that «this decree, engraved on a tablet of hard
stone, in three scripts, hieroglyphic, demotic and Greek, shall be engraved in each of
the great temples of Egypt ».

The honor of deciphering the hieroglyphs fell to two scholars, the
Englishman Thomas Young and the Frenchman Francois Champollion who started
work on it at almost the same time and who were to see their efforts crowned with
success. However Champollion probably has a greater right than his rival to be
regarded as the man who deciphered the hieroglyphs. What Young achieved by
Champollion achieved by scientific method and with such success that by his death in
1832 he could leave behind him a grammar and a very substantial dictionary of
ancient Egyptian. But what did this writing that the Greeks called hieroglyphic, from
« hiero glyphica », that is « sacred signs », actually consist of? The ancient Egyptians
themselves called their written texts « the words of the gods ». In fact according to
tradition men were taught to write by the god Thot himself during the reign of Osiris.
Down through the centuries the writing retained a sacred character and more or less
magical powers. Anybody who knew how to write the approximately seven hundred
signs, which constituted Egyptian writing, each sign representing a sound or an
object, was held in great esteem. The names of the kings and queens were surrounded
by an outline which archeologists call a « cartouches ». It was precisely from the
names of Cleopatra and Ptolemy, engraved inside their « cartouches » on the Rosetta
stone, that Champollion started his long work on the deciphering of the hieroglyphs.
The ancient Egyptians either engraved the hieroglyphs in the stonework of their
temples or painted them on the walls of the burial chambers or inscribed them with a
reed pen on rolls of papyrus, the antecedent of our paper.



Text F
On the Art of Lettering

The evolution of the art of lettering takes place within the strictly limited
boundaries. It is limited by the stability of the alphabet and the habitual, standard
form of each letter. The sum total of features determining the legibility of letters
(within a given alphabet) is called its grapheme. Such a generalized conception of a
letter makes possible its realization in a concrete form. This form is in each case
dictated by a whole gamut of different factors for the most part deriving from the
very essence of the art of lettering. The underlying pictorial essence of a letter may be
brought out though usually it is well disguised. Another method of lettering is
stylisation based on imitation, that is, the form of the letter serves to reveal the style
of the text, its national or historical colour. Specifically modern art forms may also be
imitated. Stylised form usually lacks in integrity and inner logic of execution, which
demands specific material, technique and working tempo.

The expressiveness of lettering is intrinsic to It and Is connected with the
incarnation in the letter form of the specific features of the process of lettering, the
ways and means of its execution. Transferred from free calligraphy, which is actually
the materialization of a live movement of an artist's hand, into its final form, the letter
becomes finer and more abstract. Its proportions are verified by geometrical
construction, and a resilient and precise movement of the burin sets off the
expressiveness of a freely moving pen. Phototypography has liberated the artist from
the strict discipline of the old methods of letter reproduction; it has given him—at
least as far as the elements of display titles are concerned—a free hand in selecting
graphic techniques. Imitating with a brush, which has hardly any individual
peculiarities both free calligraphic forms and clear-cut etchings, a modern artist at
times loses, the organic conception of the letter. Besides the constructive approach to
lettering there exists a more abstract approach that of treating the letter as a spatial
figure on a white sheet of paper. A letter may be seen as possessing plasticity, when it
lies tangibly on the paper surface, or as acquiring depth receding, so to say, beyond
the paper surface; the letter may be treated as a line flowing across the sheet of paper
or as a plants In the nature of background. Finally, the letter expressiveness depends
on its proportional and rhythmic structure.

In each specific case all these levels of letter expressiveness interrelate with
each other in a complex way, creating a single image of the letter and, at the same
time, standing in opposition to each other.

Text G
Plastics

Synthetic plastics quite literally molded the material culture of the 20th century.
So profound was their effect on mass consumerism that the period could be described
as "The Plastics Age". As early as the 15th century, however, natural plastics such as



shellac (The resin from a tropical beetle), casein (produced from milk curds) and
keratin (a protein found in hair, fur, bone, nails, horn) were used in the manufacture
of luxury goods. Tim development of the first modern plastic is generally credited to
the English chemist arid inventor Alexander Parkes (1813-1890). During the 1840s,
he discovered that wood-dust or cotton fiber, when dissolved in nitric acid or
sulphuric acid and then combined with castor oil and chloroform produced a dough-
like substance that when dried looked remarkably like ivory or horn. This form of
cellulose nitrate, scientifically known as pyroxylin, was difficult to work with
because of its explosive nature and its inherent brittleness. Parkes subsequently set up
a company in manufacture this serine synthetic plastic, which he named Parkesine,
but it went- into roceivershin in 1868. in America, John Wesley Blyatt (1837 -1920)
continued to search for something better than Parkesine which he could a synthetic
alternative to ivory to make billiard balls. By mixing camphor under pressure with
cellulose nitrate, he was able to solve the problem of brittleness and in 1869 he
painted the first practical semi-synthetic plastic under the name of Celluloid. During
the 1870s and 1880s Celluloid was used in the manufacture of all kinds of objects,
including hair combs, brushes, buttons, hand mirrors, letter openers and dice. It could
also be made to imitate ivory, tortoiseshell, mother-of-pearl and amber. Although
significantly cheaper than these luxury materials, Celluloid was still relatively
expensive and consequently did not suffer from the associations of cheapness that
dogged successive synthetic materials. 1889 George Eastman's firm (later renamed
the Eastman Kodak Co.) marked the first commercial transparent, flexible camera
film made of Celluloid. From 1904, the Belgian-trained chemist and entrepreneur
Leo Baekeland (1863-1444) worked on the development of the first completely
synthetic plastic and in 1907 perfected the manufacture of phenol-formaldehyde resin
(also known as phenolic resin). Better known under its trade name Bakelite, this
revolutionary material wasproducted commercially from 1910 and was marketed as
“the material of thousand uses). Phenolic resin was initially used as a coating
material, especially for metals, and as an adhesive, before being employed as
molding powder, It was remarkably suited to molding processes and from the 1920s
onwards considerably changed the aesthetic of many industrially-manufactured
products, in 1928 a method was perfected for "casting" phenolic resins without the
need of a filler, such as had previously been required for the production of Bakelite
and other synthetic thermoses plastics (I. e. plastics that solidify on heating and
cannot be remelted or reformed without decomposing). It was now possible to cast
phenolic resins in a wide range of bright colors. These strong, non-flammable and
colorful materials were used for numerous articles including napkin rings and
jewellery. Urea-formaldehyde thermoses resins were widely used from the late
1920s, including a product marketed under the trade name of Plaskon. With the
development of melamine-formaldehyde in the late 1930s, urea-based plastic
laminates gave way to Formica laminates.

Thanks to their easy manipulation, economical production, corrosion resistance
and suitability to industrial processes, plastics remain among the most popular and
useful materials. The highly innovative treatment of various advanced techno-



polymers by some of today’s most talented industrial designers has led recently to a
significant reappraisal of the aesthetic of plastics in general.

Text H

Automobile Design

In 1910 the company known as Anonima Lombarda Fabbrica di Automobili
(ALFA) was founded in thePortello district of Milan, having emerged from the
defunct Societa Italiana Automobili Darracq, which had been established in 1906 to
produce low-cost cars. The new company decided to espouse a distinctly Milanese
image and adopted a red cross and the Visconti dragon for its trademark. Its first
venture was a production run of 300 24 HP Torpedo cars (1910) designed by
Ciuseppe Merosi. Three years later, the company produced its first sports car, the
40/60 HP Corso (1913), which had a top speed of 147 km per hour. Around this
period, Nicola Romeo, a Neapolitan entrepreneur, took over the company and added
his surname to its title. He also ensured that cars began rolling off the lines in Portello
magnificent numbers. During this era, the company produced several remarkably
progressive cars, including the teardrop shaped 40/60 HP Aerodynamica (1914),
which could reach an impressive top speed for its day. The company went into full-
scale Industrial production with Giuseppe Merosi's RL (1922-1923). Described by
Alfa Romeo as its first masterpiece, the RL was also produced in sports and touring
versions. The fast and reliable racing version of the RL, known as the Targa Florio,
with its characteristic "prow-shaped" nose, placed second, third and fifth in the
famous Sicilian 1,000 mile road race - the Mifle Miglia - and brought the world's
attention to the fledging Milanese car industry. At this stage, the Carrozzeria
Castagna also designed several car body variations including a cabriolet version of
the four-cylinder RM and an elegant open touring version of the RM. In 1923, the
designer Vittorio Jario joined the firm and his P2 won Alfa Romeo's first world title.
His 8C-2300, which won Le Mans in 1931 and 1934, ensured that the marque
became synonymous with racing during the early 1930$. Although this was the
golden age of Alfa Romeo, the company was nationalized in 1933. Sadly, the Italian
Government did not provide the company with sufficient funding and so it moved
away from customized prize-winning racing cars in order to concentrate on general
use vehicles, although it did continue producing its sleek, high-quality sports cars.
After the Second World War, Alfa Romeo mass-produced elegant road cars such as
the 6C 2500 Super Sport (1947) with super lightweight coachwork. Incorporating the
latest aerodynamic research, the Super Sport and the similar Freccia d'Oro possessed
a streamlined beauty and a sense of poise. While the market in the 1950S was
demanding more functional and less luxurious models, Alfa Romeo was disinclined
to completely sacrifice its sporting heritage and decided instead to produce affordable
performance cars. By the mid-1950s and early 1960s, the company had increasingly
industrialized its production methods and was manufacturing classic models such as
the Ciulietta Spider (1955) styled by Pininfarina and the Ciulietta Sprint (1954) styled
by Bertone. Under the directorship of Orazio Satta, the company had come up with
the Ciulietta project so as to meet the growing demand for smaller and cheaper



private vehicles. The Ciulietta managed to compress Alfa Romeo's high performance
technology into an engine of only 1300 cubic centimeters. In 1962, the slightly larger
Ciulia was launched and the company began targeting the European market with
classics such as the Ciulia Sprint styled by Bertone. Later, Pininfarina styled the
streamlined Duetto (1966), which with a few minor changes remains in production
today. In 1971, Giorgetto Ciugiaro styled the groundbreaking Alfasud that helped to
considerably increase the company's market share. From the post-war period until
1986, Alfa Romeo was under the control of the Italian Government, which-oversaw
its operations through the Istituto per la Ricostruzione (IRI). Even today, Alfa Romeo
designs such as the Alfa 156 (1997) and Alfa 166 (1998) acknowledge their
legendary sporting ancestry and project a strong and purposeful aesthetic.



4 Unit 4 Supplementary Material

Texts about Fashion
Text A
Hats

Each of the Season's sporting occasions demands specific headwear. For men,
the top hat is de rigueur al Ascot, while panamas and boaters dominate at the Henley
Regatta. Some prefer the panama because of its light, easy-to-wear soft structure.
Originally made in Equador from Torquilla straw, the panama comes in two styles:
ridged, which can be conveniently rolled up, or with a wide brim in an elegant trilby
style? British hut firms in Luton and Christy's in Cheshire are famous for the top-
quality panamas which are sold to the finest British hat shops and men's outfitters.

Although wartime shortages resulted in the standardization of clothing design,
hats remained both unrationed and unrestricted, thus permitting women to make a
small lashion statement. However, for reasons of practicality and safety many women
wore snoods, scarves and turbans. For the limited number of special events small
lilted luits adorned with fabric Mowers were popular, like Alice Camus's elegant
black straw design decorated with pretty artificial flowers.

Pillboxes with veils, miniature hats and neatly twisted turbans enabled
fashionable long hair to be pinned and shown off to full advantage. "These small hats
were often worn lipped at an angle of 15 degrees and fastened with a small chin-
strap. Veiling was another way to keep long hair neat. The V&A's miniature brown
felt hat decorated with bird of paradise leathers illustrates this popular style. It was
fashionable at this time to incorporate a small comb to replace hat pins. Costs of
materials, however, began to prove prohibitive, with an increase of up to 400 per cent
according to a wartime survey. As supplies of trimmings, decorative motifs and
materials dwindled, it became necessary to make hats from only tiny pieces of fabric.

Text B

Hats in the 1940s

During the war Winston Churchill's wearing of a square-crowned 'coke' hat
provided an alternative to the conventional bowler. This distinctive hat became
central to his sartorial identity. Plate 106 shows a classic version dating from the mid-
1940s, bought Iroin James Lock & Co., the world-famous hat shop for gentlemen.

By the mid-1940s long-established traditions of hat-wearing were beginning to
lie eroded. In response to the threat to their livelihoods. British milliners and hatters
staged a promotional campaign to get men to wear hats. Coining the oil-repeated
slogan, 'del a hat to get ahead', the campaign was featured in British Millinery in
October 1948. As the magazine, explained, it was aimed at men aged 18 lo 35 years
and would appeal to them on two main grounds - the desire to look well before their
girlfriends, and the desire to get on in business.



The design of men's headgear was predictably conservative in the post-war
years, with the soft felt trilby (a generic term for a man's brimmed hat) being
customary everyday wear. Available in a range of brim sizes, it could be worn at
varying angles and sometimes featured a crease down the front of the crown. By the
mid- 1950s attempts were made to widen the market through design differentiation.
A new style of trilby, with a narrow brim and a low crown, was introduced but it
failed to attract many wearers. Bowler Hat Week was launched in October 1950 to
celebrate 100 years of the wearing of bowler hats. Although this event was not an
outstanding success, the bowler hat did make something of a comeback among
British businessmen during the 1950s and '60s.

Text C
Hats in the 1950s.

The exaggerated quill hairstyles favoured by subcultural youth during the
1950s largely precluded the wearing of hats. Roger Stephenson of James hock & Co.
talks of the hatless generation of this era. Despite this, in the years immediately
following the war British millinery enjoyed a resurgence. The New Look for women
precipitated a fashion for large hats, which balanced the full skirts of the period.
Indeed, the Coronation year of 1953 saw a peak in British hat-wearing. Simone
Mirman's design, created from black horsehair with pink fabric rosebuds, has the
popular ‘coolie’ profile. Mirman, who referred to her hats as 'objets d'art' was born in
Paris but worked as part of the British fashion scene. She opened her own salon in
London in 1947 and received her first royal co in mission in 1952, when she was
asked to create a selection of hats for Princess Margaret. In 1965 Mirman was invited
to design hats for the Queen.

Historical revival styles have proved a dominant influence upon post-war hat
design in Britain. One of the most popular styles has been the picture hat, popularized
by film Mars such as Grace Kelly and Audrey Hepburn. Otto Lucas, the renowned
British milliner of the 1950s, created the superbly crafted black straw and velvet hat
typical of this style in about 1954. This nostalgia was an extreme contrast to the-mod-
ernistic themes generated by spate travel and science fiction which were also proving
influential. One amusing and elegant example was that created by the House of
Lachasse for Mrs Gordan-Gottschalk, to wear on her wedding day in 1955. This
design, evocatively named 'Martian's claw', is a tiny metal-spangled headpiece with
claw-shaped prongs reaching across the head. For evening wear, women’s hats of the
1950s were delicate and bejeweled or extravagantly embellished with feathers,
flowers and veils.

The social season was well served in this decade by milliners of the calibre of
Aage Thaarup. Danish-born. Thaarup had set up his British business by 1932 and was
favoured by royalty and society ladies. He was renowned for the wit and originality
of his designs, and once made a hat for the future Queen Mother trimmed with plastic
vegetables, much to the amusement of King George VI. The V&A has an ingenious
Aage Thaarup hat in a pyramid shape, constructed from fabric daisies and wire.
Thaarup was the first British couture milliner to design for the wholesale trade.



Milliners of this period also gained inspiration from sketches of the catwalk
shows in London and Paris, which ensured that their designs complemented fashion
(rends. Mass-market manufacturers followed suit, adapting and simplifying catwalk
creations to facilitate large-scale production and keep prices competitive. For those
unable to attend the fashion shows, illustrations proved an invaluable stylistic
resource. Francis Marshall, one of the most talented post-war British fashion
illustrators, produced beautiful sketches of the catwalk as well as drawings of the
British social season.

It seems that the strict dress codes demanded by the Season, the traditional
'coming out' for young society women, were decreasingly applied to hats. Alison
Adburgham noted in a 1954 issue of Punch that a gathering of debutantes 'were
reprehensibly hat-less, a prevalent custom most distressing to milliners'." However,
some debutantes did continue to respect tradition by donning small elegant hats,
perhaps lopped by a spray or sprig of artificial flowers. Simone Mirman called these
'more than a coiffure; less than a hat'. The last debutantes to meet the Queen for a
presentation at court in 1958 wore these discreet styles.

Designer boutiques of the 1960s provided the antithesis to the formal dress of
the previous decade and young people no longer required the services of a bespoke
milliner in order to wear a hat. Headwear was often purchased ready-made from
boutiques in colours and fabrics that complemented clothing. 'The fashionable large-
brimmed floppy hats with minimal decoration were economical to make, did not
require special fitting and were easy to wear. Accepted codes of hat-wearing were
broken down by the' most irreverent who wore their hats informally, irrespective of
the occasion and time of day.

Text D
Hats in the 1980s

From 1980 the media focus on Lady Diana Spencer the patron saint of hats, placed
British milliners in the international limelight. As the Princess of Wales she was fre-
quently photographed wearing hats, during day and evening, creating an appealing
and accessible endorsement both of hat-wearing and of the domestic milliners whose
designs she favoured. Her honeymoon hat of 1981, a tricorne decorated with a single
feather designed by London milliner John Boyd, generated up to six years of business
for Luton hat manufactures serving the huge demand for high-street copies. Before
this lime London milliners had found their greatest media exposure in the fashion
reports of the seasonal collectors.

London also saw the flowering of a new generation of highly talented young
innovative and often iconoclastic milliners during the 1980s. Stephen Jones set up his
own label in September 1980 after graduating in fashion design from St Martin’s
College of Art Friends from the London club scene formed the earliest fans of his
sometimes witty, always beautifully crafted hats: soon he was creating couture-level
millinery for top international fashion designers as diverse as Jean Paul Gaultier.
Jasper Conran and ' Comme des Garoons. A fine example of Jones's work is the
green and yellow silk 'twisted hat with cog feathers. This design was featured on the



cover of the Christmas 1992 edition of /latrel providing Stephen Jones with the first
media exposure of his own label ccouture designs.

Another young millinery talent to emerge during this period was Kirsten
Woodward, whose surreal talents were spotted by Karl Lagerleld, chief designer at
the House of Canel. Woodwand’s millinery subsequently enhanced many of Chanel’s
catwalk —shows in the 1980s which in turn won her huge international acclaim.

Text E
Handbags

Vogue welcomed in the New Year of 1947 with a plea for elegance, and
suggested that until the ‘'aesthetic atmosphere' had returned women should
concentrate on  accessories. In this era of 'make do and mend', many women simply
had their expensive pre-war handbags renovated or remodelled. Women of all
incomes relied on accessories as a way of creating a new look, and there were
numerous patterns available for those who wanted to make their own leather and
fabric bags.

Wartime fashions had made a virtue out of a necessity: as everyone had to
carry, a gas mask a shoulder bag was obviously practical. But military and wartime
associations were left behind when the overarm bag came in. The new fashion, as
described in Vogue 1947, was for elongated bags in leather or satin, deep rather than
wide and carried by slender handles. Bags moved clown the arm from the shoulder,
and were worn hooked over the elbow with the handles circling the wrist. Although
jewellery, bags and evening hats were still unrationed by 1948 there was a 100 per
cent purchase tax on feather goods and metal was in short supply. A good-quality
handbag could cost much more than the outfit it was worn with especially if it was a
Utility suit in need of fitting; by accessories. A cedar crocodile bag with matching
cigarette case, compact and purse cost 32 10s in March 1949: in the same year a tan-
and-blue tweed suit by Jaeger Utility was 6 3s 8d. In the late 1940s handbags in
patent leather were fashionable and leather with white top-stitching was common.
Fabric drawstring styles were available in tweed and plaid. Gradually a wider range
of colours became available: a double handled Waldybag was featured in Vogue in
August 1949 in red lizard skin. In contrast to practical wartime shapes, small rigid
bags with loop handles were developed in a variety of forms from a milk can shape to
that of a miniature hatbox. Pigskin or hide shoulder bags with horse-brass fastenings
were available, but these were clearly specified for country wear.

Evening bags were highly decorative, and became less inhibited as tin- British
social scene was re-established. Cocktail bags were designed to dangle from the
wrist, leaving hands free to deal with drinks and cigarettes in long holders. Materials
and decoration varied from delicate petit point, learned with .I filigree silver clasp
and chain on a bag by Duvelloroy, to snakeskin dipped in real gold as in a bag from
Galeries Lafayette and black satin piped in gold kid in a drawstring style by
Bembaron. Aage Thaarup made matching hats and bags in brilliant bead embroidery
in red on black. Women were reminded that accessories were unlimited if one had the
funds.



Text F
Handbags and shoes

For the affluent mature woman, low cost was not necessarily a major concern.
The emphasis was still on having good matching accessories: 'It is a well-worn truth
that it is far better to .have a few well-made pairs of shoes, perfect gloves, one
handsome handbag, than a rainbow of not-so-goods' stated The Intelligent Woman's
Guide to Good Taste in 1958. In the early 1950s, bags grew larger and pastels
became fashionable: 'Carried unanimously... The new length handbag, roomy without
being bulky...all the season's new fashion shades, including mauve, lavender, pale
blue, grey etc.

The growth of boutiques in Paris at the beginning of the 1950s meant that top
designers could .sell fashionable accessories under their own names to a much wider
audience. London soon followed suit. Matching ensembles were all the rage and
demanded co-ordinating accessories: 'Matching goes to the length not merely of
colour but of fabric; such as the gloves and the evening bags at Peter Russell'.'
Edward Rayne was the name in matching shoes and handbags. As he staled. "The
total look's the point!" In 1963 Rayne offered matching leather shoes and bag in a
pink and green rosebud print. Sometimes complete outfits were made to match, such
as a japonica pink nappa leather bag by Jane Shilton, which accompanied japonica
pink shoes and a suit.

For the evening there were clutch bags from the costume jewellers Fior, in
flowered blue or yellow Ascher silk for 39s. 6d: 'a beautifully ordered riot of colour,
and especially lovely when applied to snowy white dresses' according to Vogue in
lime 1956. If money was no object, a black satin bag with an 18-carat gold frame set
with diamonds was available for £430 from Asprey.

The various handbag shapes in Britain in the 1950s were designed to
complement the fashionable silhouettes of the time: the slim, tailored look; the belted,
lull-skirted floral dress shape; and the new princess line, 'unbroken from bust to hem'.
The manner in which the handbag was held was stylistically important. For formal
day wear, the classic .metal framed handbag was worn over the wrist or held by the
handles. The smart and neat clutch bag or envelope was usually clasped close to the
body. Bucket bags, a development of the' open shopping bag that was typical of
informal wear, were held in tin-crook of the elbow. Early types included a stiffened
calf bag with an inner protective drawstring cover by Susan Handbags in 1952. A
scoop-shaped model by Fior was studded in gilt and had an adjustable handle, while
Revelation produced a bucket bag in tough hide and lined with check duster cloth for
55s. Open bucket bags, unlike handbags, were not subject to purchase tax.

In 1953 there was a brief craze originating in France for toy handbags, but by
October 1955 handbag styles in Britain had polarized:

Handbags have a new tailored dash - some tiny as a man's wallet, some big as
briefcases. All give the final touch to a fashion plan; balance and reinforce it by line,
texture and colour; give the tonic effect of a brilliant pink with black, alabaster with
marigold.



One of the most significant trends of the late 1950s was the popularity of huge hand-
bags, needed to balance rising and widening hemlines. The 1958 December issue of
Vogue noted that 'the bigger the better is the new philosophy for the handbag buyer'.
'Combinations of different materials, such as tweed and leather, were popular at this
time, and matching bags and shoes in Irish linen or Swiss lace were summer
favourites. The dynamic of the overarm bag with three-quarter length sleeves, slim
wrists and gloved hands was essential to fashion in the 1950s. The relationship of
bags to shoes was equally important as they were so often paired together.

Text G
Shoes

The factors that determine the construction and design of a shoe are the
wooden last upon which it is created, the heel and toe shape, the leather, skin and
fabric that form the outer shell, and decorative details such as buckles. Good shoes
and boots for men are still made primarily of leather, with styles defined by a series
of design elements that vary only in detail. Much of women's footwear is also bound
by tradition. Many post-war Styles, such as brogues, mules, court shoes, and short
elastic-sided and full-length boots have been based on designs with historical
precedents. Comfort is of paramount importance to British wearers, who have rarely
subscribed to the philosophy that it is necessary to suffer to be beautiful; occasionally
in town, but never in the country.

The evolution of fashion footwear since the Second World War has been a
gradual process. Heavy wartime shoes with thick or high wedge heels were not
transformed overnight into the light, poised shoes that characterize 1950s fashions.
The late 1940s saw shoes of soft suede and leather with snub toes and high heels, a
dramatic- contrast to I he-stout Styles characteristic of most Utility designs. The
brown leather and suede lace up shoes with the Utility mark are an example of this
transitional shoe silhouette.

Released from Utility constraints in the early 1950s, shoemakers started to
refine heels, cut away high vamps, streamline heavily rounded curves and pare clown
toes to fine points in a quest for modern, streamlined shapes. As toes became
increasingly pointed, fronts were cut lower to look less bulbous and heels were
shaved more and more finely. Many women could now indulge in sophisticated and
glamorous footwear, especially for evening. By 1956 heels were so thin that a metal
spigot had to be inserted to stop them snapping. Holmes of Norwich placed
advertisements in Vogue between 1950 and 1959 that variously described shoes as
'slim as a wand', 'light as a wisp of smoke' and 'the sharpest of toe points on a reed
slim heel'. At its most extreme this style evolved into stiletto-heels, an exaggerated
fashion statement that many regarded as impractical and rather vulgar.

One of the leading designers and retailers of post-war high-fashion footwear
was Edward Rayne. The Rayne company was founded in 1886 but it was not until
1918, when Edward's father look over, that it started to become fashion-conscious.
When Edward took the helm in 1951 at the age of twenty-eight, the firm was still
little known outside Bond Street, but soon the flowering of his special creative talent



led Edward Rayne to become the most acclaimed shoemaker in Britain, patronized by
royalty and high society.

Text H
Boots

Boots were one of the major fashion footwear .statements of the 1960s, first
worn with mini-skirts and then towards the middle of the decade with maxi-skirts.
They remain a favourite today. Sold by shoe shops and fashion boutiques, boots
became available in a dazzling array of synthetic and natural materials and in many
colours. The knee-length tightly fitting boots sold at Biba were so coveted that girls
knew when the delivery van was clue to arrive and would queue for hours to be sure
of acquiring a pair. Made from fabric as well as leather and suede, these boots were
dyed in the same mouthwatering, muted hues of plum, claret, chocolate brown and
bottle green as the distinctive Biba clothes.

As early as 1967 shoe designers started to revive 1940s plat form styles. By
1971-72 platform soles had been elevated to between two and three inches high,
although in a streetstyle context they readied staggering heights. Some designers
exploited the vogue for platforms with a modernist vision, while others sought
romantic refuge in retro styles. Barbara Hulanicki, owner and designer of Biba,
looked back to shoes worn by the Hollywood Mini stars Betty Garable and Carmen
Miranda, which she re-interpreted in a contemporary idiom. Disco and futuristic
fantasy fuelled the extrovert platform designs of Terry de Havilland, who exploited
metallic leathers and sparkling synthetic materials. His shoes were designed to
accompany glamorous clothes by designers such as Antony Price. Perhaps ironically,
the bell-bottomed trousers worn by fashion purists were so long that they concealed
these extravagant shoes. An alternative, more understated option was wedge heels,
which were often featured in magazines like Vogue to complete outfits by Bill Gibb,
jean Muir and Zandra Rhodes.

In 1971 Manolo Blahnik opened his Chelsea shop and for over twenty-five
years has made highly seductive shoes for an international clientele. Renowned for
his use of the most supple leathers, luxurious silks and laces, with exquisite
decorative beadwork, embroidery, ornate buckles and clasps, Manolo Blahnik's shoes
have occasionally been provocative, but have always been innovative and highly
influential. In addition to his own collection, he designs for top international fashion
houses.
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