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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.
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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.
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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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