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COIEPXAHUE

Bsenenue
Conepxanne MPaKTHIECKAX 3aHATHH

Paznen 1. Art / UckyceTBo
IIpakTuyeckoe 3ansiTue 1.
IIpaxmuxa peuu: Fine art / 1300pa3urtenbHOE UCKYCCTBO
I'pammamuka: YnotpeOieHne MPUTSHKATEILHOTO MaJiekKa ¢ HEO Y ILICBICHHBIMU CYIIECTBUTEIbHBIMH

IpakTnyeckoe 3ansiTue 2.
IIpaxmuxa peuu: Paper / Bymara
I'pammamuka: CocnararensHoe I B IpUAaTOYHBIX JOMOJIHUTEIBHBIX ITOCTIE T1aroya Wish

IIpakTHyeckoe 3ansTHe 3.
Ilpaxmuxa peuu: Drawing implements / THCTpyMEHTBI prCOBaHHS
I'pammamuxa: Bpemena rpymmsl Continuous cTpagaTeIsHOTO 3a10ra

IpakTuyeckoe 3anstue 4.
Ipaxmuxa peuu: Linear perspective / Jluneiinas nmepcrekTusa
TIpammamuxa: TIpuaaTodHbIe 1ETH ¢ cOr030M SO that

IIpakTu4yeckoe 3ansTHe S.
Ipaxmuxa peuu: The composition of the image / Co3nanue o6pasa
I'pammamuxa: Bpemena rpynmsl Perfect Continuous

IIpakTu4yeckoe 3ansiTue 6.
Ipaxmuxa peuu: Rock painting / HackanbHbIe pUCYHKH
I'pammamuxa: Tlpunatounsie cpaBHEHUS (CONOCTaBIECHHs) € cOt030M as if

IIpakTu4yeckoe 3ansiTue 7.
Ipaxmuxa peuu: Painting techniques / TexHUKH prUCOBaHUS
I'pammamura: CpaBHenue BpemeHHbIX (popm Perfect, Continuous u Perfect Continuous

IIpakTHyeckoe 3ansTHe 8.
Ipaxmuxa peuu: Painting styles / CTuiu )KUBOIUCH
I'pammamuxa: KoHCTpyKIUS «MHGUHUTUB ¢ TipeioroM fory

IIpakTHyeckoe 3ansTHe 9.
IIpaxmuxa peuu: Panel painting / [TanensHas ;xuBONKCH
I'pammamuxa: CyOcTaHTHBALUS IPUIIAraTeIbHBIX U IPUYACTHH

IpakTnyeckoe 3ansiTue 10.
IIpaxmuxa peuu.: \Watercolour / AxBapens
I pammamuka.: KommaecTBEHHBIC U TTOPSIKOBBIE YHCIUTENbHBIC. X POHOJIOTHUECKHE MaThl. [[poomu.

IpakTnyeckoe 3ansiTue 11.
Ipaxmuxa peuu: Paper marbling / Mpamopnas 6ymara
I'pammamuxa: Used to u would fy1st BeIpaskeHHs TIOBTOPSIFOLIMXCS ICHCTBHIA B TPOIILIOM

IpakTnyeckoe 3ansiTue 12.
Ilpaxmuka peuu: Academic art / AkageMHIeCKOe UCKYCCTBO

I pammamuxa: beccoro3HOE MOTUUHEHNE

IMpakTnyeckoe 3ansiTue 13.



Ipaxmuxa peuu: Academic art / AkageMuaecKoe HCKycCTBO (mpomoinkenue |)
Tpammamuxa: VIMeHa CyleCTBUTENBHBIE, YIOTPEOISIONIAECS TONBKO B €MHCTBCHHOM WJIM TOJILKO BO
MHOKECTBEHHOM YHCJIC

IIpakTuyeckoe 3ansTue 14.
Tpaxmuxa peuu: Academic art / Akagemmdeckoe UcKyccTBo (mpoaomkenue 1)
I'pammamuxa: beccoro3Hble YCIOBHbIE MPEATOKECHUS

IIpakTuyeckoe 3ansTue 15.
Ipaxmuxa peuu: Graphic design / I'paduyeckuii nuzaiin
I'pammamuka: I'narojbpHble CBOWCTBA TEPYHINS

Paznen 2. Theart of architecture/ UckyccTBO apXuTeKTypbI

IIpakTuyeckoe 3anaTHe 16.

Ipaxmuxa peuu: Architecture/ Apxutekrypa

Ipammamuxa: OcoOEHHOCTH yMOTPEeOJEHUS] THarojoB ¢ WHOUHUTHBOM/TEpYHANEM B (QyHKIHK
JIOTIOJTHEHUS

IpakTuyeckoe 3ansaTHe 17.
Tlpaxmuxa peuu: Thework of an architect / Pabota apxurekTopa
I'pammamuxa: lpuaactue | (mpoctoe, nepdextroe) u [IpruaacTue 11

IMpakTnyeckoe 3ansiTue 18.
Ipaxmuxa peyu: Architectural programming / ApXuTeKTypHOE IIPOrpaMMUPOBAHKE
I'pammamuxa: TlepeBop pa3HbIX GOPM IPUIACTHI HA PYCCKUH SI3BIK

Paznen 3. Design Basics/ OcHoBbI au3aiiHa

IIpakTuyeckoe 3ansaTue Ne 19.
Tpaxmuxa peuu: Early examples of graphic design / Pannue npumepsi rpaduueckoro an3aiina
I'pammamuxa: Coueranus «a little, a few».

IIpakTHyeckoe 3ansaTHe Ne 20.
IIpaxmuxa peuu: Modern Design / CoBpeMeHHBIi Tr3aiiH
I'pammamuxa: CTpanaTenbHbIi 3a10T.

IIpakTuyeckoe 3ansaTHe Ne 21.
IIpaxmuxa peuu: Modern Design / CoBpeMeHHbBIii TU3aitH (IPOJOIIKEHHUE)
I'pammamuxa: CriennanbHble BONPOCH! B KOCBEHHOH peyH.

IIpakTHyeckoe 3ansaTHe Ne 22,
Ipaxmuxa peuu: Poster art /| Aduma
I'pammamuxa: Tpomenmee u Oyaymiee Bpems rpymmst Continuous.

IIpakTHyeckoe 3ansaTHe Ne 23.
Ipaxmuxa peuu: Poster art / Adwuima (pomoinkeHune)
I'pammamuxa: TIpocrba 1 IprKa3aHrie B KOCBEHHOMW PEUM.

IIpakTuyeckoe 3anaTHe Ne 24,
Ipaxmuxa peyu: Film studio / Kunoctyaust
I'pammamuxa: llpuaaTodHble TPEATIOKESHUS CIEICTBHA.

IIpakTuyeckoe 3ansaTue Ne 25,
Ipaxmuxa peuu: \Web site design / JTuzaiiu caiira
T'pammamuxa: CTeneHu CpaBHEHUS NPUIAraTeIbHbIX.



IIpakTu4yeckoe 3ansaTe Ne 26.
Ipaxmuxa peuu: \Web site design / JTuzaiitn caiira (mpomoinKeHue)
I'pammamuka: VimeHHble GE3THMYHbIE TIPEIOKECHUSL.

IIpakTu4yeckoe 3ansaTue Ne 27,
Ipaxmuxka peuu: Style of painting and sculpture / CTHITB )XKHBOITUCH U CKYJTBITYPHI
I'pammamuxa: CTeneHu cpaBHEHUS HApEUHH.

IIpakTu4yeckoe 3ansaTue Ne 28.
Ipaxmuxa peuu: Importance of line and colour / BaxxHOCTb TMHNY U 1IBETa
I'pammamuxa: CpaBHUTEIbHBIC KOHCTPYKIHMH «@S ... as, NOt SO ... as».

IIpakTHyeckoe 3anaTHe Ne 29.
Ipaxmuxa peuu: Realists and impressionists / PeaJucTsl 1 UIMIPECCHOHUCTHI
I'pammamuka: T'naronbHbie OE3THYHBIC TIPEIOKCHUSL.

IIpakTuyeckoe 3ansaTue Ne 30.
Ipaxmuxa peuu: Chinese painting / Kuraiickast >kHBOIHCH
T'pammamuxa: CioBa-3aMeCTUTENN.

IIpakTuyeckoe 3ansaTue Ne 31.
Ilpaxmuxa peuu: Korean Brush Painting / Kopetickas kuctb
I'pammamuxa: YnorpeOneHue apTUKIL ¢ UMEHaMU COOCTBEHHBIMHU.

IIpakTu4yeckoe 3ansaTue Ne 32.
Ipaxmuxa peuu: A Brief History of batik / Kparkas ucropus 6atuka
I'pammamuxa: HeonpeaeneHHbIe MECTOUMEHHUS, IPOM3BOIHBIC OT «SOMe, any, No, every».

IIpakTuyeckoe 3ansaTne Ne 33.
Ipaxmuxa peuu: Selection and Preparation of the Cloth / TTonbop u moaroroska TkaHu
Tpammamuxa: TpuaactHeie 000poThI ¢ pudactueM | u |l B yHKIIMYM onpeienenns 1 00CTOSATEILCTRA.

IIpakTuyeckoe 3ansaTHe Ne 34,
Ipaxmuxa peuu: Traditional batik designs/ TpaaunnonHsil qu3aitn 6atnka
I'pammamuxka: TpuyacTHble 060POTHI ¢ IpuYacTHeM | B QYHKIIMH 0OCTOATENLCTRA.

IIpakTHyeckoe 3ansaTHe Ne 35.

Tpaxmuxa peyu: Waxing/ I[TokpbITHe BOCKOM

I'pammamuxa: KOHCTpYKIUSL: CIOKHOE JIOMOJHEHHUE TTOCIIE TIAaroioB «to want, to expect, should
(would) like».

IIpakTHyeckoe 3anaTHe Ne 36.
Ilpaxmuxa peuu: Specia Treatments with batik / CnenmanbHbie nporeaypsl ¢ 6aTHKOM
I'pammamuxa: JIBoMiHBIE CTEIIEHN CPABHEHUSI.

Pa3nen 4. Architectureand buildings/ ApxutekTypa u 31aHus

IIpakTuyeckoe 3anaTHe Ne 37.

Ipaxmuxa peuu: A wider definition of architecture / Bonee mupoxoe onpeneneHue apXuTeKTyPbl
I'pammamuxa: YnorpebieHue repyHaus Mocie riarojos «to stop, to finish, to continue, to begin, to go
on, to mindy.

IIpakTHyeckoe 3ansaTHe Ne 38.

Ipaxmuxa peuu: The difference between architecture and building / Paszuuria Mmexay apXuTeKTypoit u
CTPOHUTEIBECTBOM

I'pammamuxa: Tpomenmee Bpems rpymnmsl Perfect.



IIpakTuueckoe 3ansaTue Ne 39.
Ipaxmuka peuu: Architectural history / icTopust apXUTEKTyphl
Ipammamuxa: KOHCTPYKIHS «CIOKHOE IOTOTHEHHE» MMOCIIE TIAr0JI0B BOCIIPHUSTHSI.

IIpakTu4yeckoe 3ansaTue Ne 40.
Ipaxmuxa peuu: The role of the architect / Ponb apxurexTopa
I pammamuxa: Bo3BpaTHbIE MECTOUMEHMUSL.

Paznea 5. Painter s/ Xynoxxuuku

IIpakTHyeckoe 3anaTHe Ne 41.
Ipaxmuxa peuu: Raphad / Padasms
I'pammamuxa: KOHCTpYKIHSI CIIOKHOE JTOTOJHEHHE TIOCTIE TIaronia «to makey.

IIpakTu4yeckoe 3ansaTue Ne 42.
Ipaxmuxa peuu: Michelangelo / Mukenanpkeno
Tpammamuxa: Coro3s «neither ... nory.

IIpakTu4yeckoe 3ansaTue Ne 43.
Ipaxmuxa peuu: Rembrandt / Pem6panar
Ipammamuxa: Corosel «€ither ... or; both ... andy .

IIpakTuyeckoe 3ansaTHe Ne 44,
Tlpaxmuxa peuu: JohannesVermeer / Moxannec Bepmeep
I'pammamura: CokpalieHHbIC YTBEPIUTEIbHbBIC U OTPUIIATENIbHbIE TIpeToskeHus Tria «So shall |, neither

did he».

IIpakTuyeckoe 3anaTHE Ne 45.
IIpaxmuxa peyu: Vincent Willem van Gogh / Buncent Buinem Ban I'or
TIpammamuxa: bBynymee Bpems rpynmsl Perfect.

IIpakTuyeckoe 3anaTHe Ne 46.
Tpaxmuxa peuu: Pablo Picasso / 1a6:o IMukacco
I pammamuxa: Bynyuiee B polieamiem.

Pa3nen 6. Famous ar chitects of the 21st century / 3namenursie apxutekTopsl XXI Beka

IIpakTHyeckoe 3ansaTHe Ne 47.
IIpaxkmuxa peuu: Alvaro Siza/ AnpBapo Cuza
I'pammamuxa: PacusieHEHHbIE BOIIPOCHI.

IIpakTHyeckoe 3anaTHe Ne 48.
IIpaxmuxa peuyu: Antoine Predock / Anrtyan IIpenox
I pammamuxa: MoganbHbIH TIaron «needn’ty.

IIpakTHyeckoe 3ansaTHe Ne 49.
IIpaxmuxa peuu: Ben van Berkel / ben Ban Bepkenb
I'pammamura: Bpemena rpymisl Perfect crpagatensHoro 3ajora.

IIpakTuyeckoe 3anaTue Ne 50.
Ipaxmuxa peyu: Bernard Tschumi / beprapn Uymu
I'pammamuxa: BocknuuatenbHbIe IPEIOKEHHS.

IIpakTuyeckoe 3ansaTue Ne 51.
Ilpaxmuxa peuu: Bjarke Ingels / Besipke MHremnsc
Tpammamuxa: YkazatenbHOE MECTOMMEHHUE «Suchy.



IIpakTuyeckoe 3ansaTue Ne 52,
Ilpaxmuxa peuu: César Pelli / Ceszap Iemu
I'pammamuxa: Ponl 1 4uciio UMEH CYIIECTBUTEIBHBIX.



BBEJAEHUME

Metoanveckre ykazaHusl IpeIHa3HAYCHBI U1 CTYACHTOB 2 U 3 KypcoB OYHOH (OpPMBI 00yUeHHS,
KOTOPBIMH OHHM MOTYT IIOJIb30BAaThCSA NPHU MOJrOTOBKE K MpPaKTUYeCKUM 3aHiATHAM. [IpaxTmueckue
3aHATHS ATO - IUTAaHUpyeMas ydeOHas, yueOHO-UCCIIe0BATENbCKAs, a TAKKE HAYYHO-HUCCIIEA0BATENbCKas
padoTa CTYAEHTOB, KOTOpasl BBIIOJHIETCS B ayJUTOPHOE BpeMs II0J PYKOBOACTBOM IpenonaBaTeis. B
COCTaB€ METOAUYECKUX YKA3aHMW K IPAKTUYECKUM 3aHATUSAM IPELYyCMOTPEHBl PEKOMEHIALMH 110
MOATrOTOBKE K MPAKTUYECKOMY 3aHATHIO. IIpu BBIOMHEHNH pabOTHl CTYAEHTHI MOTYT HCIIOJIB30BAaTh HE
TOJIbKO METOAMYECKHE YKa3aHU IO PELICHUIO 3a/1ad, HO U APYrHe Marepuaibl y1eOHO-METOIUIECKOro
KOMILIIEKCA.

OCHOBHOH LENBI0O METOJUYECKUX YKa3aHUH MO BBINOJIHEHUIO MPAKTUYECKUX pabOT SBISETCS
MOBBIIIICHHE HCXOAHOTO YPOBHS BIAACHHA WHOCTPAHHBIM SI3BIKOM, AOCTUTHYTOTO Ha MNpEAbIAyINEH
CTyHneHH oOpa3oBaHWs, W OBJAJEHHE CTYACHTAMU HEOOXOAMMBIM M JIOCTaTOYHBIM YPOBHEM
KOMMYHUKATHBHOM KOMIIETEHIIMHM JJI1 pELEHUs 3aJad MEXIMYHOCTHOTO U MEXKYJIbTYPHOTO
B3aHMOJEHCTBUS.

Lesnp 3akmroyaercs B GOPMUPOBAHNH Y CTYJCHTOB HaBBIKOB IOHMMAaHUS, 3BJICUEHHUS, 00pabOTKH
Y BOCIIPOM3BEICHHUS UHPOPMAIIHH.

CrpykTypa BKIIOYAaeT TEKCTHl Pa3lMYHON HANpPaBICHHOCTH, YIPAXHEHHWS W IPaKTHYECKHE
3alaHus] KOMILIEKCHOTO XapakTepa Ul 3aKpEIUIEHHAs OCHOBHBIX 3HAHHUM IO TEMaTHKE COOTBETCTBYIOIIETO
3aHATHSL, YTO NPEAIIOIAracT PEAIM3aLUI0 CIEAYIOIUX HEIeH:

- TIOBBIIIICHNE YPOBHS Y4eOHOI aBTOHOMUM M CTIOCOOHOCTH K CaM000Opa30BaHUIo;

- Pa3BUTHE KOTHUTHBHBIX U UCCIEA0BATEIBCKUX YMEHH;

- pa3BUTHUE HABBIKOB YTCHHUs, IOHUMAaHUS U IIEPEBOJA C AHIVIMMCKOTO SI3bIKA HA PYCCKUN;

- pa3BUTHUE HABBIKOB YCTHOM pE€YU HA AHITIMICKOM SI3bIKE;

- 3aKpeIJICHHE JIEKCHYECKOrO0 M TIpaMMaTHYECKOr0 MaTepuaja IpH IOMOIIM Pa3IHYHBIX

YIOpaKHEHUH.

[ponecc nzyuenus aucuuiuinHbl «HOCTpaHHBIN SI3BIKB TIpodeccoHanbHON cdepey HampaBiIcH
Ha GopmupoBanue kKommnereHui YK-4 (ciocobeH ocyIiecTBsITh Je0BYH0 KOMMYHUKAIIMIO B YCTHON U
NUCbMEHHOH (opMax Ha rocygapcTBeHHOM si3bike Poccuiickoii @enepanmun U HMHOCTPaHHOM(BIX)
si3bIKe(ax)).

B pesynbpTaTe 0cBOEHUS AUCIUILIMHEI 00yYaIOIIUNACS JOIKEH

3HATH:
- IEKCHUKY MPOo(heCCHOHATILHOM HANPaBICHHOCTH;
- HOpMBI yHOTpeOJICHHS JICKCUKH aHTJIMICKOTO S3bIKa B MPO(ecCHoHabHOM chepe;
- 0COOCHHOCTH TPAaMMATHKH MPOPECCHOHANBHOTO aHTIIMHCKOTO SI3BIKA;
yMeTh:
- OCYIIECTBIATh TPO(PECCHOHATBHYI0 KOMMYHHKAIIMIO B YCTHOH W MHUCBMEHHOH (opmax Ha
AHTTUUCKOM S3BIKE;
- YUTaTh U TIEPEBOAMTH CIICIUATBHYIO TUTEPATYPY JJISl MOMOTHEHHS IPOPECCUOHATTLHBIX 3HAHHIA;
BJIA/IeTh:

- HaBBIKaMU MPOECCHOHATBHOTO OOIICHUS HA aHTIIUICKOM SI3BIKE;
- croco0amMM TOMOJHEHUS! MPO(QECCUOHANBHBIX 3HAaHUH W3 OPUIMHAIBHBIX HCTOYHHUKOB Ha
AHTTIUIICKOM SI3BIKE.



Conep:kaHue MPaAKTHYECKUX 3aHATHI
Paznen 1. Art / UckyceTBo

IIpakTu4yeckoe 3ansTue Ne 1.
Tlpaxmuxa peuu: Fine art / N300pa3uTeibHOe HCKYCCTBO
T'pavmamuxa: YnorpedjieHue MPUTAAKATEIHLHOT0 MA/1€KA ¢ HEOAYIeBJIeHHbIMU
CyIIeCTBUTEJIbHBIMHA
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIU, OBIaACHHUE JIEKCUKOU U IPaMMAaTHKOM
B pe3yjabTaTe OCBOCHHE TEMbI CTYJACHT JTO0IKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY HJIA ITONOJIHCHUA HpO(beCCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYUICCTBJIATH HpO(l)eCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B yCTHOI7I U TIUCbMEHHOM (bopMax Ha aHTJIUHCKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YyCJIOBIeHa HEOOXOAMMOCThIO OBNaieHneM Y K-4.

Teoperuyeckasi 4acTh!

Theterm "fine art" was coined in 1767 in reference to the arts that were concerned with beauty or
which appealed to taste. The term has been used to refer to alimited number of visual art forms, including
painting, sculpture, and printmaking, and is still used by schools, institutes, and other organizations to
indicate atraditional perspective on the visual arts, often implying an association with classic or academic
art. The word "fine" does not so much denote the quality of the artwork in question, but rather the purity
of the discipline. This definition tends to exclude visual art forms that could be considered craftwork or
applied art, such astextiles.

The visual arts are a class of art forms, including painting, sculpture, photography, and others,
that focus on the creation of artworks which are primarily visua in nature. The visual arts are
distinguished from the performing arts, language arts, culinary arts, and other such classes of artwork.
The definition is not strict, and many artistic disciplines involve aspects of the visual arts as well other
types. In Britain until recently the fine arts- painting, sculpture, printmaking, et cetera - were seen as
diginct from craft disciplines such as applied art, design, textiles, and the various metalworking
disciplines such as blacksmithing and jewellery.

Drawing is one of many ways to create a picture. It is the process of making marks on a surface by
applying atool which may represent what the artist sees when drawing, a remembered or imagined scene
or abstraction.

YnorpedieHne NPUTIKATEIbHOTO NA/Ie’kKa ¢ HeoAylIeBJIeHHbIMH CyIIeCTBUTEIbHBIMH
[IpuTsokaTenpHBI NafeX B AHIJIIMICKOM SI3bIKE KPOME CYIIECTBUTENBHBIX OJYLICBICHHBIX
yIOTpeOIsIeTCsl TaKKe ¢ HEKOTOPBIME HEOAYIIIEBICHHBIMH CYIIECTBUTEIHLHBIMH, KaK-TO:
a) C CYIIECTBUTEIILHBIMHU, 0003HAYAIONIMMHU Ha3BaHUS CTPaH, TOPOJIOB, CY/IOB!

Harward isone of America’s most famous universities. I'apsapn  — oauH w3 Hambouee
U3BECTHBIX YHUBEPCHUTETOB AMEPHKH.
The Ukraine’s crew isvery large. Komanma termoxoza ,, YKpanHa* o4eHb O0JIbImast.
0) ¢ cymecTBUTENBHBIMY, 0003HAYAIOIIMMHU BpeMs: @ year, a month, a week, today, tomorrow,
yesterday u ap.:
after ayear’s absence MOCJIE TOAUYHOTO OTCYTCTBHUS
for (a) two weeks’ holiday B IBYXHE/ICIbHBIN OTITYCK
inyesterday’s Pravda BO BUepalHeM Homepe ,,IIpaBibr
for tomorrow’s performance Ha 3aBTpaIHee TpeICTaBICHIE
B) ¢ cymiectBUTeNbHBIMU SNip, City, country, world:
this ship’s crew KOMaHJia 3TOTr0 Kopaois
our country’strade TOPTOBJIS HAIEH CTPAHBI
the world’s production of coal MHUpOBast A00bIUa YIS

O}.‘[HaKO CYIICCTBUTCIIbHBIC, 0603Haqafomne Ha3BaHUs TOPOAOB, a TaKKEC CYHICCTBHUTCIBHOC
world ynoTtpeGusitoTes Takke B QyHKIUH ONpeAeieHus B 00IIeM MaJiexKe:
amatter of world importance BOIIPOC MHPOBOTO 3HAYEHHS
the M oscow underground MOCKOBCKOE METPO

BOl'lpOCbI H 3aJaHud:



1. Ilepeseoume:

The main techniques used in drawing are: line drawing, hatching, crosshatching, random
hatching, scribbling, stippling, and blending. One thing that differentiates drawing from painting is that in
drawing, an artist uses pure colours and cannot mix them before application. The appearance of mixed
colours in some coloured pencil drawings is not truly mixing but formed by blending or overlaying pure
colours. In painting, new colours are commonly created by mixing. The colours of drawing media can
mix on the surface because of direct chemical interaction. More usually, the mixing is optical rather than
chemical: colours are overlaid on previous layers so that light reflected from below the surface comes
through, or colour strokes are close enough that the eye "mixes' them. Some artists have started referring
to pastel and coloured-pencil compositions as "paintings'. In nineteenth century usage, "drawing" aso
encompassed watercolour.

The medium is the means by which ink, pigment, or colour are delivered onto the drawing
surface. Common drawing tools are pencils, chak, charcoal, crayons, pastels, and pen and ink. Many
drawing materials are not water or oil based and are applied dry, without any preparation. Water-based
drawing media exist. For example there are watercolour pencils which can be drawn with like ordinary
pencils, then moistened with a wet brush to get various effects. There are also oil-based pastels and wax-
based crayons. Very rarely, artists have drawn with invisible ink. Some examples of drawing media
include: chalk, charcoal, coloured pencil, crayon, graphite, ink, marker, pastel, pen and ink, silverpoint.
There are avariety of different techniques that experience has proven useful for rendering a higher quality
drawing.

2. Coeounume cnoea npaeoﬁ KOJIOHKU ¢ coomeéemcmeyrouium 3naienuem 6 J1€601l KOJIOHKe:

1. technigque 1. way inwhich land, abuilding, printed matter is arranged or set out

2. tone 2. bereevant

3. preparation 3. manner of artistic execution in music, painting

4. perspective 4. art of drawing solid objects on a two-dimensional surface so asto give the right
impression of relative positions, size

5. artist 5. generd effect of colour or of light and shade in a picture.

6. layout 6. materia or form used by an artist, composer

7. apply 7. practitioner of any of the arts

8. medium 8. something done to make ready

3. IIpouumaiime mexcm u cO2IACHO COOEPHCAHUIO OQIIME HA36AHUE KANHCOOMY NYHKMY:

1 :

Do not purchase complete sets of furniture from an ad in the back of the Sunday times. Keep in
mind that if you buy an all-inclusive matchy, matchy set, you will destroy your chances of showing your
individuality and personality through your design. | am aways amused with people who are adamant
about matching all their furniture wood stains to their hardwood floors. Don't exact match your shoes to
your purse, and don't exact match your furniture stains.

Do mix furniture styles and wood grains to help create an ambience. Now, don't take this point
too far over the edge and place a stainless steel dining chair with your Louie IX dining table, but don't be
afraid to go off the textbook and have some fun.

2. ;

Don't start renovating your kitchen before you have a very specific plan. Do not use an unlicensed
contractor that is not accountable for his work. Contractors are often eager to begin demolition and are
not afraid to start rebuilding without exact details. I've seen it al: a contractor who was just inches short
in creating space for a washer and dryer, forcing the 5 family household to use a small stackable unit;
another contractor who built the kitchen without wall plugs to accommodate for appliances; another job
where the garbage disposal switch was across the room.

Do have a designer or an architect put together complete plans before bidding out to a licensed
contractor. Do choose out al your appliances and have exact measurements for the contractor.

3. :

Don't use an area rug that is too small or too large for your space. Your area rug should fit your
room like a well-tailored suit. The rug doesn't have to cover the entire space, but make sure that it at least
overlaps the front portion of your sofa. An arearug that only accommodates your coffee table and nothing
el se makes me as uncomfortabl e as seeing high pant legs on aformal tuxedo.

Do find a designer or store that will allow you to memo several rugs that you can view in your
actual space, before making your final choice to purchase.

4, :



http://en.wikipedia.org/wiki/Silverpoint
http://en.wikipedia.org/wiki/Charcoal
http://en.wikipedia.org/wiki/Marker_pen
http://en.wikipedia.org/wiki/Graphite
http://en.wikipedia.org/wiki/Ink
http://en.wikipedia.org/wiki/Crayon
http://en.wikipedia.org/wiki/Pastel
http://en.wikipedia.org/wiki/Chalk

Do not match fabrics. Consider complimenting colours, but don't be on the nose. Unless you are
designing a Holly Hobby theme room from the late eighties, do not match any fabrics. Yes, this means
that your shams should not be the same fabric as your drapes and certainly do not use leftover duvet
material to cover your ottoman or make into a throw.

Do be eclectic. Show your individuality and have fun with your fabric choices
4. Hazoeume u onuuiume 0CHOGHblE MEXHUKU PUCOGAHUA.

5. Ilepeseoume:

A) 1. Yesterday’s radio program was very interesting. 2. The railway station is an hour’s drive from my
house. 3. We had only a five minutes’ talk. 4. She had to take a year’s leave as her mother was seriously
ill. 5. How did you like your two weeks’ voyage? 6. He did the work in ten minutes’ time. 7. India’s
export trade hasincreased lately. 8. We were not informed of the Kutuzov’s arrival.

b) Hapom »oroit crTpanpl; 53koHOMHKa (€cOnOMmy) HWrammm; cenbckoe XO3scTBO bonrapumy;
NpOMBIIIEHHOCTs KuTast; kammTan 3Toro mapoxofa; kKomanaa (mapoxona) ,Jllobema™ aByxuacoBas
NPOTYJIKA; TISITHMUHYTHBIN TIEPEPBIB; CETOTHSIIIHSS ra3eTa; BUepallHiii Tene(OHHBIA pa3roBop.

B) 1. Be1 yutanu ceroansmHiow ra3ety? 2. ToBapumn Bomonun ceitdac He padoTtaeT. OH B3SUT MECIUHBIN
OTITyCK, YTOOBI TMOATOTOBHTHCA K dK3aMeHaM. 3. B 3ToMm Tomy y MeHsS ABYXMECSUHBIA OTHYCK. 4.
Buepamnss TeneBu3noHHas mporpaMma Oblia uHTepecHoi. 5. He 3a0ynpTe 0 3aBTpaiHeM coOpaHuH. 6.
Sl momyuun OoInbIioe yAOBOIBCTBUE OT BuepamHero Marda. 7. [lodra mameko orcroma? — Her. OHa B
MISATH MAHYTaX XOABOBI.

IpakTHyeckoe 3ansiTHe Ne 2.
Ilpaxmuxa peuu: Paper / Bymara
Ipammamuxa: CocaararenbHoe I1 B IpuIATOYHBIX JONMOJHUTEIbHBIX MOCIE rJiarojia Wish
Heans: ®opMupoBaHHE KOMMYHUKATUBHBIX KOMIIETEHIIUHM, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3yiabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTE CIICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJTHCHUA HpO(i)CCCI/IOHaJII)HLIX 3HaHHI>'I;
OCYIIECCTBJIATh MPOGECCHOHAIILHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
A3BIKEC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

TeopeTnueckasi 4acThb:

Paper comes in a variety of different sizes and qualities, ranging from newspaper grade for
practice up to high quality and relatively expensive paper sometimes sold as individual sheets. Papers can
vary in texture, hue, acidity, and strength when wet. Smooth paper is good for rendering fine detail, but a
more "toothy" paper will hold the drawing material better. Thus a more coarse material is useful for
producing deeper contrast.

For pen and ink work, typing paper is useful for practice drawings. For polished sketches,
however, heavier paper is more suitable. Bristol board makes a hard surface that is especially good for
ink. Watercolour paper is aso an interesting surface for ink drawing due to its texture. Tracing vellum is
useful for experimenting with different textures on top of your drawing.

There are a variety of drawing implements that the artist can employ, and the type chosen will
often depend on what result is intended. Virtualy any implement that will leave a mark can also be
employed for drawing. However special artist drawing media will usually produce better results, albeit at
ahigher cost.

Cocaarateasnoe 11 B npuaaTOYHBIX JOMOTHATETBHBIX MOCJE TJIAroJ1a Wish

B [OMOMHUTEIBHOM TPHIAATOYHOM TPEUIOKEHUH TI0Ciae Tinarosia WiSh Juis BbIpaXKeHHs
COdHCaNeHUs, HEOCYWEeCMBIIEHHO20 Jiceaans YIIOTPEeOISTIOTCs cienytonme GopMbl cociararenbroro I1:

a) ¢dopma, coBmamaromas c¢ Past Indefinite, nns BelpakeHust Oeticmeusi, OTHOCSIIETOCS K
Hacmosuemy BpeMenu (ot riarosna to be moxer ymorpebsaTecst hopma WEre 11 BCeX JIHIT).
| wish it were summer now. (It’sapity it isnot summer now.) Kak Obl MHE XOTeNOCh, 4TOOBI ceifuac
o110 JieTo. (= XKaup, uTo ceitdac He neTo.)
I wish | knew wherethey lived. ( = It’s a pity | don’t know where they live.) Mue 01 xoTenock 3Hath,
T7e OHH XUBYT. (= XKaik, 94To sl HE 3HAIO, TJIC OHH KUBYT.)

0) dopma, coBramaromas ¢ Past Perfect nus BeipaskeHust deticmeust, OTHOCAIIETOCS K NPOULIOMY .
| wish | had telephoned him yester day. (It’s a pity I didn’t telephone him yesterday.) Kaxk »xanp, uto 5
€My He II03BOHMJI BuUepa.



B) Jlis BBIpaXEHHsS COXAaJCHHs B OTHOIICHHH OyIyIIero BpPEeMEHH B MNPUAATOYHOM
JOTTOJTHUTELHOM YIIOTPEOIIAIOTCS MomanbabIe rinaronst Would u could.
| wish they would come to see metomorrow. (but they won’t) Kaxk >xaie, 4To OHM HE NPUAYT KO MHE
3aBTpa.
| wish we could get the job done tomorrow. (But there is too little time left and we won’t be able to
finish it) Kak 661 MHE X0TemOCh, 4TOOBI paboTa OblIa clelaHa 3aBTpa.

ITpumeuanus:

1. Co BTOpPBIM JIMIIOM MOJATbHBIA T1aros Would MoKeT BbIpakaTh BEXKIUBYIO HIIH HEBEKIIUBYIO
npocs0y B 3aBHCUMOCTH OT HHTOHAIIUH:
| wish you’d (you would) help me with this work. [lomorute MHe, moOXKanmylcTa, CaelaTh 3Ty
pabory.
| wish you would go away. Ckopee Ob BbI yiiuiu!

2. C TpeThUM JHMIIOM BBICKa3bIBaHUE C Ti1arojom Would MoxeT UMeTh XapakTep BOCKJIHIIAHUS U
BBIPAXKaTh pa3apakeHHe.
| wish the music would stop! Kora ke HakOHeI[ IPEKPaTHUTCS 3Ta My3bIKa.

BOl'lpOCbI U 3a1aHUA.
1. Ilepegeoume:

Various tools can aso be put to good use while drawing the picture. These include a pencil
sharpener or sharp knife, sandpaper, kneaded eraser, blending stumps, and chamois. Other tools that
sometimes prove useful are tracing paper, a circle compass, ruler, frisked film, fixative, and drafting tape.
Certain ad hoc implements also come in handy on occasion, such as paintbrushes, felt, typing eraser, and
so forth. The subject of the drawing can be a picture, a still life, one or more live models, or a landscape
or other scene. Drawing from a picture can be easier in some respects as the dimensions of the image can
be carefully measured and then reproduced exactly on the paper. Rendering a scene can be more
challenging, particular if it isonly atemporary circumstance. But the artist is less restricted in the subject
matter and can view the scene unfiltered by another person's viewpoint. Drawing an imaginary scene can
be particularly difficult unless the artist draws upon existing forms as exampl es.

An easdl is an upright stand for holding the drawing paper nearly perpendicular to your line of
sight. When a drawing paper is flat upon atable, the rendered image can become dlightly distorted due to
the perspective of the paper relative to your sight. By holding the paper upright in the same view as your
subject it becomes much easier to compare each to the other. It takes some practice, however, to draw
with an easdl asthe armis not being supported past the shoulder.

2. Haiwoume 6 mexcme (ynp. 1) cnosa, komopole 00603nauaiom cpeocmea puco8anus, vlnuuiume u
oaitme um onpeoeneHus.
3. IIpouumaiime mexcm u co21ACHO COOEPHCAHUIO Oalime HA36AHUE KAHCOOMY HYHKMY:

1 :

Don't impulse buy furniture without knowing your floor plan and what colours you plan on using
throughout your space (usually 5-7), unless you have the luxury of disposing your furniture as you would
your wardrobe. It pains me when someone is forced to plan their entire room based on a bargain find retro
sofathat may not even fit their space or that clashes with existing furniture that they plan on keeping.

Do have a plan. If you are starting your project from scratch and haven't committed to furniture
yet, then always start with the fabrics. There are many more paint colours than there are beautiful fabrics -
unless you own your own silk looming company in the South of France.

2. :

Don't subject your guests to images of yourself. Y our home should always be a reflection of who
you are, so let your decor speak for itself and chill out on the self portraits. Pianos, bookshelves, and
mantels are certainly not open season to document your family tree, photos of you and random cel ebrities,
or 10-year old bathing suit glam shots.

Do take the time to select elegant frames for selectively placed photos. A few framed photographs
add a wonderful accent to any home, but kindly note the words "a few". More persona photos are best
suited for your bedroom or lined gallery style along a private hallway.

3. :

Don't scatter wimpy houseplants throughout your home, especially those in random pots. This
category falls under "Living Chachakas'. It's certainly noble and impressive to create life out of a small
clipping, but showcase your science experimentsin your greenhouse.




Do place large potted plants in baskets or pots that compliment the scheme of your space. Plants
add warmth and life to any space. Embrace the greenery, just don't be wimpy about it.
4. Coznacumecs unu ne co2iacumecs co czzedytomwnu 6bICKA3blI6AHUAMU. O60cnyﬁme ce0e MHeHue.
1. Don't make sure that framing, colour scheme, and size make perfect sense to your decor.
2. Use an arearug that istoo small or too large for your space.
3. Don't subject your guests to images of yourself.
4. Always get stuck in Beige.
5. Clutter your space.
6. Fall into the trap of placing random artwork on your walls without a plan.
7. Never start renovating your kitchen before you have a very specific plan.
8. Scatter wimpy houseplants throughout your home.
9. Don’t mix furniture styles and wood grains to help create an ambience
- Make storage space under your bed.
- Match fabrics.
- Never add accent colours to your walls and furniture.
5. 3amenume Kypcusnyto uacms npeonoxycenusn na Cocrazamenvuoe || ¢ znazonom wish:
1. It’s a pity he is so shy; he hasn’t made friends with anybody here yet. 2. It’s a pity he was not exact
enough when making that report. He overlooked some important figures. 3. It would be good if we could
engage two more engineers. 4. It’s a pity she started at hearing the news. She gave herself away. 5. It
would be a good thing if | had no engagements for this weekend. | could join your camping party. 6. I’m
sorry I didn’t pick up more good expressions when | was on that business trip. 7. It’ll be very good if
they subscribe to this magazine. It’s very interesting. 8. It would be very good if that doctor agreed to
treat your son. 9. It’s a pity Nick is engaged in some other business now. |I’d have asked him to help us.

IIpakTu4yeckoe 3ansaTue Ne 3.
TIpaxmuxa peuu: Drawing implements/ UHCTpyMeHTbI pUCOBAHHUS
I'pammamuxa: Bpemena rpynnsl Continuous cTpagaTeJbHOIO0 3aJ10ra
Heanb: ®opMupoBaHNEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3yiabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMBI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B IPO(eCCHOHAIBHOM chepe
YMETh: UNTaTh U NCPEBOJUTE CHICHHUAIBHYIO JIMTEPATYPY AJIA ITOIMOJIHCHUA HpO(beCCI/IOHaJ'H)HLIX 3HaHHI>'I;
OCYHIECTBIATh MPOGECCHOHAIEHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMaxX Ha aHTIIUHACKOM
SA3BIKC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

Prior to working on an image, the artist will likely want to gain an understanding of how the
various media will work. The different drawing implements can be tried on practice sheets to see what
type of pattern they create, and how to apply the implement in order to produce varying tones.

The stroke of the drawing implement can be used to control the appearance of the image. Ink
drawings typically use hatching, which consists of groups of paralel lines. Cross-hatching uses hatching
in two or more different directions to create a darker tone. Broken hatching, or lines with intermittent
breaks, is used to form lighter tones, and by controlling the density of the breaks a graduation of tone can
be achieved. Finaly stippling, or random placement of dots on a page, can also be used to produce a
texture or shade.

Sketch drawings use similar techniques, athough with pencils and drawing sticks continuous
variations in tone can be achieved. For best results the lines in a sketch are typically drawn to follow the
contour curves of the surface, thus producing a depth effect. When drawing hair, the lines of the sketch
follow the direction of the hair growth.

Typicaly adrawing will befilled in based on which hand the artist favours. A right-handed artist
will want to draw from left to right in order to avoid smearing the image. Sometimes the artist will want
to leave a section of the image blank while filling in the remainder of the picture. A frisked can be used
for this purpose. The shape of the area to be preserved is cut out of the frisked, and the resulting shape is
then applied to the drawing surface. This will protect the surface from receiving any stray marks before it
isready to befilled in.

Another method to preserve a section of the image is to apply a spray-on fixative to the surface.
Thiswill hold loose material more firmly to the sheet and prevent it from smearing. However the fixative



spray typically uses chemicals that can negatively affect the respiratory system, so it should be employed
in awell-ventilated area such as outdoors.

Bpemena rpynnsi Continuous cTpagaTejibHOr0 3aJ10ra
Hacrosiiee u nporezmiee BpeMena rpymibl CONtiNUOUS cTpaaaTebHOTo 3a1ora yIoTpeOIsoTes
B TeX JK€ CIlydasX, YTO W COOTBETCTBYIOIIHE BpEMEHa IeHCTBUTENbHOro 3amora. ®opmel Oymymiero
BpeMeHu Tpymmbl CONtiNUOUS B cTpagaTelbHOM 3ajlore HE CYIIeCTByeT. BmecTo Hee ymoTpebsiercs
dopma Oymymiero Bpemenu rpymmsi |ndefinite.
dopmyra 06pa3oBaHMS CTPAaJATEIHFHOTO 3aJI0Ta

’7t0b6+Part.II T

M3MEHsIeMas 4acTh HeH3MeHsIeMask 4acTh

s obpaszoBanms Gopmel Continuous Passive riaron to be crasurcs B dopme Continuous
HACTOALICTO WJIM MPOoMICAUICTO BPEMCHH B COOTBCTCTBYIOIIEM JIMIEC U K HEMY IMPUCOCAHUHACTCSA (bopMa
npuyactud I cMbIcI0BOrO rinarosa:

to be being + Part. I

I am being

He (she, it) isbeing

You (we, they) arebeing spoken about
I (he, she, it) was being

You (we, they) were being

Hampumep:
Our work was being discussed when | entered the hall. Korna s Bomen B 3ai, o0cykaanach Haiia
pabora.
What isbeing built here now? Yro 31ech ctpouTes ceituac?

B BompocurenbpHON Gopme mepen MOAIEKAIMM CTABUTCS TOJbKO MePBBIN BCIIOMOTaTeNbHbIM
raroJt:
Was this house still being built when you came to Moscow?  DToT 10M Bce €lie CTPOMJICS, KOT/Ia BB
npuexanu B MockBy?

B orpunarensHoit (opme oTpuIaTesbHas dYacTuia NOt CTaBUTCS TMoOciHe M €p B O I' O
BCIIOMOTaTEJIbHOTO TJIaroJia:
This question was not being discussed when we came to the meeting.  Dtotr Bompoc He o6Cyxmacs,
KOT'J1a MbI PHILIA Ha COOpaHHe.

BOl'lpOCbI H 3aJaHud:
1. Ilepeseoume mekcm:

Shading is the technique of varying the tonal values on the paper to represent the shade of the
material as well as the placement of the shadows. Careful attention to reflected light, shadows, and
highlights can result in a very realistic rendition of the image.

Blending uses an implement to move the drawing material on the paper so as to hide the original
drawing strokes. This can only be done when drawing with a material such as graphite or charcoal that is
not permanently attached once applied. When shading and blending is needed, the artist can employ a
combination of a blending stump, chamois or soft tissue, and a specialized putty-rubber eraser. The
chamois cloth in particular is useful for creating smooth textures, and for removing material to lighten the
tone.

There are a number of methods for producing texture in the picture. In addition to choosing a
suitable paper, the type of drawing material and the drawing technique will result in different textures.

Texture can be made to appear more realistic when it is drawn next to a contrasting texture. Thus
a coarse texture placed next to a smoothly blended area will appear more notable. A similar effect can be
achieved by drawing different tonesin close proximity. A light edge next to a dark background will stand
out to the eye, and almost appear to float above the surface. In most drawing mediums, but especialy in
ink, realistic renditions of an abject or structure avoid outlinining the form and features. Otherwise the
image may resemble a paint-by-numbers figure from a colouring book. Instead the shape of the structure
is portrayed amost entirely through tones and shading, including contrast with the background.



2. IIpouumaiime mexcm u CO2NACHO COOCPHCAHUIO OQilMe HA3BAHUE KANCOOMY RYHKMLY:

1 :

Don't fal into the trap of placing random artwork on your walls without a plan. | know it's
tempting to hang the water colour you commissioned of yourself in Belize, or the production still from
Titanic that your neighbour gave you, or even your Grandmother's first oil painting of your childhood
dog, but resist the temptation - don't do it.

Do make sure that framing, colour scheme, and size make perfect sense to your decor. Measure
out your hanging space before purchasing your artwork to make sure that the piece doesn't ook
awkwardly large or small for the wall area.

2. :
Don't get stuck in Beige. When Michael Taylor started the "California Beige" look in the mid-
seventies, it was a simple and soothing option to the Hippie Psychedelic Colours of that generation. But,
now that this look is reaching it's 30th birthday, it's time to hang up the beige chenille. Even if your
bedroom overlooks the Pacific Ocean, there are many other ways to create a "beachy feel" without giving
into alook that is now even signature to every other track model home.

Do add accent colours to your walls and furniture. Colour will help add dimension, interest,
richness, and life to your living space.

3. :

Don't clutter your space. | have some very simple solutions to Chachakas - Goodwill, Out of the
Closet, or any number of local charities in your area. Your entire house should not be a museum
documenting family vacations, Vaentine's bears, and sea shells. Sentimental pieces are best confined to a
specific cabinet or room - again, only if they make sense to the decor of your room.

Do make storage space under your bed. If you really can't bare to be far from your ceramic David
statue, then store it away in aspecia chest that you keep in your closet.

3. Ilepeseoume:

A) 1.New Metro lines are being built in Moscow. 2. When | came to Leningrad in 1957, the first Metro
line was till being built. 3. Are they ready with the parcel? No, it’s still being packed. 4. Listen
attentively, anew grammar rule is being explained.

B) 1. 5l npocMOTpel TOIBKO YacTh MOTYYSHHBIX BUEpa JKYPHAIIOB, OCTaIbHBIE MPOCMATPUBAIOTCS Celvac
ToB. CMupHOBBIM. Kak TONbKO BeCh HYXHBIM Marepuall OyJeT roToB, ero NmpuHecyT Bam. 2. B Hamei
CTpaHe MOCTPOEH COLMAIN3M M YCIEIHO CTpouTcs KoMMyHHU3M. 3. Korja s mpuexain B OTIIYCK B POJHYIO
JIEPEBHIO, TaM CTPOMIIM HOBHIH KiTy0. 5 yBepeH, uTo Tenepb OH yke moctpoeH. 4. TypHucThl X0Tenu 3HATh,
KeM OBLIO IMOCTPOCHO OTO KPAaCHUBOC 3JaHUC. 5. B Hamen CTPpAaHC MHOT'O BHUMAaHUs YACIIACTCA CIIOPTY. 6.
Bamu sx3ameHanoHHble paboThl (PAPErS) ceiiyac MpPOBEPSIOTCS, MO3TOMY si HE MOTY CKa3aTh BaM, Kak
BBI UX HAIIMCAJIA. /. I/IHTepeCHO, YTO 34€Ch CTPOAT.

4. Omeemovme na 60npochwL.

1. Who’s being examined now?

2. What question was being discussed at that time?

3. Isthe mail till being looked through?

IIpakTuyeckoe 3anaTHE Nt 4.
Ilpaxmuxa peuu: Linear perspective/ JiuHeiinas nepcneKTuBa
I'pammamuxa: TlpuaaToyHble meJu ¢ cor3oM SO that
Heanb: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yjabTaTe 0OCBOCHHE TEMbI CTYACHT JO0JIKCH
3HATb: HOPMbI yr[OTpe6J'IeHI/I}I JIEKCHKH aHTJIMHCKOTO S3bIKa B HpO(l)CCCHOHaHLHOfI C(bepe
YMeTb: YUTATh U MEPEBOINTH CHECIUANBHYIO JINTEPATypy JJIs MOTONHEHHS Po(ecCHOHATBHBIX 3HAHUN;
OCYIIECTBJIATh NPOGECCHOHAIBHYI0 KOMMYHHUKAIIMIO B YCTHOW M HMHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
S3BIKEC.
AKTYaJIbHOCTH Te€MbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlafgeHueM Y K-4.

TeopeTnueckasi 4acThb:

Linear perspective is a method of portraying objects on a flat surface so that the dimensions
shrink with distance. The paralel, straight edges of any object, whether a building or a table, will follow
lines that eventually converge at infinity. Typically this point of convergence will be aong the horizon, as
buildings are built level with the flat surface. When multiple structures are aligned with each other, such
as buildings along a street, the horizontal tops and bottoms of the structures will al typicaly convert at a
vanishing poaint.



When both the fronts and sides of a building are drawn, then the parallel lines forming a side
converge at a second point along the horizon (which may be off the drawing paper.) Thisis a "two-point
perspective". Converging the vertical linesto a point in the sky then produces a "three-point perspective”.

Depth can also be portrayed by several techniques in addition to the perspective approach above.
Objects of similar size should appear ever smaller the further they are from the viewer. Thus the back
wheel of acart will appear dlightly smaller than the front wheel. Depth can be portrayed through the use
of texture. As the texture of an object gets further away it becomes more compressed and busy, taking on
an entirely different character than if it was close. Depth can also be portrayed by reducing the amount of
contrast of more distant objects, and also by making the colours more pale. This will reproduce the effect
of atmospheric haze, and cause the eye to focus primarily on objects drawn in the foreground.

Ipuaarounbie meau ¢ corw3om SO that

B npuaaTouHOM MpeIokKEeHHH e ¢ cor3oM SO that moryT ymoTpeGusaThest MojanbHbIC
rarostet can (could), will (would), a Taxoxe may (might) u shall (should).

Ecnu ckazyemoe TIJIaBHOTO MPEUIOKEHHS CTOUT B OJHOM M3 HACTOSIIMX BPEMEH WM B
HOBEJIUTEIbHOM HAKJIOHEHHH, TO B MNPUIATOYHOM MpeIOKEHHH yrnoTpebisercs can, Will, ecmu
CKa3yeMoe TJIaBHOTO TMPEIJIOKCHUSI CTOUT B OMHOM K3 MPOIICAIINX BPEMEH, TO B MPUAATOYHOM
npemiokennd ynorpebssiercss could would. Yrorpebienue shall (should) B Takux mpemioxkeHusx
SIBIISICTCSI YCTApeBIINM; yroTpebienne may (might) xapakTepHo A1 KHHKHO-TUCHbMEHHON PEYH.

Will you speak louder so that everybody can (will) hear! Tloxanyiicra, roBopute rpomue, 4toObl BCEM
OBLIO CIBIITHO!

| borrowed the book from the library so that you could  (would) learn the lesson. S B3sn kuury B
OubIMoTeKe ¢ TeM, YTOOBI THI CMOT BBEIYYHTH YPOK.

Bonpocsl u 3aganus:
1. Hpouumaiime npo cef6ss mekcm u Hailoume 6 HeM C/106d, CXOOHble C PYCCKUMU, KOMOpble bl
MorHceme noHAmbs, He npu6eza;1 K nomouiu cnoeapa.

Measuring the dimensions of a subject while blocking in the drawing is an important step in
producing a realistic rendition of the actual subject. A straight drawing implement held horizontally or
vertically can be used to measure the angles of different sides. These angles can be reproduced on the
drawing surface and then rechecked to make sure they are accurate. Another form of measurement is to
compare the relative sizes of different parts of the subject with each other. A finger placed at a point
along the drawing implement can be used to compare that dimension with other parts of the image.

A grid can be used to produce a more accurate portraya of a photograph. The image is
subdivided into equally spaced horizontal and vertical lines. A scaled version of these lines is drawn
lightly on the paper, and the outlines of the significant features are copied onto the drawing. A similar
approach when using an easel isto mount a small, heavy paper frame through which the artist can view
the scene. The image on the paper is then scaled in reference to this frame.

When attempting to draw a complicated shape such as a human figure, it is helpful at first to
represent the form with a set of primitive shapes. Almost any form can be represented by some
combination of the cube, sphere, cylinder, and cone. Once these basic shapes have been assembled into a
likeness, then the drawing can be refined into a more accurate and polished form. The lines of the
primitive shapes are removed and replaced by the final likeness.

A more refined art of figure drawing relies upon the artist possessing a deep understanding of
anatomy and the human proportions. A trained artist is familiar with the skeleton structure, joint location,
muscle placement, tendon movement, and how the different parts work together during movement. This
allows the artist to render more natural poses that do not appear artificidly stiff. The artist is aso familiar
with how the proportions vary depending on the age of the subject, particularly when drawing a portrait.
2. Hpocnymaﬁme MeKCm u R0020MOBbMECh K €20 YCMHOMY U3I0HCERHUIO:

Kitchen and Bath Designer

It's been recently estimated that nearly 60% of al home construction spending goes towards
renovations - and the kitchen and bathrooms are the spaces of homes most often renovated. As a result,
there's great potential for interior designers specializing in kitchen and bath design. These designers focus
on construction and mechanical systems, basics of kitchen and bath design, materias and estimation,
lighting, universal design and theme application, and computer-ai ded-drafting specific for the kitchen and
bathroom design industry. There is even a professional organization - the National Kitchen and Bath
Association (NKBA) - for this specialized form of interior design.



3. Coeounume cnosa npaeoﬁ KOJIOHKU ¢ coomeemcmeyrouium 3Ha4eHuem 6 J1€801l KOJIOHKe:

1. aware 1. make by fitting parts together; build, form

2. kitchen 2. equipment in aroom or street etc. for producing light
3. residential 3. conscious

4. application 4. interval between points or objects

5. congtruction 5. having financial profit asits primary aim

6. lighting 6. suitable for or occupied by dwellings

7. space 7. arelevance

8. commercial 8. lace where food is prepared and cooked

4. Cumyayusn. Bam HeoOX0MMO cIeNaTh KOMHIO MOHPABUBILIETOCS PUCYHKA.
3adanue: - cocTaBbTe CITUCOK HEOOXOAMMBIX I PaOOTHl MATEPUAIIOB U HHCTPYMEHTOB;
- HaIWIIUTE MOAPOOHBIN IIaH Bammx neiicTBuii.
5. Ilepeseoume:
1. Tell me when they start taking subscriptions for journals and magazines so that | can have time to let
my fellow- workers know.
2. The teacher told the boy to watch the machine at work so that he would learn to handle it quicker.
3. | advise him to carry on with the lessons so that he will keep up his English.
4. We must leave home two hours before the take-off time so that we can arrange everything without
hurrying.
5. Ken had to save part of the money he earned so that his brother could carry on with his experiments.

IIpakTuyeckoe 3ansTue Ne 5.
Ipaxmuxa peyu. The composition of theimage/ Co3nanue oopa3za
I'pammamuxa: Bpemena rpynnsl Perfect Continuous
Henab: ®opmMupoBaHrEe KOMMYHUKATUBHBIX KOMIETEHUU, OBIAJCHUE JIEKCUKON U FPAMMAaTHKON
B pe3yiabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: UNTaTh U NCPEBOJUTE CICHHUAIBHYIO JIMTEPATYPY AJIA IOIMMOJTHCHUA HpO(I)eCCI/IOHaJ'II)HI)IX 3HaHI/II71;
OCYHIECTBIATh MPOGECCHOHAIEHYI0 KOMMYHHKAIIAIO B YCTHOW W MUCHMEHHOH (popMaxX Ha aHTIIHHACKOM
SI3BIKEC.
AKTYaJIbHOCTh T€MbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

The composition of the image is an important element in producing an interesting work of artistic
merit. The artist plans the placement of elements in the art in order to communicate ideas and feelings
with the viewer. The composition can determine the focus of the art, and result in a harmonious whole
that is aesthetically appealing and stimulating.

Theillumination of the subject is also a key element in creating an artistic piece, and the interplay
of light and shadow is a valuable method in the artist's toolbox. The placement of the light sources can
make a considerable difference in the type of message that is being presented. Multiple light sources can
wash out any wrinklesin a person's face, for instance, and give a more youthful appearance. In contrast, a
single light source, such as harsh daylight, can serve highlight any texture or interesting features.

When drawing an object or figure, the skilled artist pays attention to both the area within the
silhouette and what lies outside. The exterior is termed the negative space, and can be as important in the
representation as the figure. Objects placed in the background of the figure should appear properly placed
wherever they can be viewed.

A study is a draft drawing that is made in preparation for a planned final image. Studies can be
used to determine the appearance of specific parts of the completed image, or for experimenting with the
best approach for accomplishing the end goal. However a well-crafted study can be a piece of art onto
itself, and many hours of careful work can go into completing a study.

Bpemena rpynnsl Perfect Continuous
1. 3naueHnue.
Kak mokasbiBaeT Ha3BaHHWE JAHHON TIPyMIbl BPEMEH, OHH coueTarT 3HaueHwe Continuous —
NPOTSHKEHHOCTH, TIpOTeKaHus aeiicTBust U Perfect — npeamectBoBanus.
Bpemena rpymmer Perfect Continuous o6o3HauaroT aeifcTBre, KOTOPOE HAdaloch B yKa3aHHBIH
MOMEHT U COBepIIacTcs (WIM COBEPIIAIOCh) HEKOTOPOE BpPEMs, BKIIIOUAs JAPYrol yKa3aHHBI MOMEHT
(M| BIUTIOTH 10 HETO).



2. O0pazoBanue.
Bpemena rpymmer  Perfect Continuous o6pasyrorcss mpu  momomu rmarona to be B
COOTBETCTBYIOIEM BpeMeHu rpyiibl Perfect u mpuuactus 1 (hopma — iNg) cMBICTIOBOTO riaroja:

to have been + Part. |

I have been waiting S xny

He has been waiting  On xzer

She had been waiting  Omna xnana (poxaana)

We shall have been waiting  MgI Oynem xaaTh (TIPOXKIEM)
They  will have been waiting  Onu OynyT >xaathb (IPOXKIYT)

B pa3roBopHOif peuyr TEpBBI BCIIOMOTATENbHBIA TJIAroJ, CJIMBAsCh C MOJJICIKAIINM,
BBIP@XXEHHBIM MeCTOMMEHHEM, oOpasyer ¢opmsl: |’ve been waiting, he’s been waiting, we’d been
waiting, we’ll have been waiting, they’ll have been waiting.

Jlnst oOpa3oBaHuUs BONPOCUTENBHON (hOpMBI MepBBIi BcrioMoratenbHeiid riaaron (have, has, had,
shall, will) craBuTcs epe o AIEKAIIIM:

Have you been waiting? XKnere mu Be1?
Will they have been waiting? BynyT nu onu sxnath?

Jli1st 0Opa3oBaHus OTPHLATETIbHON (GOPMBI OTpHULIATENIbHAS YacTHIA NOt CTAaBUTCS OCTIC MEPBOro
BCIIOMOT'aTEJILHOTO TJ1aroJa:

He hasnot (hasn’t) been waiting. OH He KeT.
We shall not (shan’t) have been waiting. Mp! He OyIeM sKIaath.

3. Ynorpebnenue.

Bpemena rpynmnsr Perfect Continuous ynotpeOusitoTest:

a) Korja B MpPEIJIOKEHHHM O0O3HA4YeH TIEpUOJ BPEMECHH, B TEYEHHE KOTOPOro JCHCTBHUE
MIPOUCXOAMIIO IO TaHHOTO MOMEHTA ¥ (HMJIH) BKJIFOYAs €ro. DTOT MEPUO]] BpeMEHN 0003HAYaeTCss OOBITHO
00CTOATENILCTBOM BpEMEHH ¢ Tpezsiorom for:

I’ve been waiting for you for half an hour. S1 xmy Bac yxe mordaca.

He had been working for two hours by the time | came (= when | came) O paGorain yxe aBa yaca, K
TOMY BPEMEHH, KOT/1a s TIPHILIEIT.

You’ll have been discussing this problem for half an hour when | come. Bsi Oynere o6cyxnaTh 3TOT
BOITPOC YK€ ToJI4aca K TOMy BPEeMEHH, KOT/a S IPULy.

0) Korna B npeyioxxeHnl 0003HAUYeH MOMEHT, ¢ KOTOPOTO HAUYMHACTCS IeUCTBHE. ITOT MOMEHT
0003HayaeTcsi OOCTOSTENLCTBOM BPEMEHHM C TPEUIOrOB SINCE ¢ WM NPUAATOYHBIM TPEIOKEHHEM
BPEMEHH C COI030M SINCE ¢ mex nop, Kax:

I’ve been translating this article sSince 9 o’clock. S mepeBoKy 3Ty CTaThiO ¢ 9 yacos.
What have you been doing sinceyou cameto Moscow?  Yrto Thl TOAENbIBaciib € TeX MOp Kak
npuexan B MockBy?

HepI/IOIL BpEMCHU MM €ro HaydajJlo MOryT HWHOI'Ja 1IOApPasyMEBATbCA WJIIM BbIPAXKATHCA
KOHTEKCTOM:

Hereisthe translation I’ve been workng at. Bot mepeBo/1, Hai KOTOPBIM 5T paboTaro.

Bynymiee Bpemsi rpynmsr Perfect Continuous ymotpeGuisieTcsi I0BOJIBHO PEIKO, B OCHOBHOM B

KHIDKHO-TTHICBMEHHOM PEYH.

BOHpOCbI U 3aJaHud:
1. Omeemvme na sonpoce::
1) What isan important e ement in producing an interesting work of artistic merit?
2) What can give amore youthful appearance?
3) What can make a considerable difference in the type of message that is being presented?
4) Why does the artist plan the placement of elementsin the art?
5) What does the skilled artist pay attention to?
6) Using information you gained from the text comment on artistry.
7) Do you think that the illumination of the subject is also a key element in creating an artistic piece?
Why do you think so?
2. Pewuume Kpocceopo:
1 | 1] [2 [3 [ [ [ |4 |

5| N e [
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= 1. cloth of matted and pressed fibres of wool; 2. picture representing scenery as seen in a broad view;
5. make alikeness of; 6. tool for shading and blending; 7. disposable piece of thin soft absorbent paper for
wiping, drying, etc.; 9. colouring-matter used as paint or dye; 10. give a glassy surface to; 11. landscapes
or views, 12. having an even surface; free from projections, dents, and roughness; 13. bring into
existence; 14. not or hardly moving; 15. draw or paint or engrave etc. with dots instead of lines; 18. what
is seen; 20. mark with close pardlel lines; 23. relative dimensions, magnitude; 25. fine parchment, orig.
calfskin; 26. copy by drawing over its lines on superimposed translucent paper; 27. representation of an
object; 28. white soft limestone substance, sometimes coloured, for writing or drawing; 30. dark shape
projected by a body intercepting rays of light; 32. stick or pencil of coloured chalk, wax, etc.; 33. piece of
rubber for removing pencil marks; 34. mark made by a single movement of a pen, paintbrush, etc.; 35.
straight graduated strip of wood, metal, or plastic used to draw or measure.

{4 1. part of aview or picture nearest the observer; 3. human creative skill or its application; 4. art of
drawing solid objects on atwo-dimensional surface so as to give the right impression of relative positions,
size, etc.; 6. engraving spire (needle); 8. stand for an artist's work; 9. crayon of powdered pigments bound
with a gum solution; 16. thickness of matter, esp. one of several, covering a surface; 17. soft leather from
sheep, goats, deer, etc.; 19. artists' paint made of pigment to be diluted with water and not oil; 21. general
effect of colour or of light and shade in a picture; 22. crystaline allotropic form of carbon used as a
lubricant, in pencils, etc.; 23. rough or unfinished drawing or painting; 24. merge imperceptibly; 29.
outline of ascheme; 31. sticky plastic yellowish substance secreted by bees as the material of honeycomb.
3. IIpocnywaiime mekcm u no020moebmecs K €20 YCHIHOMY U3NOHCEHUIO:

Exhibit Designer

Most large museums employ an Exhibit Designer whose job it is to trandate curatoria and
educational ideas into gallery installations. Not only must the Exhibit Designer have a highly refined
understanding of art objects and how they interact with one another in terms of colour and scale, but he or
she must also be aware of the principles of conservation and preservation of artworks so that they may be
installed with proper light and safety precautions. The Exhibit Designer works closely with the organizer
and his or her crew to fabricate specia exhibition cabinets, cases, pedestas, or display tables, and
supervises the installation of the exhibition or permanent installation and designs proper lighting once
artworks arein place.

Lighting Designer

A room's lighting should be aesthetically pleasing as well as functional. A good lighting designer
will use combine intensities, direction and Colour of light to create pleasing spaces. The knowledge and
expertise of a lighting designer includes an interior design background that can help size up your
architectural needs, an up-to-date knowledge of electrical codes, word on the latest technical
advancementsin lighting and control systems; and experience with maintenance and energy issues.
4. Cumyayusa: Bl — U3BeCTHBIN XyI0KHUK, UMEIOIMINI cBOIO mKory. K Bam mpuiien HOBBIH yueHHK, HO
My HGO6XO,Z[I/IMO OBJIAICTh UCKYCCTBOM pUCOBAHUA B JOCTATOYHO KOpOTKPIfI CpPOK.
3aodaua: J1oxomunBo OOBSCHUTH YIEHUKY a3bl PUCOBAHMUS.



5. Ilepeseoume:.

A) 1. How long have you been doing this trandation? 2. | 've been waiting for you for an hour and a
half. 3. He’s been working here since 1940. 4. He says he had been studying English for two years
before he joined the courses. 5. | was told your friend had been waiting half an hour before you
telephoned to him. 6. I haven’t seen him since last month. What has he been doing? 7. Since when has
the man been sitting here? 8. Have you been waiting long for the director?

Bb) 1. — Yro BHI 31¢Ch nemaere? — S xay TpamBas. — Bel naBHO ero xaere? — Jla, 1 31ech yxe 15
MHHYT, 1 HH OJIMH TpamBaii emre He nosBuics (to come round). 2. — HMHTepecHO, YTO JAeiaeT ceidac
Anna? — OHa mpocMaTpuBaeT yTpeHHIO mouty. — CKOJIBKO BPEMEHH OHa 3THM 3aHUMaercsa? — MHe
KaxeTcs, oHa paboTaer ¢ 9 yacoB. OHa yxe MpoUYUTalia BCE TEIETPaMMBI U cefiyac MpoCcMaTpUBacT
nuchMa. 3. a) OH JaBHO Hayal U3y4aTh aHTITUHCKUH 361K, 0) OH TaBHO M3y4aeT aHTITHMHCKHIA S3bIK.

IpakTnyeckoe 3ansitue Ne 6.
Ilpakxmuxka peuu: Rock painting / HackanbHble pUCYHKH
I'pammamuxa: TipuaaTouHbie cCpaBHeHHUsI (CONMOCTABJIEHHs) ¢ cor030M as if
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIETEHIU, OBIaACHUE JIEKCUKOU U IPaMMAaTHKOU
B pesyabTarte 0cBOeHHE T€MBbI CTYAEHT J0JI5KEH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
yMeTh: YUTaTh U MEPEBOANTD CIEIHATIHHYIO JIUTEPATYPY IS TOMOIHEHHUS MPOo(ecCHOoHaIbHBIX 3HAHUH;
OCYIIECTBIIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YCIIOBIeHa HEOOXOAMMOCTBIO OBNaieHneM Y K-4.

TeopeTnueckasi 4acThb:

Painting is the practice of applying pigment suspended in a carrier and a binding agent to a
support such as paper, canvas or a wall. Evidence indicates that humans have been painting for about 6
times as long as they have been using written language. Artistic painting is considered by many to be
among the most important of the art forms.

The oldest known paintings are at the Grotte Chauvet in France, dated at about 32,000 years old.
They are engraved and painted using red ochre and black pigment and show horses, rhinoceros, lions,
buffalo, and mammoth. There are examples of cave painting all over the world. Cave or rock paintings
are paintings painted on cave or rock walls and ceilings, usualy dating to prehistoric times. Rock
paintings are made since the Upper Paleolithic, 40,000 years ago.

When Europeans first encountered the Magdalenian paintings of the Altamira cave, Cantabria,
Spain some 150 years ago, they were considered to be hoaxes by academics. The new Darwinian thinking
on evolution was interpreted as meaning that early humans could not have been sufficiently advanced to
create art. Emile Cartailhac, one of the most respected prehistorians of the late nineteenth century
believed they had been thought up by Creationists to support their ideas and ridicule Darwin's. Recent
reappraisals and increasing numbers of discoveries have illustrated their authenticity and indicated the
high levels of artistry of Upper Palaeolithic humans who used only basic tools. Cave paintings can also
give valuable clues as to the culture and beliefs of that era.

The age of the paintings in many sites remains a contentious issue, since methods like
radiocarbon dating can be easily misled by contaminated samples of older or newer material, and caves
and rocky overhangs are typically littered with debris from many time periods. The choice of subject
meatter can indicate date such as the reindeer at the Spanish cave of Cueva de las Monedas which imply
the art isfrom the last ice age. The oldest cave isthat of Chauvet, and is 32,000 years old.

IpunaTounbie cpaBHeHHsI (COMOCTABJIEHHSI) € COI030M aS if

B mnpuagarounoMm cpaBHeHusi (comocrtaBiieHHs) C coro3oM as if o0baHO ymoTpeOseTcs
cocnaratensHoe 11 (Subjunctivell).

Ecnu ckazyemoe MPHIATOYHOTO MPETIOKEHHS BBIPAXKACT NEHCTBHUE, 0OHOBPEMEHHOE NICHCTBHIO
[JIABHOTO TIPEIUIOKCHUS, B MPHIATOYHOM TPEIUIOKEeHUH yrotpebisiercs ¢opma, coBnanaromnias ¢ Past
Indefinite (ot rimaroxa to be hpopma were).

Ecnu  ckazyemoe TPHIATOYHOTO MPEUIOKEHUS BBIPAXaeT JCHCTBUE, npeduiecmayroujee
JEHCTBUIO TIIaBHOTO TpeAIOKeHus, yoTpebsiercs popma, copmamatomias ¢ Past Perfect:

She speaks asif she didn’t know me. Ona roBopuT Tak, Kak 0yaTO OHA MEHS HE 3HAET.
She spoke asif shewerein ahurry. Ona roBopuia Tak, kak OyATO OHa OYCHb TOPOIHIACH.



She speaks English asif she had been brought up to speak it. Ona roBopHuT Mo-aHIIHIACKH, Kak OYATO
OHa M3y4Yaja ero ¢ JeTCTBa.
Shelooked asif she had been ill for along time. Ona BreITIsIIENA TaK, Kak OyATO OHA J0JTO OoJerna.
You look as if (= as though) somebody had hurt your feelings. ¥V Bac Takoii Bua, kak OyaTo Bac
obuneny.

ITpumedanusi:
1) IMocne coro3a asif BMecTo MpUAATOYHOTO MPETOKEHHS MOKET TAKIKE YIIOTPEOIATHCS puyactue I:
He looked at her asif trying to remember something. Own mocmoTpen Ha Hee, Kak OyaTO CTapasich YTO-TO
PUIIOMHUTb.
2) B coBpeMEHHOM aHIJIMHCKOM sI3bIKE CYLIECTBYET TEHAEHIHUS ymnoTpedisTs mocie as if dopmy was
BMECTO WEX€E:
The girl held the toy in both hands asif she was afraid to lose it. JleBouka  Jepkajia  UTPYIIKY
o0enMu pykamu, Kak Oyaro 0osutach

Bomnpocsl u 3aganus:
1. Ilepeseoume na pycckuit A3viK:.

The most common themes in cave paintings are large wild animals, such as bison, horses,
aurochs, and deer, and tracings of human hands as well as abstract patterns, called Maccaroni by Breuill.
Drawings of humans are rare and are usually schematic rather than the more naturalistic animal subjects.
Cave art may have begun in the Aurignacian period, but reached its apogee in the late Magdal enian.

The paintings were drawn with red and yellow ochre, hematite, manganese oxide and charcoal.
Sometimes the silhouette of the animal was incised in the rock first. Stone lamps provided some light.
Abbé Breuill interpreted the paintings as being hunting magic, meant to increase the number of animals.
Asthere are some clay sculptures that seem to have been the targets of spears, this may partly be true, but
does not explain the pictures of beasts of prey such as the saber-toothed cat or the bear.

2. Packpoiime ckobKu, npeodpasysa cj108a 6 COOMEEMCMEUU C COOEPHCAHUEM MEeKCmaA:

An dternative and more modern theory, (to base) on studies of more modern hunter-gatherer
societies, (to be) that the paintings (to make) by Cro-Magnon shamen. The shamen would retreat into the
(dark) of the caves, enter into a trance state and then paint images of their (vision), perhaps with some
notion of (to draw) power out of the cave walls themselves. This (to go) some way towards (to explain)
the (remote) of some of the (paint), which often (to occur) in deep or small caves, and the variety of
subject matter from prey animals to predators and human hand-prints. However, as with al prehistory, it
(to be) impossible to be certain due to the relative lack of material evidence and the many (pitfal)
associated with (to try) to understand the prehistoric mindset with a modern mind. In 2003, cave etchings
also (to discover) in Creswell Crags, Nottinghamshire, England.

3. IIpocnywaiime mekcm u no020mo8bmecs K €20 YCHIHOMY U3NOHCEHUIO:

Commercial Interior Design

Commercia interior design focuses on the planning and design of public buildings and businesses
- everything from retail stores to restaurants and from museums to hospitals. Since this type of design
encompasses such a wide array of building types, some designers concentrate on very particular areas,
including: entertainment (theatres, concert venues, theme parks), government/ingtitutional (federal
buildings, courts, libraries), health care (hospitals, clinics, examination rooms), hospitality/restaurant
(nightclubs, restaurants, hotels), offices (both public and private areas), and retail/store planning
(boutiques, department stores, shopping malls).

Residential Interior Design

Just as the name implies, residentia interior design focuses on the planning and/or specifying of
interior materials and products used in private residences. Residential interior designers must be aware of
such issues as child safety, family traffic patterns, home wiring and cable needs, switching and security
systems, and space requirements for home theatre electronics and computer hardware, and the different
challenges facing the design of single-family and multi-unit dwellings.

Space Planner

A space planner creatively diagrams how a particular interior space will be organized - typically
by working with commercia clients to maximize space within offices, institutions or other large
structures to ensure the space is used efficiently. Space planners typicaly work alongside interior
designers or architecturd firms.

4. Ilepegeoume:
1. Why do you speak asif you weretrying to prove something to me? The case is quite clear.
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2. It’s no use inviting him to the concert, he will refuse to join us, I am sure. It looks as if he didn’t care
for music of thiskind.

3. The woman only shook her head silently asif she were afraid to expose her real feglings.

4. Mr. Wilson stared at the newcomer as if he wer e surprised to see him at the hotel.

5. Michadl looks very disappointed in the results of the competition. It seems as if he had expected his
school team to win the first place.

6. When Jim and Ted met after the conference, they shook handsin amost friendly manner as if they had
always got on well.

IpakTnyeckoe 3ansitue Ne 7.
Ilpakxmuxka peuu: Painting techniques / TexHuku pucoBanus
I'pammamura: CpaBHeHnue Bpemennbix dopm Perfect, Continuous u Perfect Continuous
He.]'lbt qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHGTCHHHf/i, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOﬁ
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JTOJIKCH
3HATh: HOPMBI YIIOTPEOIICHNUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
yMeTh: YUTaTh M MEPEBOJANTDH CIEIHATBHYIO JIUTEPATYPY I TOMOIHEHUS MPOo(ecCHOHaTbHBIX 3HAHUH;
OCYIIECCTBIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIMIO B YCTHOW M MUCBMEHHOHM (hopMaxX Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YCIIOBIeHa HEOOXOAMMOCThIO OBNIaieHneM Y K-4.

TeopeTnyeckasi 4acThb:

Painting techniques include impasto, glaze, scumble, sumi-e, pointillism, sfumato, wash,
computer painting, brush painting and destructive techniques like grattage and peinture brulée.

Impasto is a technique used in painting where paint is laid on an area of the surface or the entire
canvas very thickly, usualy thickly enough that the brush or painting-knife strokes are visible. Paint can
also be mixed right on the canvas. When dry, impasto provides texture, the paint coming out of the
canvas.

Painting oil is most suitable to this technique, due to its thickness and dow drying time. The latter
can even be extended with additiona linseed oil. Acrylic paint can also be impastoed, though the
technique is rarely used because of the faster drying time of this material. Impasto is not possible in
watercolour or tempera, owing to the inherent thinness of these media.

Impastoed paint serves two purposes. Firstly, it makes the light reflect in a particular way, giving
the artist some control over light. Secondly, it adds some expression to the painting, the viewer being able
to notice the strength and speed applied by the artist. While both purposes are commonly accepted today,
the first objective was originaly sought by masters such as Rembrandt and Tizian, to represent folds in
clothes or jewels. it was then juxtaposed with more delicate painting. The second objective is more
prominent in later works, Vincent van Gogh using it frequently for aesthetics and expression. Still more
recently, Frank Auerbach has used such heavy impasto that some of his paintings aimost become three-
dimensional. Because impasto gives texture to the painting, it can be opposed to flat, smooth, or blending
techniques.

Glaze in painting is a transparent medium. Whatever is on the surface beneath the glaze shows
through applied medium. A glaze changes the colour cast or texture of the surface. For many centuries
painters have applied glazes to their works.

When the technique is used for wall glazing, the entire surface is covered, often showing traces of
texture: French brush, parchment, rag rolling. Either oil-based or water-based materials are used for
glazing walls, depending upon the desired effect. Kerosene or linseed oil may be used to extend the
"open” or working time of oil-based glazes. Water-based glazes are sometimes thinned with glycerin or
another wetting agent to extend the working time. In general, water glazes are best suited to rougher
textures where overlaps of colour are acceptable.

Scumbleis atechnique similar to glazing, except that coating is opague.

Sumi-e or Suiboku is the Japanese school of brush painting. Brush painting was developed in
China during the Tang Dynasty and became an established style during the Song Dynasty. It was
introduced to Japan in the mid- 14th century by Zen Buddhist monks, and grew in popularity until its
peak during the Muromachi period. Sumi-e literally means "ink pictures’; suibokuga means "water ink
pictures." Only black ink the same as used in caligraphy in various concentrations is used.

In sumi-g, as in calligraphy, the artist usually grinds their own ink using an ink stick and a
grinding stone, but prepared inks are also available. Most ink sticks are made of densely packed charcoal
ash from bamboo or pine. The artist puts afew drops of water on the inkstone and grinds the ink stick in a



circular motion until a smooth, black ink is made of the desired concentration. Ink sticks are of higher
quality and are preferred for works that are to be displayed. Prepared inks are useful for practice.

CpaBuenne BpemeHnHbIX ¢opm Perfect, Continuous i Perfect Continuous

®opma ContinUOUS mogyYepKUBAET MPOTEKAHWE AEHCTBHSA B HAHHBI MOMEHT HE3ABHCHMO OT
TOr0, KOTAa JaHHOE NEeMCTBHE HA4ajioCh, U MEPEBOJUTCS Ha PYCCKHUI SI3BIK INIar0JOM HECOBEPILEHHOTO
BUJIA.

®opma Perfect mnoauyepkuBaeT 3aBEpUICHHOCTh JCHCTBHS K JAHHOMY MOMEHTY, €ro
3aKOHYEHHOCTb, HO HE IIOKa3bIBACT, KOIZA IMPOUCXOOMIO AEHCTBHE, WM KOrZJa OHO HAavajoch, 3a
UCKITIOUYCHHUEM CJIydaeB, KOrjia OHa ynoTpeOnsercs B 3Hauenuu Perfect Continuous c riaronmamu, He
umeromumu Gopmber Continuous. Dta GopMa MEepeBOJUTCS Ha PYCCKUM S3BIK IJIAr0jOM COBEPIICHHOTO
BUJA.

dopma Perfect Continuous mokasbiBaeT, 4TO NEWCTBHE HA4ajloCh (HAYHETCs) B yKa3aHHBIN
MOMEHT W Tpoucxommwio (OyAeT NpOUCXOIHMTh) HEKOTOPOE BpEeMs BIUIOTH O APYrOro yKa3aHHOTO
MOMEHTa WM BKIIOYas ero. Ota QopMa BpeMEHH MEPEeBONUTCA HAa PYCCKUH SA3BIK IJIaroJIOM
HECOBEPIIIEHHOTO BUJIa, IPUYEM YacTo no0aBisiercst Hapeure yace. Present Perfect Continuous o6braso
MIEPEBOIUTCS HACTOSAIIMM BPEMEHEM.

CpaBHure:
Hereisthe book | am reading now. Bot kHHTa, KOTOPYIO 5 ceffiuac YnuTaro.
Hereisthe book | have just read. BoT KHHTA, KOTOPYIO 51 TOJIBKO YTO MPOYETL.
Hereisthe book | have been reading since yesterday. Bot kuwura, KOTOpYIO 51 UUTal0 CO BYECPAIIHETO JIHSI.
It was snowing heavily when we left our house. Kor/ia MbI BBIILIH U3 IOMY, IIEJT CHJIbHBIN CHET.

It had snowed heavily and we couldn’t get to the village. Bbiman CuibHBIE# CHer, W MBI HE MOTJIH
00paThCsI0 ACPEBHU.

It had been snowing heavily for two hours or so when weleft our house. CunbHbIii cHer 1men yxe
OKOJIIO IBYX YaCOB, KOTIa MbI BHIIIUTH U3 JIOMY.

IIpumeyanue.

Past Perfect Continuous ymotpe6isieTcst TOJIBKO B TOM Cliydae, KOTa YKa3aH TOYHBI MOMEHT, JI0
KOTOPOTO TIPOUCXOJMJIO BBIPAKEHHOE WM JEWCTBHE. DTOT MOMEHT OOBIYHO BBIPKAETCS APYTUM
neiicteueM. Eciu paeiicTBUe, NpPOUCXOAMBIIEE B TEUEHHE HEKOTOPOrO BpPEMEHHM B MPOILIOM, He
OTPaHMYEHO TOYHBIM YKa3aHHEM MOMEHTA, BBIPRXEHHOTO APYTUM JAEHUCTBHEM, TO ymoTpebinsercs Past
Indefinite unu Past Perfect.

CpasHure:

We had been working for two hourswhen Comrade Petrov  joined us. Msr paboTanu yxke aBa 4aca,
KOJa K HaM IpucoeauHuics toapuiy lletpos.

The new engineer said that he had worked at afactory for fiveyears. HoBslii uHXeHep cka3ai, 4TO OH
ISITh JIET popaboTan Ha 3aBojie.

Thiswriter worked ten years a his book. Dror nucarens paboTasn Hal cBOel KHUTOM JIECSTH JIeT.

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:

A tsuketate is atype of brush used for sumi-e. Sumi-e brushes, most of which are the same asthe
brushes used for calligraphy, are traditionally made from bamboo, and goat, ox, horse, or wolf hair. The
brush hairs are tapered to afine point, afeature vital to the sumi-e painting style.

There are four main brush strokes used in sumi-e, called the "Four Gentlemen": the Bamboo
Stroke, the Wild Orchid Stroke, the Chrysanthemum Stroke, and the Plum Branch Stroke. The strokes
used to paint these four plants are the basis for everything painted in sumi-e.

2. Haiioume 6 anzno-pycckom ciosape IK6U6aieHmul C1e0yiouux c106 u evipaxcenui’ tint,
luminosity, saturation, contemporary, vivacious, ethereal, iridescent, glow, palette, petal, team,
soothing, calming, mellowing.

3. Botnuwume 2naemvie uienwl npeOJloofceHuﬂ U NUCOMEHHO nepeeedume npeOJloafcenuﬂ:

Pastels are typically associated with sweet, sugary, and feminine moods. However, this book will
demonstrate that the wide range of contemporary pastels has grown far beyond the sentimental. Pastels
can also be vivacious, ethereal, iridescent, and increasingly subtle — as these palettes will demonstrate.
And yes, pastels will dways be ever-so-charming, old-fashioned, and as sweet as a sugar cookie if that is
your desire. The new century is embracing the pastel from saucy, sexy pinks to synthetic icy hues to the



reinvention of the 1950s pastel craze. Today's pastel palette is perfect for modern living, providing
unprecedented options and inspiration.
4, Hpouumaﬂme meKkcm, cmapaicb NOHAMb €20 OCHOGHYIO MblC/lb, HE oﬁpama;wb K cnuoeapro:

Inspiration for a pastel scheme might begin with the blossom of a single summer flower, a piece
of lustrous glazed pottery, or even be inspired by the faded and muted colours of an ancient Byzantine
fresco.

The ever-changing colours of nature are filled with inspiration for a pastel palette. Just the right
hint of a pastel colour when mixed with white and neutrals can create the feeling of a warm sandy beach
or a cooling stream. Envision a pastel hint of lime toned yellow-green within the outer leaves of a soft
buttery corn husk or the subtle blue tinge of a glowing light that surrounds a distant glacier. The layers
and levels of pastel colours in nature provide eternal inspiration from which to balance a pastel scheme.
Throughout time specific art movements and artists — such as the colour field painters (an abstract
painting technique developed in the 1950s) — have used transparent shades of colour to evoke lyrical and
melodic feelings. These artists sometimes employed transparent pastel hues to stain large expansive areas
of canvas using muted colour to create meditative moods . Pastels were also explored by the surrealists (a
movement that began in France in the 1920- 1930s) to evoke and create the dreamlike imagery of the
subconscious. The 1950s in the United States heralded a pastel colour craze, in essence a revolt against
the drab colours of the war torn 1940s. Fashion retailers, product and automobile designers, and even
Hollywood sported the optimistic pastel colours so popular with youth during the 1950s. Today these
colours are being reinvented, this time as clean crisp retro hues with the revival of names like refrigerator
blue, powder puff pink, and sea foam green. Pastel pa ettes often embrace harmony and order, and impart
a caming influence. Today holistic practices such as colour therapy often use pastel colour combinations
to relax and bring harmony to the mind and spirit.

Finding new pastel colour ideas can be as simple as exploring the many varied textures of fabric.
For example, consider light and airy swatches of satiny cotton, soft and fluffy mohair, crisp linen, or the
pale sheen of many sheer synthetic fabrics. When colour is used sparingly as in many pastel schemes,
texture and form become increasingly important to the palette. The shape of a product, curve of a letter
form, or silhouette of a chair are more defined by using pastel colours.

5. Ilepeseoume npeonoscenus ¢ yuemom zpammamuueckux epemen Present Indefinite, Present
Continuous and Present Perfect Continuous:

A) 1. On He paboTaeT B JaHHBIH MOMEHT ¢ JOoKyMeHTamu. 2. OH paboTaeT ¢ JOKyMEHTaMHU C IECTH
yacoB. 3. [1o Beuepam oH paboTaeT ¢ JOKYMEHTAMH.

B) 1. Mb1 u3yuaem aHTIMIACKHNA S3BIK Ha TEPBOM Kypce . 2. MBI ceiiyac Kak pa3 m3ydaeM aHTJINACKHAN
si3bIK. 3. MBI u3yuaem anrimiickuii s3b1k ¢ 2013 rona.

IIpakTu4eckoe 3ansaTHe Ne 8.

Ilpaxmuka peuu: Painting styles / CTujm ;xuBonucu
Ipammamuxa: KoHcTpyKuIus «MHPUHUTHB ¢ npeasorom for
I_Ie.]IL: (DOpMI/IPOBaHI/Ie KOMMYHHUKATHBHBIX KOMHGTQHHHﬁ, OBJIAJCHHEC JIEKCUKOHU U FpaMMaTHKOﬁ
B pesyabTaTte 0cBOeHHE TeMbI CTYAEHT [J0JIKEH
3HATh: HOPMbI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY MJIA ITOIMOJIHCHUA HpO(l)eCCI/IOHaIIBHBIX 3HaHI/If/’I;
OCYLICCTBJIATH HpO(i)eCCI/IOHaJ'H:Hy}O KOMMYHUKAIIUIO B YCTHOﬁ A IMTMCbMEHHOM (bopMax Ha aHTJIHHCKOM
SI3BIKEC.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlaaeHneM YK-4.

Teoperuyeckasi 4acTh!

Styleisused in two senses:

- It can refer to the distinctive visual elements, techniques and methods that typify an individual
artist's work.

- It can also refer to the movement or school that an artist is associated with.

This can stem from an actual group that the artist was conscioudy involved with or it can be a
category in which art historians have placed the painter. The word 'styl€' in the latter sense has fallen out
of favour in academic discussions about contemporary painting, though it continues to be used in popular
contexts.

Painting styles are abstract, baroque, constructivism, cubism, fauvism, graffiti, hard-edge,
impressionism, mannerism, modernism, naive art, neo-classicism, op-art, orientalism, pointillism, pop-art,
postmodernism, realism, romanticism, socialist realism, surrealism.



Pointillism is a style of painting in which non-primary colours are generated, not by the mixing of
pigments in the palette nor by using pigments directly, but by the visual mixing of points of primary
colours, placed in close proximity to each other. Originaly it was developed by Neo-Impressionist
Georges Seurat.

When viewed from a distance, the points or dots cannot be distinguished, and blend optically into
each other. This means that with the same set of primaries, pointillists generate a different range of
colours when compared to artists using traditional colours or colour-mixing techniques. The result is
sometimes described as brighter or purer since the eye does the mixing and not the brush. An explanation
for this could be sought in the subtractive and additive theories of colour.

Usually when colours are produced by pigments being mixed physically, the subtractive colour
theory is at work. Here the mixing of pigments of the primary colours produces less light; so if we mix
red, blue and yellow pigments (subtractive primaries), we get a colour close to black. However when
colours are produced by the mixing of light, then the additive colour theory is at work. Here the mixing of
lights of the three primary colours produces more light; so if we mix red, blue and green light (additive
primaries) we get something close to white light. The brighter effect of pointillist colours could rise from
the fact that subtractive mixing is avoided and something closer to the effect of additive mixing is
obtained even through pigments.

KoncTpykuusi «dHPUHMUTHB ¢ mnpexjaorom for» cocTOMT H3 CyHIECTBUTEIBHOTO WK
MECTOMMEHHS B O0OBEKTHOM TaJIeKe U MHOUHUTHBA C TIpeIoroM for. ta KOHCTPYKITUS yIOTpeOIIseTcs,
KOT/Ia JiciicTBHE, BHIPAKEHHOEC WHOUHUTHBOM, HE OTHOCHTCS K JIHIy (MJIH MPEAMETY), SIBISIOMIEMYCS B
NPEJIOKCHUN  TouIexamyM. MHOUHUTAB MOXKET TpPU OSTOM OBITh B JCHCTBUTEIBHOM  HIIH
cTpajatensHOM 3anore. Hampumep:

He opened the door for me to get out. - OH OTKpBLT ABEPb, YTOOBI 5 BBILICI.

We waited for him to come. - MsI sk 1aiu, ToKa OH IPHIET.

She longed so much for people to be happy. - Eii Tak xoTenocs, 4To0bI 01U OBLIN CYACTINBEL.

I'll re-read the rule for you to understand it better. - 5 npo-unTaro mpaBMIIO CHOBA, YTOOBI BBI €TO0 JIyUIIIe
TIOHSUTH.

Ipumeuanue:

UroObl paznuuaTh KOHCTpYKIHMH “CrokHoe noziexaiee” u “CioxHOe TOMOTHEHHE ~ BaKHO
MMOMHHUTB, YTO B CJIOKHOM TOJIeXKAIEM Tiepes] MHPUHUTUBOM CTOMT CKazyeMoe (IJIarojibHasl CBsI3Ka), a B
CJIO’KHOM JIOTIOJIHEHUH — CYIIECTBUTEIBHOE WM MECTOMMEHHUE B (DYHKIIMU JTOTIOJTHEHHUS.

BOl'lpOCbI U 3aJaHudA:
1. Iucomenno nepegedume npeonoIHceHUA.

Pastels are the icing on the colour wheel cake. From the sheerest pale tints that are barely visible
to hues that are clean, rich, and just falling short of a colour at its fullest saturation. Adding white to any
of the twelve colour wheel hues will instantly create what is known as a tint, varying the amounts of
white effects the lightness and luminosity of the pastel hue. When vast amounts of white are added to
colour something fascinating occurs — colours take on entirely new personalities and emotions. Blue-
violet becomes ultra cool and icy, yellow begins to glow and greens appear even more refreshing and
renewing than when used at full strength.

2. Hpocnymaﬁme MeKCm u R0020MoOBbMECh K €20 YCMHOMY U3/I0IHCEHUIO:

More than any other colour family pastels are affected by light as it shifts and moves creating
subtle differences from light and airy to delightfully uplifting. When pastels are paired or mixed with light
reflecting white on a printed page or in an interior the illusion of more space occurs giving small areas the
illusion of great expanse. Pastels are a testament to the gentle qualities of colour and to the close ties
colour has to light. Pastels of al kinds are enhanced by white. Pastels also mix well with other pastel
hues, naturals, brights and with a wide assortment of neutrals. Understanding just a few of the basic
colour principlesisthe key to achieving positive results with a pastel palette.

Consider the colour wheel, traditionally divided into two parts: the warm side and the cool side.
The warm side features reds, oranges, and yellows and is considered active and exciting. The cool side
spans from green to blue to the coolest violet hues and is considered passive and calming. Each side
embodies a specific set of emotions. The primary colours in painting are red, yellow, and blue — the
colours from which al other colours are created. Secondary colours are created when two primaries are
mixed together, these are orange, green and violet. Lastly the tertiary colours are red-orange, yellow-
orange, yellow-green, blue-green, blue-violet, and red-violet. By understanding the structure of the colour



wheel you can begin to select colours that are natural in origin using one or more hues to create and mix
successful colour palettes within basic colour schemes.

A monochromatic pastel colour scheme is simple to create, just combine any colour with its
various tints. Pastels work particularly well within a monochromatic scheme. Pastel colours are almost
always comfortable together, easy on the eye and a delight to the soul. Consider the value of each pastel
colour as the value determines the brightness of a hue. When creating a monochromatic pastel scheme the
variations of a pastels value or brightness can range from barely perceptible to nearly saturated hues. The
petals of a flower often embody the qualities of a monochromatic palette. Imagine an individua tulip
petal with rich full colour near the base of the stem extending delicate veined colour that gently pales as it
reaches outwards to the tip of the petal.

3. Omeemovme Ha 60NPOCHL.
1. What might inspiration for a pastel scheme begin with?
2. When can a pastel colour create the feeling of awarm sandy beach or a cooling stream?
3. Why have specific art movements and artists used transparent shades of colour?
4. When did fashion retailers, product and automabile designers, and even Hollywood sport the optimistic
pastel colours so popular with youth?
5. What colours are being reinvented today?
6. What is more defined by using pastel colours?
4. Coznacumecs uiu He co2iacumecsd co cnedyromumu 6bICKA3bl6AHUAMU. Oﬁocnyﬁme ceoe MHeHue.
1. The ever-changing colours of nature are not filled with inspiration for a pastel palette.
2. The layers and levels of pastel coloursin nature provide temporary inspiration from which to balance a
pastel scheme.
3. The artists sometimes employed transparent pastel hues to stain large expansive areas of canvas using
muted colour to create meditative moods.
4. The 1950s in the United States heralded a pastel colour craze, in essence a revolt againgt the drab
colours of the war torn 1910s.
5. Finding new pastel colour ideas can be as simple as exploring the many var-ied textures of fabric.
6. When colour is used widely asin any pastel schemes, texture and form be-come increasingly important
to the palette.
5. 3anonnume nponycku ¢ nPeonoNHCEHUAX HPU NOMOWU 211420714 6 (hopme uHuHumuea, evloupan
eapuanm omeema U3 21Aa207106 8 pamke uiu npeonazas ceoil eapuanm: Qet, give, go, hear, interrupt,
keep, learn, meet, ride, undergo

Sue is lucky ... keep alive after the accident.

The soldiers were prepared ... hardship of life in extreme environments.

The children were anxious ... to the circus.

We are glad ... a wedding invitation from you.

The students are motivated ... English.

Tom was hesitant ... testimony.

I was happy ... my friend at the airport.

I was surprised ... that Mr. Loktevokusaev was absent.

We were sorry ... their conversation.

Sally is afraid ... a bicycle without a helmet.

IIpakTuyeckoe 3ansaTHE Ne 9.
Ilpakxmuxka peuu: Panel painting / IlanenbHas ;KMBONKMCH
I'pammamuxa: CyocTaHTHBAIUS MPUIATATEJbHBIX M IPHYACTHI
Heanb: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTUKOU
B pe3yabTaTe ocBOeHHE TeMbI CTYAEHT 10JI:KEH
3HATh: HOPMBI YIIOTPEOJICHHSI JIEKCUKH aHTJIMHCKOTO SI3bIKa B MPO(eCCHOHAIBHOM cdepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpPy IS MOTOHEHHS TPo(ecCHOHABHBIX 3HAHUN;
OCYIIECTBJIATh MPOGECCHOHAIIBHYI0 KOMMYHHKAIIMIO B YCTHOW M IMHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
A3BIKE.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlageHneM YK-4.
Teopernyeckasi 4acTh!

Panel painting is very old. It existed in Greece and Rome, but very few have survived. It was al'so
important in Byzantine art but again, few have survived due to the iconoclasm of the 19th century. In the
late 12th century panel painting experienced a revival in Western Europe because of new liturgical



practices the priest and congregation were now on the same side of the atar, leaving the space behind the
altar free for the display of a holy image and thus altar decorations were in demand. The earliest forms of
panel painting were dossals (altar backs), atar fronts and crucifixes. All were painted with religious
images, commonly the Virgin and Child, Christ, Saints.

Italy in the 13th and 14th centuries was the golden age of panel painting. However, it is estimated
that of all the panel paintings produced there, 99.9 percent have been lost.

By the 15th century with the appearance of humanism, and a changing attitude about the function
of art and patronage, pand painting went in new directions. Secular art opened the way to the creation of
chests, painted beds, birth trays and other furniture. The awareness of the importance of the individual
gaveriseto anew form: the portrait.

While popular throughout Western Europe, Italy was where panel painting flourished. Italians
devel oped atechnique for the construction that lasted unchanged for over 300 years, until the introduction
of oil paint in the 15th century and the use of canvasinthe 6th century became the norm.

A "pand" was created from wood with a chalk mixture layered on top to form a solid, smooth
surface and was then painted using an egg-yolk based paint. A panel painting would typically be
displayed inside a church as an atarpiece, or behind or in front of the altar as a visual enhancement to a
sermon while in later years it would be integrated into furniture. Along with fresco it was the primary
medium of Gothic painting.

Cy0OcTaHnTHBaUMs NPUIATATE]bLHBIX U NPUYACTHH

CyOcTanTHBaLMell Ha3bIBaeTCs YNOAOOJICHUE PAa3MUYHBIX YacTeld peud CYHIECTBUTEIBHOMY (10
3HAYEHUIO, POpMaM U YIIOTPEOICHHIO).

CymiecTBeHHBIMH MTPU3HAKAMHE CYIIECTBUTEILHOTO B aHTIIMACKOM SI3bIKE SIBIISIFOTCS:
a) CHocOOHOCTh NPUHHMATH OTNPE/ICICHHBINA U HEONPeACIeHHBIN apTHKIIH
6) CHOCOOHOCTH UMETH €IUHCTBEHHOE U MHOKECTBEHHOE YHCIIO (OKOHYAHIE — S)
B) CIIOCOOHOCTH YIOTPEOIATHCS B PUTSHKATSIBHOM TMajiexke (OKOHYaHHE — S)
I) BO3MOXHOCTh MUMETh NpH cebe OmMpeeNieHns, BBIPAKCHHBIE MpHIaraTeIbHBIMH, YKa3aTelbHBIMU

MECTOMMEHHSIMU M YHCITUTEIbHBIMU

Ecnu mpunaratensHoe WM NpUYacTHE MMEET OAMH WJIM HECKOJIBKO TaKHUX IMPHU3HAKOB, OHO
Ha3bIBaeTCs CyOCTAHTHBHUPOBAHHBIM.

CymecTBYOT CIIEAyIONINE Cy4Yan CyOCTaHTUBAIMH PUIIaraTeNIbHbIX U IPUYACTHH:

A. IlpunaraTenbHOe MM MpUYAcTUE YIOTPeOsieTcss BCErAa ¢ ONpPEAETICHHBIM apTHKIIEM (HO He
UMeeT APYruX NPU3HAKOB CYLIECTBUTEIBHOTO) U 00O3HAYAET BCeX MpeICTaBUTENECH NaHHOHN KaTeropuu
(maHHOTO KIIacca) JojeH, T. €, IMEEeT 3HaYeHHUE CYIICCTBUTEIBHOTO BO MHOYKECTBEHHOM YHCIIE:

Theyoung must help the old. Mostobie 1OKHBI TOMOTAaTh CTaPhIM.

Hist 0003HaueHHss O JHOT O WIM HECKOJbKHX INpeAcTaBUTENeH JaHHOW KaTeropuu
JIONeH clieyeT ynoTpeOssaTh CyliecTBHTENbHbIE Man (men) m woman (Wwomen) wiu apyrue
TIOJIXOJISIIHE TI0 CMBICITY CYIIECTBUTENBHBIE.

CTapuK an old man

Ooray arich man

OeIHAK a poor man

paHeHbIN awounded man (soldier, etc.)
0e3paboTHBIN an unemployed man

MHOTO paHEHBIX many wounded men (people)
nBoe 0e3paboTHBIX two unemployed men (workers)

K osroii ke rpymne cyOCTaHTHBHPOBAHHBIX IPUIIAraTeIbHBIX OTHOCSTCS TpHararesibHbIe,
0003HaYAOIINe HAIMOHATBHYIO MTPUHAIIEKHOCTh W HMeromue okoHuanne — ch u sh: the French —
@panyysel, the Spanish — ucnanyet, the Dutch — zomranoyst, the English — anenuuane, the lrish —
UpRaHOYbl U T. 1.

In what country do the English live? B kakoii ctpaHe XUBYT aHIJIH4aHe?

Takue cyOCTaHTHBHUPOBAaHHBIC MpHUIAraTeibHbie 0003HAYAIOT Ha M M0 B 1 e J o M. [us
0003HaYeHWsT OTAECJAbHBIX NpPEACTAaBUTEJCH TaHHOW HAIMU OTH NPUIAraTeIbHbIC C
CYIECTBUTEIBHBIME ManN 1 WOMan o0pasyroT CI0XKHBIE CIIOBA.

AHTIMYaHUH an Englishman
aHTJIMYaHKa an Englishwoman
¢paniys3 (ppaniryxeHka) a Frenchman (a Frenchwoman)

rojutaszer (roJutanKa) a Dutchman (a Dutchwoman)



moTnager (IoTaaHIKa) a Scotsman (a Scot) (a Scotswoman)
upaangen (MpiraHaka) an Irishman (an Irishwoman)
HO:
ucnaHel| (UCIaHKa) a Spaniard
b. IIpwiaratenbHble, 0003HAYAIONIME HAIMOHAIBHYIO TPUHAIIEKHOCTH U UMEIONIHE OKOHYaHHE
-€Se U -SS MOTYT YIOTPEOIIATHCS ¢ ONPEIEIEHHBIM apTUKIIEM JUIT 0003HAYEHHSI BCE€W HAN MU B II
€ J1 0 M, a TAK)KE C HEOTIPEICICHHBIM apTUKIIEM JJIst 0003HAYEHHsI O TACJTbHBIX MPEIACTABHTE
jeil manHoi Harwu. OHH MOTYT TakKe MUMETh NMPH ceOe ONpeiesicH s, BhIpaKEHHbIE TPHIaraTebHbIM,
yKa3aTelbHbIM MECTOMMEHHEM HWJIM YHCIUTEIbHBIM. OJHAKO OHM HE HMEIOT JPYrHX I[PHU3HAKOB
CYIICCTBUTEIBHOTO, T. €. OHH HE MOTYT HMMETh HH OKOHYaHWS MH. YHCIa, HH OKOHYAHUS
HPHUTSHKATEIBHOTO Maexka:

the Japanese SITTOHIIBI
a Japanese ATIOHEI]
two young Japanese IIBa MOJIOJBIX SATIOHIIA

K oT0it rpymme oTHOcsATCA mpuiaratenbHbie: SWISS (mBeinapckuii), Chinese (kuraiickuii),
Portuguese (mopryranbckuii), Burmese (bupmanckuii) u ap.
IIpumevanust:

1) B coBpeMEHHOM aHTJIMHCKOM sI3bIKE CJIOBA, 0003HAYAIOIINE HAIIMOHATIBHYIO MPHHAICKHOCTD
¥ UMEIOIIMe OKOHYaHHE -an, -ian MOryT ObITh KaK MpHIaraTeJIbHBIMU, TAK U CYLICCTBUTEIBHBIMHE (T. €.
HMMETh BCE MPU3HAKHU 3TON YaCTU PEUH).

an American book (mpuaraTeabHOE) aMePUKaHCKUI
an American (cymiecTBUTENBHOE) aMepUKaHEI]
the Americans aMepHKaHIIbI

several Americans HECKOJIbKO aMEPUKAHIICB

that American’s speech pedb TOro aMepHKaHI[a

2) B kadectBe TmpenukathBa Il 0003HAYEHWS HANMOHAIBFHOCTH IPEHMYIIECTBEHHO
YHOTPEOJISIFOTCS IPUIIaraTeibHbIC,

I am not English, | an Russian. Sl He aHTTIMYaHWH, S| PYCCKHUH.

[Mpennoxxenuss Takoro Tuma Oojiee YHOTPEOMTENBHBI, YeM IpeaiokeHus Tuma: | am not an
Englishman, | am a Russian.

Bomnpocsl u 3a1anus:
1. Ilepegeoume:

The technique is known to us through Cennino Cennini's The Craftsman's Handbook published in
1390. It was alaborious and painstaking process:

A carpenter would construct a solid wood piece the size of the panel needed. It was usually
seasoned poplar, willow or linden. It would be planed and sanded and if needed, joined with other pieces
to obtain the desired size and shape.

The wood would be coated with a mixture of animal-skin glues and resin and covered with linen.
The mixture and linen combination was known asa"size".

Once the size had dried, layer upon layer of gesso would be applied, each layer sanded down
before the next applied, sometimes as many as 15 layers, before a smooth hard surface emerged, not
unlike ivory.

Once the panel construction was complete, the design was laid out in charcoal, making
corrections and adjustments, until it reached the artists vision. Then using small brushes dipped in a
mixture of pigment and egg-yolk (known as tempera), the paint was applied in very small strokes.
Because tempera dries quickly and is not conducive to mistakes, each stroke was a one-shot chance and
had to be perfect each time. This exacting perfection shaped the nature and style of the art produced.

Different types of paint are usualy identified by the medium that the pigment is suspended or
embedded in, which determines the general working characteristics of the paint, such as viscosity,
miscibility, solubility, drying time, etc. These are acrylic, encaustic, fresco, gouache, ink, oil, heat-set
oils, water miscible oil paints, pastel (including dry pastels, oil pastels, and pastel pencils), spray paint,
tempera, watercolour.

2. IToozomoevme cooﬁmenue HA QH2TUTICKOM A3bIKe nO meme.
“Painting Styles”: abstract, barogue, constructivism.
3. Hpocnymaﬁme MeKCm u n0020MoBbMeECh K €20 YCMHOMY U3JIOHCEHUIO:



Another basic yet very successful colour scheme for pastels is to select any three consecutive
colours on the colour wheel. For example, try blue, blue-violet, and violet. When used together with all of
their various tints and hues this trio will inevitably create together a modern sensibility that features icy
cool tints harmonizing with warm undertones for a mood that's sleek and sophisticated. Punctuate a pastel
palette by combining with any hue in full saturation with its direct opposite on the colour whedl for a
colour scheme that is called complementary. Use the colour to the immediate left or right of its
complement on the colour wheel to create a bit more complex and sophisticated mix that is known as a
tertiary colour scheme.

The difficult to define watercolour tranducency of the sheerest pastels can be used to soften and
enhance other neutral tones. The neutra’ properties of various metals and woods when paired with pastel
colours become visualy important and the pastels themselves take on the characteristics of the pairing.
For example, a powdery baby blue devel ops crystalline blue gray tones when paired with steely metalics.
This hue can aso take on a dlightly pinkish hue when mixed with organic untreated woods or polished
pine, giving the same pale baby blue a homey contemporary flair. When pastels are teamed with natural
tones they become a soothing, calming, and mellowing influence. Use jewels as accents to add interest
and vibrancy to a pastd paette. Pastels provide a stable background for a bright accent colour such as a
lemony citrus hue against an antique milky white, allowing for a surprising contrast in colour that's lively
and bright. Use the versatility of pastel colours to mix palettes and create colour schemes that soothe the
soul and uplift the spirit.

Colour is actualy our visual perception of light as it is or is not reflected. Light effects our
perception of colour in many ways. Artificial light often adds a green or yellow cast to a hue, while the
same colour when viewed in natural daylight will appear clean and true.

4. Iloawv3yacv noayueHHOU u3 mekcma uHpopmauueil, noodepume 011 Kaxcoozo HaA36aAHUA
coomeemcmeyrowuii yeem:. red+bluetyellow, blue, green, red, orange, violet, yellow, off-white, blue-
violet, red-orange, blue-green, yellow-orange, red-violet, yellow-green:

BLUSH ( )

Pastels are created by adding white to colour. The beautiful blush of this callalily is a smple
illustration of how adding white decreases a colour's overall saturation creating various tints of the hue.
When the value is lightened the intensity of the colour is less, often resulting in a tint that evokes a
completely different response than the colour at full strength. This is the case with the colour red, which
at full saturation universally packs an emotional wallop. When gradually lightened to tints of rosy pink
and blush, it becomes a hue that gently radiates from within.

RIPE ( )

Pale peach, a colour that entices. Visuaize the smooth skin of a peach, ripe with aroma and
texture. Not quite orange and not quite red, the palest tints of red-orange are peachy in tone and ready to
be used in dmost any scheme. In and out of fashion, this mellow colour works well with others as a
backdrop or in fuller saturations as the ruddy and full lead colour. A gentle colour that is laden with
warmth, it's the perfect colour for a guest bedroom or reading nook. Along with pink and shades of red
thisis a best-selling beauty industry colour often seen in the packaging of skin care products.

AMBROSIAL ( )

Dream of the colour of toffee, caramel, and lightly browned meringue that warmly springs to the
touch in a homemade scalloped pie crust. Absolutely yummy and warm. A palatable colour that's
delirioudy tender. In fashion it's the classic colour of cashmere and the famed camel hair coat. For
interior designers it's the elegance of a creamy scheme without the maintenance. Soft orange aways at
home with navy blues, berry reds, and toasty shades of brown.

5. Hcnonwviya ewviopannvie Bamu npeonoscenusn, cocmasvme annomayuio Kk mexkcmy (ynp.4),
HOOUEPKUBAS €20 UHPOPMAMUBCHYIO UEHHOCHb.

6. Ilepeseoume:

A) 1. Chessis apopular game both with the young and the old. 2. The old man always found fault with
everybody around him. 3. The wounded were given immediate attention. 4. The wounded man was
taken good care of. 5. Do you remember that Ttalian’s name? The Italians are good singers as a rule, but
that one has a particularly powerful voice. 6. A friend of mine, who is a Frenchman by nationality, told
me many interesting things about the French. 7. Among the tourists there were two Americans who
spoke good Russian. 8. The American officer had never thought of marrying the young girl, because she
was a Japanese. 9. “These two Japanese have been taking a practical course (mpoxoaniay MpaKkTHKY)
with our firm for two years already,” said the manager.




b) 1. .41 nymana, 94TO IIOTJAAHAUBI O CHX IOp CUYMTAIOT AHIJIMYAH CBOWMH Bparamu, — cKazajia
neByiika. — Ho, MOroBopyB CO MHOTMMH aHIJIMYAHAMM, S MOHsIA, YTO ObUIa Hempasa“. 2. ,,B stom
paiioHe ceifuac MHOTO 0e3pabdoTHBIX, — cka3an J[»koH. — Moii Opar OmBITHBIN HHXEHED, HO OH WIIET
paboTy y)Ke MecsIia, U eMy Be3JIe TOBOPST, YTO TaKUE MHXKEHEPHI ceiiuac He TpeOyroTcs (HE MONIb3YITCS
crpocom). 3. ,,PaHeHble yke TIpHOBI- IN™, CKa3ana JeBylIka, BOeras B KOMHATy. 4. ,,TOro paHeHOro
ceifyac omepupyroT”, — ckazana cectpa (nurse). 5. Pooun I'yn (Robin Hood) cuurtan, uto GeaHsiku
JIOJDKHBI JIEPYKAaThCSl BMECTE M TIOMOTaTh JAPYT APYry B Oopnde mpoTuB Goraveit.” HUKTO He TOMOXET
OeHsIKY, €CITH OH CaM He IMOMOXKeT cebe”, — roBopwa oH. 6. Kuraiiupl oueHs Tpymnonrobussiit (hard-
working) mapox. 7. Otu aBa simoHua npuHuManu ydactue B Omummuiickux (Olympic) urpax. 8. Cpean
HUTAJIbAHIEB MHOTO TAJIAHTIIMBBIX MEBIOB. 9. ['0J10C 3TOr0 UTANBSIHIA TIOKA3aJICA MHE 3HAKOMBIM.

IIpakTuueckoe 3ansTue Ne 10.
Ipaxmuxa peuu: \Water colour / AkBapeJb
I'pammamuxa: KonnyecTBeHHbIe H IIOPSIAKOBBIC YHCIUTEIbHbIC. XpOHOJIOrMYecKue AaThl. Jpodu.
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIETEHIU, OBIaACHUE JIEKCUKOU U IPaMMAaTHKOU
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOeCCHOHAIBHOM chepe
yMeTh: YUTaTh U MEPEBOANTD CIEIHATIHHYIO JIUTEPATYPY IS TOMOIHEHHUS MPOo(decCHoHaIbHBIX 3HAHUH;
OCYHIECTBIATh MPOGECCHOHABHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHM (popMax Ha aHTIIHHACKOM
SA3BIKEC.
AKTYaJlbHOCTbH TE€MBbI: 06yCJIOBJIeHa HE00X0aUMOCTHRIO oBlIafeHueM YK-4.

Teoperuyeckasi 4acTh!

Watercolour is a painting technique using paint made of colourants suspended or dissolved in
water. Although the grounds used in watercolour painting vary, the most common is paper. Others
include papyrus, bark papers, plastics, leather, fabric, wood, and canvas.

The broader term for water-based painting media is watermedia. The term watercolour most
often to refers to traditional transparent watercolour or gouache (an opague form of the same paint).

Watercolour paint is made of finely-ground pigment or dye mixed with gum arabic for body, and
glycerin or honey for viscosity and to bond the colourant to the painting surface. Unpigmented filler is
added to gouache to lend opacity to the paint. Qil of cloveis used to prevent mould.

Traditionally, watercolour paint is applied with brushes, but it may be applied with other
implements in experimental approaches or mixed with other materials (usually acrylic or collage).

The paint is thinned before application to alow for lighter areas within the painting. This
transparency provides watercolour its characteristics of brightness, sparkle, freshness, and clarity of
colour since light has passed through the film of paint and is reflected back to the viewer through the film.

According to atradition, dating from at least the early 20th century, the white of the paper is the
only white used in transparent watercolour . Opague paint is seldom used for whites or to overpaint.

Watercolour techniques have the reputation of being quite demanding, although they are actually
no more demanding than those used with other media. Maintaining a high quality of value differences and
colour clarity are typically the most difficult properties to achieve and maintain.

The medium is effective in portraiture, figurative art, photorealism, and abstract work, both
objective and non-objective. Kandinsky produced the first non-objective abstract paintings in transparent
watercolour around 1913.

Watercolour proponents prize it as a studio medium for its lack of odour and ease of cleanup, and
also asaplain air medium for its portability and quick drying.

Finger-painting originated in China with watercolour paints.

KoauuyecTBeHHbIE U MOPAAKOBLIC YUC/IUTEC/IbHBIC. Xpononoruqecmle AAaTbI. I[pOﬁI/I.

KonnyecTBeHHBIE! 2,035,325 words (two million, thirty five 2.035.325 cioB
thousand, three hundred and twenty-five words)
1,201 books (one thousand two hundred books = | 1201 kuura
twelve hundred books)
NeNe komHar, momos, | on page 305 (three hundred and five = three-o- | Ha cTpanune 305
TPaMBaeB M T. 1. five)
to take the 134 bus (the one three four bus) exath aBTobycom 134
XpoHOJ0oTHYeCKHe in 1900 (in nineteen hundred) B 1900 rogy

JIaThl




in 1905 (in nineteen five) B 1905 roay

in 1958 (in nineteen fifty eight) B 1958 roay
[opsinkoBsie: the 35th (thirty-fifth) day 35-i1 neHb
JaThl 16th January, 1958 (the sixteenth of January, | 16 siuBaps 1958 roga

nineteen fifty- eight).
January 16 (16th), 1958 (January the sixteenth,
nineteen fifty- eight)

Hpobusre: (mpoctsie | 1/5 ton (one fifth of aton) 1/5 ToHHBI
1 JCCATUIHEIC)

1/2 kilometre (half a kilometre) 1/2 kuometpa
1/4 kilometre (a quarter of a kilometre) 1/4 xunometpa
2/5 ton (two fifths of aton) 2/5 TOHHEI

0.5 (point five) 0,5

3.215 (three point two one five) 3,215

53.75 tons (fifty- three point seven five tons) 53,75 TOHHBI

Bonpocsl u 3a1anus:
1. Ilepeseoume:

Qil painting is done on surfaces with pigment ground into a medium of oil especialy in early
modern Europe, linseed ail. Other oils occasionally used include poppyseed oil, walhut oil, and safflower
oil. These ails result in different properties in the oil paint, such as less yellowing or different drying
times. The oil usually takes weeks to dry.

It was probably developed for decorative or functional purposes in the High Middle Ages.
Surfaces like shields were more durable when painted in oil-based media than when painted in the
traditional tempera paints.

Many Renaissance sources credit northern European painters of the 15th century with the
"invention" of painting with oil media on wood panel. Jan van Eyck is often mentioned as the "inventor”.
The popularity of oil grew in 16th century Venice, where a water-durable medium was essential.

Recent advances in chemistry have produced modern water miscible oil paints that can be used
with, and cleaned up in, water. These are still "real" oil-paints in every sense of the meaning. Small
aterationsin the molecular structure of the oil creates this water miscible property.

A still-newer type of paint, heat-set oils, remain liquid until heated to 130-138 °C for about 15
minutes. Since the paint never dries otherwise, cleanup is not needed except when one wants to use a
different colour and the same brush. Although it is not technically true oils. This medium is "non-drying
synthetic oily liquid, imbedded with a heat sensitive curing agent”. But the paintings resemble oil
paintings and are usually shown as ail paintings.

2. Bnuwmume ¢ npaeyro KoOJIOHKYy C106a, KOmopbsle coOOmeemcmeyrom 0npe0eﬂenu;m U RUCOMEHHO
cocmaebme ¢ HUMuU npednoafcenu;l:
story whose moral is represented symbolically

drawing or picture in a book, magazine

picture representing a scenery as seen in a broad view

drawing, painting, photograph of a person or animal, esp. of the face

painting or drawing of inanimate objects, e.g. fruit or flowers

ahuman form in drawing, scul pture

be asign of, portend

3. Iloozomoevme coodujeHue Ha AH2TUIICKOM A3bIKE HO HMeMe:.

“Painting Techniques”: wash, computer painting, brush painting, destructive techniques.

4. Ilonv3yacv noayueHHOU u3 mekcma uHpopmauueil, noobepume 011 Kaxcoozo HA3GAHUA
coomeemcmeyrowuii yeem:. red+bluetyellow, blue, green, red, orange, violet, yellow, off-white, blue-
violet, red-orange, blue-green, yellow-orange, red-violet, yellow-green:

SWEET ( )

Sweet and fragrant, a ssimple stack of sugar cookies embodies the homespun pastel shades of
orange and yellow. A confection of creamy shades with touches of yellow and orange, this combination is
sturdier than it first appears. A versatile and popular pastel, it's often used as a background colour for
embroidery designs by crafters, downy linens, comfy slippers, and seasonal sipcovers. A soft touch of
orange instantly creates a homey, amiable mood and is a soothing choice for home decor. Pair varying



http://en.wikipedia.org/wiki/Pigment
http://en.wikipedia.org/wiki/Linseed_oil
http://en.wikipedia.org/wiki/Poppyseed_oil
http://en.wikipedia.org/wiki/Walnut_oil
http://en.wikipedia.org/wiki/Safflower_oil
http://en.wikipedia.org/wiki/Safflower_oil
http://en.wikipedia.org/wiki/High_Middle_Ages
http://en.wikipedia.org/wiki/Tempera
http://en.wikipedia.org/wiki/Renaissance
http://en.wikipedia.org/wiki/15th_century
http://en.wikipedia.org/w/index.php?title=Wood_panel&action=edit
http://en.wikipedia.org/wiki/Jan_van_Eyck
http://en.wikipedia.org/wiki/16th_century
http://en.wikipedia.org/wiki/Venice
http://en.wikipedia.org/wiki/Chemistry
http://en.wikipedia.org/wiki/Water_miscible_oil_paint
http://en.wikipedia.org/wiki/Molecule
http://en.wikipedia.org/wiki/Miscible
http://en.wikipedia.org/wiki/Celsius
http://en.wikipedia.org/wiki/Chemical_synthesis
http://en.wikipedia.org/wiki/Wash
http://en.wikipedia.org/wiki/Computer_painting
http://en.wikipedia.org/wiki/Brush_painting

shades of white with creamy tints for a monochromatic living environment that is harmonious, cosy, and
warm. Add areas of light-ice blue for balance.

APPEALING ( )

Few colours are as appealing as pastel yellow. Unlike most colors which are softened to tints
when white is added, yellow becomes luminescent when blended with great quantities of white. The tonal
quality of pale yellow varies from an almost transparent sheen to creamy opaque tints. A sun colour, pale
yellow glows as though it has been illuminated from an interior source. Pastel yellow pairs well with its
colour wheel complement violet, and almost every hue of green from blue-green aguamarine to rich forest
tones.

FRESH ( )

White is the perfect foil for yellow-green. Adding white to yellow-green brings a dewy reflective
quality to this pastoral tint. Plan a trip to the farmers market to gather young shoots of asparagus, sweet
peas, and the first plump chartreuse mission figs of the season. Fashion a worthy table setting for your
bounty with soft citrus toned napkins, tinted glassware, and just picked garden zinnias in contrasting hues
of red, pink, and orange. A pastel that feels like the freshest breeze, it's the perfect colour for small spaces
from atiny alcove to an attic guest room.

5. Hcnonv3ys eviopannvie Bamu npeonoxncenus, cocmasvme anHomayuio Kk mexcmy (ynp.4),
nOOYEpKUBAs €20 UH(OPMAMUBCHYIO UEHHOCHD.

6. IIpoumume:

A) 1005 journas; 5,400,000 strikers; 101 clerks; 41 banks; 305 suggestions; 6,859 books; 8, 732, 465
signatures, on page 733; by tram 43; in room 1438; in chapter XXIX; on the 12th day; 90, 045, 042
roubles.

b) at the end of 1789; in 1200; in 1860; in June, 1941; by 1960; In Jan., 1965; on Dec. 25, 1959; 28th
Febr., 1958; on the 21st of July; Oct. 25, 1917; Nov. 7, 1943; 3rd Sept., 1940.

B) 9.325 3abactoBok, 341 crynent, 9-e npemnoxkenue, B komHare 1223, 10.999.525 nomnapos, 44.785
(yHTOB CTEpIMHTOB, Ha cTpanuile 945-i1, 1.565.000 HoBbIx kHHT, B 331 maparpade, 101.305.681 pyOis.
I') 9 mast 1945 r., 22 ampens 1959 r., 23 depansa 1961 r., 5. 9. 55 r., 31 auBaps 1942 r., 1. 9. 59 r,,
20/VI1-49 1., B 1869 1., B cenrsiope 1941 r., k mostopro 1965 1., 8 1901 1., 9/1-1905 ., B Mae 1969 r.

IIpakTuyeckoe 3ausiTue Ne 11.
Ipaxmuxa peuu: Paper marbling / MpamopHasi 6ymara
I'pammamuxa: Used to m would n71s1 BbIpaskeHus1 MOBTOPSIOMIMXCS IeHCTBHII B MPOLILJIOM
Heﬂbt (I)OpMI/IPOBaHI/Ie KOMMYHHKATHBHBIX KOMHCTQHHHﬁ, OBJIAJICHUC JIEKCUKOH U FpaMMaTHKOﬁ
B pesyabTaTte 0cBOeHHE TeMBbI CTYAEHT J0JIKECH
3HATh: HOPMBI YIOTPEOJICHHUS JISKCUKH aHTIIMHCKOTO S3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YuTaTh U NMEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITONOJIHCHUA Hp0(1)€CCI/IOHaJ'ILHLIX 3HaHPII>i;
OCYIIECCTBJIATh MPOGECCHOHAILHYI0 KOMMYHHUKAIIAIO B YCTHOW M MHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMBbI: 00YCIIOBIIeHa HEOOXOAMMOCThIO OBJIaieHneM Y K-4.

TeopeTnueckasi 4acThb:

Paper marbling is a technique for producing colourful patterns on paper by swirls of paint,
traditionally oil-based paint, floating on water. The resulting marbled paper is a popular decorative
material, especialy as endpapers in book binding and stationery. Part of its appeal is that each print is
unique.

The basic process needs only blank paper, a shallow tray filled with water, and some free flowing
oil-based paint. The paper must be strong enough to withstand being immersed in water without tearing.

First afew drops of paint are placed on the water, just enough to create a thin layer. The paint is
slowly and carefully stirred with athin rod to create the desired pattern. Then a sheet of paper is carefully
placed over the water's surface, so that the paint adheres to it. The sheet is then pulled out and laid on a
flat surfaceto dry.

Often paints of two or more colours are used; however, by playing with the thickness of the paint
layer, one can obtain good results even with asingle colour.

Another method, the one used in Turkish marbling, is to take a tray of viscous liquid called the
size, sprinkle pigments mixed with a surfactant such as ox gall, on to the size, one colour after another
until there is a dense pattern in many colours. Each successive layer of pigment spreads less than the last
and may need more surfactant to stay on top of the size. Once the base pattern, known as stones, is laid
down, a gtick or tools including rakes or combs are drawn through the base pattern to make a new pattern.



Paper or cloth that has been coated with alum and allowed to dry is placed on the surface gently to
capture the pattern. The excess pigment and size are rinsed off of the paper and it is alowed to dry.
Without the alum, the desired pattern would wash away with the excess. After the print is made, the
surface of the sizeis cleared of any remaining pigments to make it ready for a new pattern.

Traditional marbling uses carrageenan mixed with water for the size, real broomstraw to sprinkle
the paint, ox gall for the surfactant, and oil base paint for the pigment. Modern marblers use a variety of
new materials, often in combination with traditional materials. Other sizes including mixtures of water
and laundry starch, water and methylcellulose, and plain water can be used. Acrylic paints, watercolours,
or ink can replace the traditional oil paints. Plastic broom straws can be used as well as bamboo sticks and
eyedroppers to place the pigment on the surface of the size. Ox gall is till a superior surfactant, but other
commercially available products may be used. Inkjet papers may not need an alum coating.

The art originated in China over 2000 years ago. It became popular in Japan in the 11th century
under the name of suminagashi ("ink-floating"), first as a divination tool of Shinto priests, later as a
decorative art. In the 15th century a similar art, called ebru (Turkish for "two-toned marbling") and now
known as "Turkish marbling", developed in Turkey and Persia, but using a rather different technique. In
Europe, marbled paper became popular in the 17th century, especialy for book endpapers. At first a
secret art exploited by few professional makers, it became a popular handicraft in the 19th century after
the English maker Charles Woolnough published his The Art of Marbling.

Marbled paper is till produced in large quantitiesin Venice.

Used to m would niist BbIpakeHusl IOBTOPSIIOLIMXCS IeHCTBUI B POILJIOM
1. JIng BbIpOKEHUS  TOBTOPSIONIMXCS  JCWCTBUH WM COCTOSHHH B IPOILIOM,
IPOTHBONIOCTABISIEMBIX MX OTCYTCTBUIO B HacTosee BpeMs, ynorpeOisiercs couderanue used to c

WHQUHATHBOM:

People used to think that the earth is not round. PamblIire JII0M TyMatH, 4TO 3eMJIsl HE KpyTJias.
The singer can’t sing any mor e as he used to. DTOT meBell HE MOXET IeTh Temepb, Kak
ObIBaJIO.

Lifeinthe North isnot so difficult now asit used tobe. JXusup Ha ceBepe ceifuac He Tak TpyjaHa, Kak
HpexIe.

BormpocutenbHas u oTpunarenbHas GOpMbI yIOTPEOISIOTCS JOBOIBHO PEIKO.

2. JIns BBIpQKEHUS TOBTOPSIOUIMXCS JEHCTBUI B MPOILIOM YHOTPEOISETCs TaKKe COYeTaHWe
rnarona would ¢ uHpuHHTHBOM 0e3 dYacTHisl tO ¢ TOW TONBKO pasHuieid, yro would oGo3nauaer
JIeWiCTBHE, IPOUCXO/IMBIIEE BPeMsi OT BPEMEHH, 0e3 MPOTHUBOIIOCTABICHHS €0 HACTOSIIIEMY MOMEHTY, a
TaKKE HE YMOTPEeOasieTCs Ul BRBIPAKECHUSI COCT O S H U S B IPOLLIOM (T. €. HE COYETACTCS C
riarosiom to be):

She would walk to the station when the weather was fine. Ona, Ob1Ban0, XO4MIa HA CTAHIUIO IIEIIKOM,
KOrJia 1orojia Obljia Xopormasi.

Kak BHIHO M3 mpHMeEpoB, 3Ha4YeHUs, BbipakacMmbie Used tO u would B pycckom si3bIke MOTYT

niepeaBaThCcs KOHTEKCTOM MIIM TAKUMH CIIOBAaMU KaK 06b18A10, paubuie, UH020d.

BOl'lpOCI)I U 3aJaHudA:
1. Omeemvme na eonpocet:
1) What is paper marbling?
2) What does the basic process need?
3) Whereis marbled paper still produced in large quantities?
4) When did marbled paper become popular in Europe?
5) Using information you gained from the text comment on paper marbling.
2. Coznacumecs unu He co2nacumecs co cneoymmumu BbICKAa3bleéanUuAMU. O60cnyz7me ceoe MHéEHnue,
nONb3YACH MEKCMOM:
1. The paper must be strong enough to withstand being immersed in water without tearing.
2. Each successive layer of pigment spreads more than the last and may need less surfactant to stay on top
of thesize.
3. Acrylic paints, watercolours, or ink cannot replace the traditional oil paints.
4. The art originated in Europe over 2000 years ago.
5. Plastic broom straws can be used as well as bamboo sticks and eyedroppers to place the pigment on the
surface of the size.



3. Cocmasbme Ha aHZAUIICKOM A3bIKE KPOCCEOPO (CKAHBOPO uiu (huneopo) ¢ hpazmenmamu Ha memy
“Painting”.
4. IToozomoevme cooémenue HAa QH2UIICKOM A3bIKE O meMe.
“Painting Styles”: cubism, fauvism, graffiti.
5. Ilepeseoume:.
1. Thisisthetown | used to livein. 2. In the evenings Captain Brown would come to their place and they
would play a game or two of chess. 3. She would sit before the open window watching with interest the
busy life of the street. 4. The South-West part of Moscow used to be a dirty place with villages of small
low houses here and there; now it has turned into a fine urban (ropoxckoii) area with beautiful high
buildings. 5. The two sisters are no longer as much alike as they used to be. 6. It’s a pity she can’t sing
now as the used to.
6. Cocmasvme npednoicenus, UCHOABbIYA MOOEb:

| Shecanno longer sing assheused to. |

| In the evenings she would sit down at the piano and singto us. |

I[pakTuyeckoe 3ansaTue Ne 12.
Tpaxmuxa peyu: Academic art / AkageMuuecKoe HCKYCCTBO
I pammamuxa: beccow3noe MoYUHEHUE
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIETEHIUI, OBIaACHUE JIEKCUKOU U IPaMMAaTHKOU
B pesyabTarte 0cBOeHHE T€MBbI CTYAEHT J0JI5KECH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sSI3bIKa B IPOeCCHOHAIBHOM chepe
yMeTh: YUTaTh M MEPEBOANTD CIEIHATHHYIO JIUTEPATYPY IS TOMOIHEHHUS MPo(decCHOoHaIbHBIX 3HAHUH;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHM (popMax Ha aHTIIHHACKOM
SA3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YCIIOBIeHa HEOOXOAMMOCThIO OBNIaieHneM Y K-4.

Teoperuyeckasi 4acTh:

Academic art is a style of painting and sculpture produced under the influence of European
academies or universities.

Specifically, academic art is the art and artists influenced by the standards of the French
Académie des beaux-arts, which practiced under the movements of Neoclassicism and Romanticism, and
the art that followed these two movements in the attempt to synthesize both of their styles, and which is
best reflected by the paintings of William-Adolphe Bouguereau, Thomas Couture, and Hans Makart. In
this context it is often called "academism", "academicism”, "art pompier”, and "eclecticism", and
sometimes linked with "historicism" and "syncretism".

The art influenced by academies and universities in general is also called "academic art”. In this
context as new styles are embraced by academics, the new styles come to be considered academic, thus
what was at one time a rebellion against academic art becomes academic art.

The first academy of art was founded in Florence in Italy in 1562 by Giorgio Vasari who called it
the Accademia dell' Arte del Disegno. There students learned the "arti del disegno” (a term coined by
Vasari) and included lectures on anatomy and geometry. Ancther academy, the Accademia di San Luca
(named after the patron saint of painters, St. Luke), was founded about a decade later in Rome. Academia
di San Luca served an educational function and was more concerned with art theory than Florentine
Accademia dell' Arte del Disegno.

Academia di San Luca later served as the model for the Académie royale de peinture et de
sculpture founded in France in 1648, and which later became the Académie des beaux-arts. The French
Académie very probably adopted the term "arti del disegno” which it trandated into "beaux arts', from
which is derived the English term "fine arts". The Académie royale de peinture et de sculpture was
founded in an effort to distinguish artists "who were gentlemen practicing a liberal art" from craftsmen,
who were engaged in manual labor. This emphasis on the intellectual component of artmaking had a
considerable impact on the subjects and styles of academic art.

After the Académie royale de peinture et de sculpture was reorganized in 1661 by Louis XIV
whose aim was to control all the artigtic activity in France, a controversy occurred among the members
that dominated artistic attitudes for the rest of the century. This "battle of styles’ was a conflict over
whether Peter Paul Rubens or Nicolas Poussin was a suitable model to follow. Followers of Poussin,
called "poussinistes’, argued that line (disegn) should dominate art, because of its appeal to the intellect,



while followers or Rubens, called "rubenistes’, argued that colour (coloure) should dominate art, because
of its appeal to emotion.

The debate was revived in the early 19th century, under the movements of Neoclassicism typified
by the artwork of Jean Auguste Dominique Ingres, and Romanticism typified by the artwork of Eugene
Delacroix. Debates also occurred over whether it was better to learn art by looking at nature, or to learn
by looking at the artistic masters of the past.

Academies using the French model formed throughout Europe, and imitated the teachings and
styles of the French Académie. In England, this was the Royal Academy.

beccorw3noe mogunHeHUe

HeKOTopI)Ie TUIIBI TPUAATOYHBIX HpCI[J'IO)KeHI/Iﬁ (I[OHOJ'IHI/ITCJ'II)HI)IG OHpeILeHHTeJIBHLIe), MOryT
MIPUCOEIUHATELCS K TIIABHOMY TPEJIOKEHHIO 0e3 coro3a. Hampumep:

The city || we want to visit this summer || is 2000 miles from Orenburg. - I'opoa, KOTOPBIf MBI XOTUM
MOCETUTh 3TUM JieToM, pacriosioxkeH 2000 munb ot OpeHOypra.
| promise || they are much better || than you expected. - YBepsito, oHu ropasao Jydiiie, 4eM Thl 05KHIAT.

Hpm[aTquHe JOTIOJTHUTEJIBHBIC TIPEAJIOKECHUA yHOTpe6J'I$IIOTC$I IIOCJIE CKazyeMoOro B I'IaBHOM
MMpEAJIOKCHNHN, IMOITOMY IpHU IMEPEBOAC HA TI'paHULC MCEKAY CKa3yCeMbIM TIJIABHOTO IPCAJIOKCHHA U
MMOJIEKA-IIUM MPUIATOYHOIO JOMOIHUTEABHOIO IPEMIOKEHUS HEOOXOINMMO BBOIUTH COIO3 ‘YTO .
Hanpumep:

We know || he will come tomorrow. - Mbl 3HaeM, 4TO OH TIPHIET 3aBTPA.

[lpunarounsle ompenenUTENbHBIE MPEUIOKCHHUS YIOTPEOISIOTCS  IMOCe  ONPEACIIeMOro
cyuectButenpHoro. [Ipu mepeBose Ha PycCKUil S3bIK Ha TpaHUIE MEXAY [JIaBHBIM W NPUIAATOYHBIM
MIpeJI0KEHHEM BBOJUTCS COIO3HOE CIIOBO ‘KOTOPBIM’. DTa rpaHUla MPOXOJUT MEXIY ONpeAesieMbIM
CYILIECTBUTEIBHBIM U MOJIEKANIUM IPUIATOUYHOTO ONPEACIIUTEIBHOrO Npeiokenus. Hanpumep:

The candidate || we interviewed for a job yesterday || wants to revoke his application. — Ipetenaent Ha
BaKaHCHUIO, C KOTOPBIM MBI IIPOBEIINU CO6€CG,Z[OB3HI/I6 BUY€pa, XOUYET OTO3BATh CBOE 3asIBIICHUE.

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:

Since the onset of the poussiniste-rubiniste debate many artists worked between the two styles. In
the 19th century, in the revived form of the debate, the attention and the aims of the art world became to
synthesize the line of Neoclassicism with the colour of Romanticism. One artist after another was claimed
by critics to have achieved the synthesis, among them Théodore Chassériau, Ary Scheffer, Francesco
Hayez, Alexandre-Gabriel Decamps, and Thomas Couture. William-Adolphe Bouguereau. A later
academic artist, commented that the trick to being a good painter is seeing "colour and line as the same
thing."

Thomas Couture promoted the same idea in a book he authored on art method — arguing that
whenever one said a painting had better colour or better line it was nonsense, because whenever colour
appeared brilliant it depended on line to convey it, and vice versa; and that colour was really away to talk
about the "value" of form.

Another development during this period included adopting historical styles in order to show the
erain history that the painting depicted, called historicism. Thisis best seen in the work of Baron Henrik
Leys, a later influence on James Tissot. It's also seen in the development of the Neo-Grec style.
Historicism is al'so meant to refer to the belief and practice associated with academic art that one should
incorporate and conciliate the innovations of different traditions of art from the past.

The art world aso grew to give increasing focus on alegory in art. Both theories of the
importance of line and colour asserted that through these elements an artist exerted control over the
medium to create psychological effects, in which themes, emotions, and ideas can be represented. As
artists attempted to synthesize these theories in practice, the attention on the artwork as an allegorical or
figurative vehicle was emphasized. It was held that the representations in paintings and scul pture should
evoke Platonic forms, or ideals, where behind ordinary depictions one would glimpse something abstract,
some eternd truth. Hence, Keats' famous musing "Beauty is truth, truth beauty”. The paintings were
desired to be an "idée", a full and complete idea. Bouguereau is known to have said that he wouldn't paint
"a war", but would paint "war". Many paintings by academic artists are simple nature-allegories with
titles like Dawn, Dusk, Seeing, and Tasting, where these ideas are personified by a single nude figure,
composed in such away asto bring out the essence of the idea.

2. Iloozomoevme coo6menue HA QH2TTUIICKOM A3bIKE HO meme.
“Painting Styles”: hard-edge, impressionism, mannerism.



3. Ionb3ysace noayueHHoil uz mekcma ungopmauueii, noodepume 015 Kaxco020 HA36aHUA
coomeemcmeyrouuii ueem: red+bluetyellow, blue, green, red, orange, violet, yellow, off-white, blue-
violet, red-orange, blue-green, yellow-orange, red-violet, yellow-green:

CALM (

Cool white by adding a hint of green. A pleasing pastel that refreshes and softens. A pretty colour
for bathrooms and living rooms. Coolly elegant and refined, palest green is receptive to imperceptible
shifts of natural light making it an excellent choice for large expanses of walls or floors. The colour of
new delicate greenery, light green is also a garden hue. Use as a milky wash for terra cotta pots or paint
this colour on the bottom of a decorative garden pool. Graphic designers frequently blend this tint with
other greens to convey a restrained, peaceful mood or enhance with full violet and rich mocha shades for
acomplex colour scheme.

REFRESHING ( )

Yin and yang. A tint that invig—orates and calms. Add varying amounts of white to blue-green to
create a cool, trans—parent visual experience that is as refreshing as a glass of pure glistening water. This
cool pastel is refreshing, pure, and clean. The ancient Chinese practice of Feng Shui teaches that the
flowing energy of water descends as it seeks the lowest level in nature and so occupies the position of
ultimate rest. This watery pastel soothes as it refreshes bringing a harmonious and sym—metrical
influence to any environment. Blended with large amounts of white this tint will appear tranducent and
virtually clear. Balance with its complement, red-orange.

CHARMING ( )

Blue and white, a classic combination used to produce virtua legions of decorative plates,
saucers, cups, and decorative tiles throughout the centuries and around the world. Quaint, picturesque and
utterly charming blue mixed with large doses of white creates a feminine tint that is delectably sweet.
Pale tints of blue are a good choice for bath or spa accessories. Natural partners for powdery pale blues
are plummy purples, pale pinks, and plenty of white. Dilute this dreamy colour that's cool and alluring to
a sheer, watery translucence, then combine with silver greys and stainless steel for an icy modern look.
Perfect for fashion accessories, interiors and contemporary crafts, light blue is a delicate soft hue that's
airy, expansive, and uplifting.

4. Hcnonwvdya evibpannvie Bamu npeonoxcenus, cocmagbme anHomayuio K mexkcmy (ynp.3),
HOOUEPKUBAS €20 UHPOPMAMUGHYIO UEHHOCHb.

5. Ilepesedume npeonodicenusn. Ykayxcume, Kakou HOOUUHUMENbHBII COI03 UCNONLIYEMCA 6 INMOM
npeonoxycenuu:

| livein astreet that is not far from the City Administration Center.

My friend is very busy for he works as ajudge and has alot of work to do.

Since criminality still existsit is necessary to reveal its causes.

As she thought that it was her cousin at the window, Rose decided to openiit.

Since he knew who the man was, Robert was very pleased to have a chance of talking to him.

He worked as a bailiff before he got married.

A will isalegal instrument by which a person over the age of 18 and of sound mind disposes of property
upon his or her death.

The summers here are wet, while the winters are very dry.

She lost her job because she was often behind time.

IpakTnyeckoe 3ansitne Ne 13.
Ipaxmuxa peuu: Academic art / AkageMuueckoe HCKyccTBO (poaonkeHue )
I'pavmamuxa: IMmeHa cyliecTBUTEbHbIE, yOTPeO/IsSIIOIIMECS TOJIbKO B eIUHCTBEHHOM HJIHM TOJIbKO
BO MHOKeCTBEHHOM YHCJIe
Heanb: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yabTaTe 0cBOeHHE TeMbI CTYACHT 10JIKEH
3HATh: HOPMBI YIOTPEOJICHHST JIEKCUKH aHTIUICKOTO S3bIKa B PO eCCHOHANBHON cdepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpPy JJIsl MOTOJHEHHS TPOo(ecCHOHABHBIX 3HAHUN;
OCYHIECTBIATh MPOGECCHOHAIEHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMaxX Ha aHTIIUHACKOM
A3BIKE.
AKTYaJIbHOCTBH Te€MbI: 00yCIIOBJICHA HEOOXOANMOCTRIO OBlIafeHueM Y K-4.
TeopeTuyeckasi YacTh:

Thetrend in art was al so towards greater idealism, which is contrary to realism, in that the figures

depicted were made simpler and more abstract - idealized - in order to be able to represent the ideals they



stood in for. This would involve both generalizing forms seen in nature, and subordinating them to the
unity and theme of the artwork.

Because history and mythology were considered as plays or diaectics of ideas, a fertile ground
for important allegory, using themes from these subjects was considered the most serious form of
painting. A hierarchy of genres, originaly created in the 17th century, was valued, where history painting
- classical, religious, mythological, literary, and alegorical subjects - was placed at the top, next genre
painting, then portraiture, still-life, and landscape. History painting was also known as the "grande genre”.
Paintings of Hans Makart are often larger than life historical dramas, and he combined this with a
historicism in decoration to dominate the style of 19th century Vienna culture. Paul Delaroche is a
typifying example of French history painting.

All of these trends were influenced by the theories of the philosopher Hegel, who held that history
was diaectic of competing ideas, which eventually resolved in synthesis.

Towards the end of the 19th century, academic art had saturated European society. Exhibitions
were held often, and the most popular exhibition was the Paris Salon and beginning in 1903, the Salon
d'Automne. These salons were sensationa events that attracted crowds of visitors, both native and
foreign. As much a socid affair as an artistic one, 50,000 people might visit on a single Sunday, and as
many as 500,000 could see the exhibition during its two-month run. Thousands of pictures were
displayed, hung from just below eye level al the way up to the ceiling in a manner now known as "Salon
style." A successful showing at the salon was a seal of approval for an artist, making his work saleable to
the growing ranks of private collectors. Bouguereau, Alexandre Cabanel and Jean-Léon Gérome were
leading figures of this art world.

During the reign of academic art, the paintings of the Rococo era, previously held in low favor,
were revived to popularity, and themes often used in Rococo art such as Eros and Psyche were popular
again. The academic art world aso idolized Raphael, for the ideality of his work, in fact preferring him
over Michelangelo.

Academic art not only held influence in Europe and the United States, but also extended its
influence to non-Western countries. This was especialy true for Latin American nations, which, because
their revolutions were modeled on the French Revolution, sought to emulate French culture. An example
of aLatin American academic artist is Angel Zarraga of Mexico.

Y oung artists spent years in rigorous training. In France, only students who passed an exam and
carried a letter of reference from a noted professor of art were accepted at the academy's school, the Ecole
des Beaux-Arts. Drawings and paintings of the nude, called "académies", were the basic building blocks
of academic art and the procedure for learning to make them was clearly defined. First, students copied
prints after classical sculptures, becoming familiar with the principles of contour, light, and shade. The
copy was helieved crucial to the academic education; from copying works of past artists one would
assimilate their methods of art making. To advance to the next step, and every successive one, students
presented drawings for evaluation.

If approved, they would then draw from plaster casts of famous classical sculptures. Only after
acquiring these skills were artists permitted entrance to classes in which a live model posed. Interestingly,
painting was not actually taught at the Ecole des Beaux-Arts until after 1863. To learn to paint with a
brush, the student first had to demonstrate proficiency in drawing, which was considered the foundation
of academic painting. Only then could the pupil join the studio of an academician and learn how to paint.
Throughout the entire process, competitions with a predetermined subject and a specific allotted period of
time measured each students' progress.

HNMena cymecTBUTebHBIC, YIOTPeO IS IOMIHECH TOJLKO
B €IHHCTBEHHOM HJIM TOJILKO BO MHOKECTBEHHOM YHCJIE
1. B aHTIMIACKOM S3bIKE €CTh PSIJT CYIIECTBUTENBHBIX, KOTOPBIE YIOTPEOIAIOTCI TONXBKO B €

JUHCTBEHHOM 4Hce: advice cosem, cosemul, information ungopmayus, ceedenus; knowliedge
3HaHUe, 3HaHus, Progress ycmex, ycnexu, mMoney odemveu; hair eonocwei; fruit gpyxmer m np. D
CYIIIECTBUTEIBHBIE HE YIMOTPEONSIOTCS C HEONPENENCHHBIM apTHKIIEM, MOTYT OINPEIEIIATHCS
MeCTOMMEHUIMUA MUch mroczo, little mano, this B 3Hauenun smom v smu U 3aMEHAIOTCA MECTOUMEHUEM
it. Tmaron-ckazyeMoe mocjie 3THX CYHIECTBUTEILHBIX BCETa CTOUT B €AMHCTBEHHOM umcie. K aToi xe
IPyIIIe OTHOCHUTCS CYIECTBUTEILHOE NEWS HOBOCb, HOBOCUL:
Did she give you much good advice? Did you follow it? Ona mama BaM MHOTO XOpOIIMX COBETOB? BrI
BOCITOJIb30BATUCH UMH?
Thisinformation is very important. tu cBeeHUs OUYeHb BaXKHEI.



Have you heard the news? Bs! ciibiimaiu 5T HOBOCTH?
It’s very interesting. Onu o4eHs HHTEPECHEI.

HasBanwus Hayk ¢ okoHUaHMEeM — iCS. mathematics mamemamuxa, physiCs ¢uzuxa v ap. UMEIOT
(bOpMy MHOXCCTBCHHOI'O 4HCJia, HO yHOTpe6J'I$IIOTCH C I'J1arojJioM-CKa3syeMbIM B €AMHCTBCHHOM YHUCJIC.
Mathematics is my favourite subject. Mamemamuxa — Mol TIOOMMBIIA TIPEIMET.

TIpumeuanus:

1) Ecau cnoBo knowledge mmeer mpu ceOe ommcarelibHOE ONpEACiICHHe, TO OHO YHOTpeOiseTcs C
HeompeIeIeHHBIM apTHKIIEM, HaprMep: an excellent knowledge of the subject.

2) Cnoso hair ¢ meonpenenenusiM apTukiIeM (a hair) uMeer 3HadeHne (00un) 6010coK (MH. YHCIO —
hairs).

3) Cnogo fruit Bo MmHOecTBeHHOM uncie (fruits) umeet 3HauCHUE pa3IHYHbIC 8U0bI PPYKTOB.

CpaBHure:

Do you eat much fruit? Bet emute MHOTO (hpyrmog?

A fruit salad is made of various fruits. @pyKkToBbIii canat AeaaeTcs U3 pa3iutiblx PyKmos.

2. Hapsagy c CymecTBUTENBbHBIMH, YIOTPEOISIONIMMHCS TOJIHKO B EAMHCTBEHHOM 4YHCIE, B
AHTIIMHCKOM SI3BIKE CYHIECTBYIOT CYIICCTBUTECIIBHBIC, yHOTp66J'I5{}0H.II/IeC$I TOJBbKO B0 MHOKECTBCHHOM
yuciae. Crooga OTHOCATCS cyniecTBuTenbHbIe: ClOthes odescda; goods moeap, moseapvl M HEKOTOpBIC
Apyrue. Fnaron—cxaayeMoe C TaKMMH CYIIECTBUTCIIbHBIMH CTOUT BO MHOXKE€CTBEHHOM YK CJIC!

His clothes are aways clean. Ero omexa Bcerma yucrasi.
The goods have arrived at the port. ToBap npuObLT B TIOPT.

CymectButenbHbie Clothes u goods Hukoraa He yrnoTpeOsIFOTCs ¢ YUCTUTSTbHBIME.

K 2T0i1 ke rpymnme OTHOCSTCS CyIIECTBUTENbHBIC, 0003HAYAIONINE TTAPHBIE MPEAMETHI: trouSers
6proxu,; SCiSSOr's nooicHuybl; Spectacles (= glasses) ouku u mpyrue.

Where are my grandfather’s spectacles? I'ne nenyikuabl oukn?

DTH CYIIECTBUTEIbHBIC YaCTO YIOTPEOISIOTCSA B CJIOBOCOYETaHUAX THIa: a pair of trousers, a
pair of spectacles, etc.

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:

The most famous art competition for students was the Prix de Rome. The winner of the Prix de
Rome was awarded a fellowship to study at the Académie frangaise's school at the Villa Medici in Rome
for up to five years. To compete, an artist had to be of French nationality, male, under 30 years of age,
and single. He had to have met the entrance requirements of the Ecole and have the support of a well-
known art teacher. The competition was gruelling, involving several stages before the final one, in which
20 competitors were sequestered in studios for 72 days to paint their fina history paintings. The winner
was essentially assured a successful professional career.

As noted, a successful showing at the Salon was a seal of approval for an artist. The ultimate
achievement for the professional artist was election to membership in the Académie francaise and the
right to be known as an academician. Artists petitioned the hanging committee for optimal placement "on
theling" or a eye level. After the exhibition opened, artists complained if their works were "skyed," or
hung too high.

2. IToozomoevme cooﬁmenue HAa AH2UTICKOM A3bIKE O meMe.

“Painting Styles”: modernism, naive art, neo-classicism.

3. Ilonwv3yace noayuennou u3 mekcma uHpopmauueil, noobepume 011 Kaxcoozo HA36AHUA
coomeemcmeyrowuii yeem: red+bluetyellow, blue, green, red, orange, violet, yellow, off-white, blue-
violet, red-orange, blue-green, yellow-orange, red-violet, yellow-green:

OLD-FASHIONED ( )

Violet and its variations bring a nostalgic sweetness to any environment. Add a touch of warmth
to a baby's room with a comforting pastel shade of violet. Mix with a bit of leaf green for a
complementary colour combination that will remind you of old-fashioned hydrangeas in your
grand—mother's garden. Many heirloom flower varieties feature blooms of the palest blue-violet. Tints of
this hue are particularly appealing — mix your own vintage tints by adding various amounts of white to
this hue. When bright—ened this pastel becomes a high energy colour that's also uncommonly charming.

ETHEREAL ( )

When vast amounts of white are mixed with a faint touch of violet, the results are hues that are
warm yet cool, eusive, tranducent, and difficult to define. White blended with violet creates a celestial
tint that is the colour of afreshly scooped pale Italian ice. The illumination of natural light at dusk often
reflects a soft violet glow that shimmers briefly and then quickly deepens into the darkness of night. The




patina of a polished pale mauve hints at another world. These muted, mysteriously meta—physical colours
work well when paired with warm greys, icy silvers, and deep plums.

VIVACIOUS (

Think pink. Shocking pink pushes the limits of the traditional spectrum of pastels. Saucy and
sexy, pink is the ultimate flirty feminine shade. A colour that was historically considered novel, it was
popularized in the 1930s and emerged full strength in the optimistic 1950s. The brightest of the pastels,
this magenta hue is a favourite fashion colour. Italian designer Emilio Pucci used this magenta/fuchsia
hue in combination with other psychedeics such as flame orange and lime green to give designs
movement and energy. Tempting, bold and brassy, it's a colour that can be counted on to animate and
enliven. This high energy colour is particularly heightened when mixed with variations of its two cool
tertiary hues, blue-green, and yellow-green.

4. Hcnonwvdya evibpannvie Bamu npeonosxcenusn, cocmagbme anHomayuio K mexkcmy (ynp.3),
noduepkueaﬂ eco und)opmamuenylo UECHHOCM b,

5. Ilepeseoume:

A) 1. The teacher has given you a lot of good advice. It will be your own fault if you don’t follow it. 2.
What isthe news? You look so gloomy. Isit bad? 3. Mathematics was my favourite subject at schoal. 4.
Where is the money you borrowed? — It has been spent on books.

B) 1. At first I couldn’t recognize my friend in those worn-out clothes and the make-up. 2. These goods
are faulty. They cannot be accepted.

B) 1. Ero coserbl Bechbma mose3nsr (USeful). im crout ciemoBath. 2. IToyeMy TBOS ofexaa Takas
rpsizHas? 3. KTo BUHOBAT B TOM, 4TO 3TH CBeACHUs He ObUTH MOCIaHbl BOBpeMsi? 4. XOTS HOBOCTH ObLIH
BeChMa TeYaTbHBIMH, OH B35UI Ce0sI B PYKH U TIPOIOIDKAN paboTath. 5. Y Balllero cblHa OTIMYHBIE YCIIEXH.
Ho s eme He ckjoHeH XBanmuTh ero. 6. — [e neHpru? — S MONOXKWI HX B TBOW MOpPTQeEns.
7. IlpucnanHble BAMU JaHHBIE OKA3aJIUCh BIOJHE AOCTOBEpHBIMU. OHM OYeHb IIOMOTIIN HaM B padoTe. 8.
Sl c HereprieHHEM KTy BalllUX HOBOCTEH (Xouy ycnbimaTh ux). OHM BCeTJa O4eHb WHTEpecHBL. 9. DToT
TOBap MPEACTABIICT s HaC 00JbIION nHTepec. OH HEOOXOANM JUTA HAIIeH IPOMBIIIIEHHOCTH.

IMpakTuyeckoe 3ausitue Ne 14.
IIpakmuxa peuu: Academic art / AkageMudeckoe HCKyccTBO (rpogonkenue 1)
I'pammamuxa: Beccor3Hble yCJI0BHbIE MPEAJI0KEeHUS
Heanb: ®opMupoBaHNEe KOMMYHUKATUBHBIX KOMIIETEHIIUHM, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMBI YIOTPEOJICHHUS JISKCUKH aHTIIMHCKOTO S3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPEBOJUTE CICHHUAIBHYIO JIMTEPATYPY AJIA IOIMMOJTHCHUA HpO(I)eCCI/IOHaJ'II)HI)IX 3HaHI/II>'I;
OCYHIECTBISATh MPOGECCHOHAIBHYI0 KOMMYHUKAIIAIO B YCTHOM M MUCHhMEHHOH (hopMax Ha aHTIHICKOM
SA3BIKC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajicHueM Y K-4.

TeopeTnueckasi 4acThb:

Academic art was firgt criticised for its use of idealism, by Realist artists such as Gustave
Courbet, as being based on clichés and representing fantasies and tales of ancient myth while real social
concerns were being ignored. Another criticism of Realists was the "false surface” of paintings — the
objects depicted looked smooth, dick, and idealized — showing no real texture. The Realist Theodule
Augustin Ribot worked against this by experimenting with rough, unfinished texturesin his paintings.

Impressionists, who were associated with loose brushstrokes, likewise criticized the smooth finish
of academic art. Actually, such loose brushstrokes were also part of the academic process. When artists
started planning a painting, they would first make drawings and then oil sketches of their subject. These
oil sketches, known as "esquisses', were painted freely and looked similar to the canvases of the
Impressionists, many of whom were trained in the academic tradition. Only after the oil sketch did the
artist produce the fina painting with the trademark academic "fini". Academic artists tried to hide the
brush stroke, as to bring attention to the subject of the art, instead of the means of creating it. The
Impressionists generally did not create a smooth finish, preferring instead loose brushstrokes that
captured the play of light and attested to the artists' presence. Impressionists and other artists championed
the idea of plein air painting, where the painter would work from life outside, rather than doing dry
academic exercises confined to a studio.

Realists and Impressionists also defied the placement of still-life and landscape at the bottom of
the hierarchy of genres. It isimportant to note that most Realists and Impressionists and others among the



early avant-garde who rebelled against academism were originally students in academic ateliers. Claude
Monet, Gustave Courbet, Edouard Manet, and even Henri Matisse were students under academic artists.

As modern art and its avant-garde gained more power, academic art was further denigrated, and
seen as sentimental, clichéd, conservative, non-innovative, bourgeois, and "styleless'. The French
referred derisively to the style of academic art as "art pompier" (pompier means fireman) aluding to the
paintings of Jacques-Louis David (who was held in esteem by the academy) which often depicted soldiers
wearing fireman-like helmets. The paintings were called "grande machines' which were said to have
manufactured false emotion through contrivances and tricks.

beccoro3Hbie yCI0BHbIE NPEIJI0KEHUS
Coto3 if MOXeT OBbITh OMYILECH B YCIOBHBIX MPEAJIOKEHUAX BCEX TPEX THIIOB, TAKOC U3MECHCHHUE
MOPSIIKA CIIOB HA3bIBACTCS MHBEPCHSI U MPHUMEHSETCS Ui YCHICHHS 3MOIMOHAIBHOTO BO3JEHCTBUS
cooOmIeHus.

Corw3 if moxker ObITh 3amMeHeH Ha rTiaron Should, KOTOpbI TeM CaMbIM CTaBUTCS Mepe]
MOIJISKAIINM, HO HE 00pa3yeT BOIpoca, a JINIIh YCUINBAET Bo3IeHCTBYOMUH 3(hPeKT coodmeHus:
Should he come (=If he comes), ask him to wait. - Eciu oH BCE-Taku TpHIET, MOMPOCHTE €ro
HO0XKAATh.

Should need arise (=If need arises), well communicate with you again. - Eciu BO3HHMKHET
HEOOXOIUMOCTb, MBI CHOBA CBSDKEMCSI C BAMH.

Coro3 if MokeT OBITH OMyIIEH, KOTJa B MPUIaTOYHOM IMPeTOKEHHH UMeroTces rmaronsl had, were,
could. B Takux ciy4asix 3TH TJIaroJibl CTABITCS TIePeT MO IICIKAIINM:

Could he come to-night, we should be very glad. = If he could come to-night, we should be very glad. -
Ecyu Ob1 OH MOT IPUATH CETOTHS BEYSPOM, MbI ObLIIH OBbI OUCHB PaJIbI.

ITpu npomycke coro3a if rmaron had craBurcs nepes momiexaniium. Hampumep:
Had | seen him yesterday, | would have asked him about it. = If | had seen him yesterday, | would have
asked him about it. - Eciu Ob1 51 BUIET €ro BYepa, st CIPOCHJI ObI €ro 006 3TOM.

Had he known it, he would not have gone there. = If he had known it, he would not have gone
there. - Eciin Obl OH 3TO 3HaJI, OH HE MOIIEIN ObI Ty/A.

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:

This denigration of academic art reached its peak through the writings of art critic Clement
Greenberg who stated that all academic art is "kitsch". References to academic art were gradually
removed from histories of art and textbooks by modernists, who justified doing this in the name of
culturd revolution. For most of the 20th century, academic art was completely obscured, only brought up
rarely, and when brought up, done so for the purpose of ridiculing it and the bourgeois society which
supported it, laying a groundwork for the importance of modernism.

Other artists, such as the Symbolist painters and some of the Surredlists, were kinder to the
tradition. As painters who sought to bring imaginary vistas to life, these artists were more willing to learn
from a strongly representational tradition. Once the tradition had come to be looked on as old-fashioned,
the allegorical nudes and theatrically posed figures struck some viewers as bizarre and dreamlike.

With the goals of Postmodernism in giving a fuller, more sociological and pluralistic account of
history, academic art has been brought back into history books and discussion, though many postmodern
art historians hold a bias against the "bourgeois' nature of the art. Still, the art is gaining a broader
appreciation by the public at large, and whereas academic paintings once would only fetch measly
hundreds of dollarsin auctions, they're now commanding millions.

2. IToozomoevme cooﬁmenue HAa AH2IUICKOM A3bIKE O meMe.
“Painting Styles”: op-art, orientalism, pop-art.
3. Packpoiite cko0kH, Ipeodpa3ys cJ10Ba B COOTBETCTBHU € COJAeP:KAHUEM TAKCTA:

Jan Tschichold (codify) the principles of modern typography in his 1928 book, New Typography.
He later (repudiate) the philosophy he (espouse) in this book as (be) fascistic, but it remained very
(influence). Tschichold, Bauhaus (typographer) such as Herbert Bayer and Laszlo Moholy-Nagy, and El
Lissitzky are the (father) of graphic design as we know it today. They (pioneer) production (technique)
and stylistic (device) used throughout the twentieth century. Today, athough the computer (ater)
production forever, the experimental approach to design they pioneered is (relevant) than ever.
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4. Ilonv3yace nonyueHnoii u3 mekcma ungopmauueii, noobepume O0asA Kaicoo20 HA3BAHUA
coomeemcmeyrowuii yeem:. red+bluetyellow, blue, green, red, orange, violet, yellow, off-white, blue-
violet, red-orange, blue-green, yellow-orange, red-violet, yellow-green:

IRIDESCENT (

Notice the lustre and prismatic effect of milky iridescence as it shimmers in a bubble. A fleeting
moment of reflecting hues and soft rainbow-like colours interplay with light when viewed at different
angles. Juxtapose the three primary colours, red, blue, and yellow in varying shades with white to create a
luminosity that broadens the colour experience. Holograms, hand blown glass, ocean shells, metallic
paints, jewels and metals often reveal the novelty of opalescence. The changeable quality of colour is
embraced by this prismatic combination. Wherever iridescent colours are used they invite a feeling of
rarity and wonder as they shine, sparkle, and glisten.

SUBTLE ( )

The colour of cream, raw silk, and white roses. From buff to cream to an infinite variety of milky
tones, these pastel tints subtly create a mood of casual elegance and understatement. And yes, the illusion
of effortless elegance requires great thought, so when designing neutral interiors, pay careful attention to
shape and texture as these elements will become the focus of the room. To convey elegance, creamy tones
are a perfect paper selection for a classic stationery suite. To add interest to creamy white combinations
mix well with bolder, darker materials like woven |eather, natural canvas, and polished maple.

5. Hcnonwvsya eviopannvie Bamu npeonoxncenus, cocmaevme annomayuio K mexcmy (ynp.4),
HOOUEPKUBAS €20 UHPOPMAMUGHYIO UEHHOCHb.

6. Ilepesedume npeonodricenus, 00pawmian 6HUMAHUE HA UHBEPCUIO:

Were the offender under 4, he would be tried by ajuvenile court.

Had these facts been fully appreciated by the judge, the trial would have taken a different course.

Were she a good notary, she wouldn’t make such mistakes.

Had the investigator made the cross-examination with greater thoroughness, he would have been more
successful.

Had they taken measuresin time, many people would have been saved.

Were the objection valid, the judge would sustain it.

Had the police officer committed an act provided for in the criminal legidation, he would have been
charged with criminal responsibility.

Had it been their first offence, the sentence would have been suspended.

IIpakTnyeckoe 3ansitue Ne 15,
Ipaxmuxa peuu: Graphic design / T'paduyeckuii 1u3aiin
T'pavmamuxa: I'narojibHble CBOMCTBA repyHAUs
He.JIL: (DOpMI/IPOBaHI/Ie KOMMYHHUKATHBHBIX KOMHCTQHL{I/Iﬁ, OBJIAJICHUC JIEKCUKOU U FpaMMaTHKOﬁ
B pesyabTaTte 0cBOeHHE TeMBbI CTYAEHT J0JIKECH
3HATh: HOPMBI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIBHOM chepe
YMETh: YuTaTh U NMEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY IJIA ITONOJIHCHUA HpO(l)e(JCI/IOHaJ'ILHLIX 3HaHHﬁ;
OCYIIECCTBIIATh MPOGECCHOHAIIBHYI0 KOMMYHHUKAIIMIO B YCTHOW M MHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlageHneM YK-4.

Teoperuyeckasi 4acTh!

Graphic design is the applied art of arranging image and text to communicate a message. It may
be applied in any media, such as print, digital media, motion pictures, animation, product decoration,
packaging, and signs. Graphic design as a practice can be traced back to the origin of the written word,
but only in the late 19th century did it become identified as a separate entity.

The fundamental principles of design are aignment, balance, contrast, emphasis, movement,
pattern, proportion, proximity, repetition, rhythm, unity, and white space.

The compelling — if somewhat obscure — paintings in the caves of Lascaux around 4,000 BC
and the birth of written language in the third or fourth millennium BC, are both significant milestonesin
the history of graphic design and other fields which hold roots to graphic design.

The Book of Kells is a very beautiful and very early example of graphic design in a form that
would be acceptable even today. The Book is a lavishly illustrated hand-written copy of the Christian
Bible created by Irish monks in the ninth century AD.

Johann Gutenberg's introduction of movable type in Europe made books widely available. The
earliest books produced by Gutenberg's press and others of the era (the Incunabula) became the



benchmark by which the design of future books, even as late as the Oth century, would be judged.
Graphic design of this era is caled either Old Style (especialy the typefaces which these early
typographers used), or Humanist, after the predominant philosophical school of the time.

Graphic design after Gutenberg saw a gradual evolution rather than any significant change, until
thelate 9th century when, especially in Britain, an effort was made to create afirm division between the
fine and the applied arts.

Piet Mondrian, born in 1872, is often called the father of graphic design. Although he was a fine
artist (not a graphic designer) his use of gridsinspired the basic structure of the modern advertising layout
known also as the grid system, used commonly today by graphic designers.

From 1891 to 1896 William Morris Kelmscott Press published some of the most significant of
the graphic design products of the Arts and Crafts movement, and made a very lucrative business of
creating books of great stylistic refinement and selling them to the wealthy for a premium. Morris proved
that a market existed for works of graphic design and helped pioneer the separation of design from
production and from fine art. The work of the Kelmscott Pressis characterized by its decadence and by its
obsession with historical styles. This historicism was, however, historically important as it amounted to
the first significant reaction to the stale state of nineteenth-century graphic design. Morris work, along
with the rest of the Private Press movement, directly influenced Art Nouveau and isindirectly responsible
for developmentsin early twentieth century graphic design in general.

Modern Design of the early 20th century, much like the fine art of the same period, was a reaction
against the decadence of typography and design of the late 19th century. The halmark of early modern
typography is the sans-serif typeface. Early Modern (not to be confused with the other modern era of the
8thand 9th centuries) typographers such as Edward Johnston and Eric Gill after him were inspired by
vernacular and industrial typography of the latter nineteenth century. The signage in the London
Underground isaclassic of this eraand used afont designed by Edward Johnston in 1916.

The following years saw graphic design in the modern style gain widespread acceptance and
application, while it simultaneoudy stagnated. Notable names in mid-century modern design are Adrian
Frutiger, designer of the typefaces Univers and Frutiger; and Josef Miiller-Brockmann, who designed
postersin a severe yet accessible manner typical of the 1950s and 1960s.

The reaction to the increasing severity of graphic design was slow but inexorable. The origins of
post-modern typography can be traced back as far as the humanist movement of the 1950s. Notable
among this group is Hermann Zapf who designed two typefaces that remain ubiquitous — Palatino (1948)
and Optima (1952). By blurring the line between serif and sans-serif typefaces and re-introducing organic
lines into typography these designs did more to ratify modernism than they did to rebel.

An important point was reached in graphic design with the publishing of the First things first
964 Manifesto which was acall to amore radical form of graphic design and criticised the ideas of value-
free design. This was massively influential on a generation of new graphic designers and contributed to
the founding of publications such as Emigre magazine.

Another notable designer of the latter 20th century is Milton Glaser who designed the
unmistakable | Love NY ad campaign (1973), and a famous Bob Dylan poster (1968). Glaser took
stylistic hints from popular culture from the 1960s and 70s.

I'marosibHbIE CBOMCTBA repyHIMsA
a) I'epynnuii nMmeer aBe TpaMMaTHUECKHE KAaTErOPHM TIJlarojia: 3aJor (JAeHCTBUTENBHBIA U
CTpaJaTeNbHBINA) 1 OTHOCUTEJILHOE BpeMsl.
@PopMBbI TepyHIMS HENIEPEXOJHOTO TJIaronia:

Voice tense Active

non-perfect going

perfect having gone

DopMBI TepyHIHs EPEXOAHOTO II1aroJia;
Voice tense Active Passive
non-perfect writing being written
perfect having written having been written
CpaBHHTE:

I am looking forward to sending my children to the country for the holidays.  SI ¢ Herepriernem
OXugaro (TOFO BpeMeHI/I), Korga OTIpaBJItO CBOUX ):[eTeﬁ Ha KaHUKYIJIBI 3a TOPOA.

(I'epynouir oeticmeumensrozo 3a102a)
I am looking forward to being sent on abusinesstripto Leningrad.- I ¢ HeTeprieHneM OXHIar0,




KOT'/Ia MEHS MONLTIOT B KOMaHIUPOBKY B JICHMHTpa.
(I'epynouii cmpadamenvrozo 3a102a)
CpaBHHTE:

| am surprised at his missing lessons so often. MeHs yAMBISIET TO, YTO OH TaK YacTO MPOIYCKaeT
YPOKH.
(HemepdextHsie ¢hopMbl TepyHIUS 0003HAYAIOT OTHOBPEMEHHOCTb.)
| am surprised at your having missed so many lessons. £ ynuBieH, 4To BbI IPOITYCTHIH TaK MHOTO
YPOKOB.
(ITepthextrbie hopmbl repyHANsS 0003HAYAIOT MPEAM ECTBOBAHHU € H yIOTPEOIIIOTCA JOBOJIBHO
penKo.)

6) FprHI{I/If/i NEepexXOoAHOT0 TIjIaroja ynOTpe6J'I$[CTC$l C NPAMBbIM JI0MOJHEHUEM B OTIHYHUE OT
CYIICCTBUTCIILHOI'O, ITIOCJIC KOTOPOT'O CICAYET HpeI[J'IO)KHBIﬁ O60p0T C Ipec1JiIoromM of.

CpaBHHuTe:

| am fond of translating articles of this kind. A mo6m10 mepeBoANTh TaKUE CTaThU.
(TTocne repynaus translating ymotpe6isiercst mpsimoe goroiHeHue articles.)

The trandation of the article is rather difficult. [TepeBo 3TOM CTaThU JOBOJBHO TPYIAHBIN.

(TTocne cymectBuTensHOTO trandation ynorpebisiercs onpenenenue of the article.)

B) [epyHmuii MOXeT ompenensThcs HapedyueM, B OTIMYUE OT CYIIECTBHTEILHOTO, KOTOPOE
oTIpeieNIIeTCS MPUIAraTeJIbHBIM:
| was frightened by his opening the door so unexpectedly. 51 wcmyracs, KOrjia OH TaK HEOXKHIaHHO
OTKPBLI JBEPH.

(Tepynnuii opening umeet 1pu cede 00CTOSATENLCTBO 00pa3a JCUCTBHUS, BRIPAKCHHOE HApEUHEeM
unexpectedly, kak ObI OIPEICIACTCS STUM HAPEUHEM. )
| was frightened by his unexpected appearance. 51 ObUT KCITYTaH €ro HEOKUIAHHBIM TTO-SIBJICHHEM.
(CymectBuTeNbHOE @ppearance onpeaesnseTcs mpuiiarateabHbIME Unexpected.)

r) SBngsce rmaroapHOW (OpMOM, TepyHaUil oOo3HauaeT aedcTBHe. [leiicTBre, BhIpaxkaemoe
TepYHIUEM, MOXKET OTHOCHTHCS JHOO K WOMIEKAIIeMy NpeUIOKeHUs, MO0 K JApyroMmy JIHILY,
O603Ha‘ICHHOMy MMPUTSKATCIbHBIM MECTOUMMCHUCEM WJIMW CYIICCTBUTCIbHBIM B MNPUTKATCIBHOM HIIN
o011eM najieske, KOTOphIe CTOST Mepe] TepyHIANEM.

CpasHure:
I don’t mind going there. 51 He BO3pakaro MPOTHB TOTO, YTOOBI MOUTH TYyIA.
(meiicTBHE, BRIPAXKEHHOE TePYH/IMEM, OTHOCHTCS K MOJISKAIIEMY)
I don’t mind your going there. Sl He Bo3parkaro, eCiiv BhI ITOUIETE TY/IA.
(nmeiicTBHE, BRIPAXKEHHOE TePYHANEM, OTHOCUTCS K JIUILY, 0003HAaUCHHOMY MECTOMMEHHEM Your )
I don’t mind Peter(’s) going there. 51 He Bo3pakaro, eciu [letp moiizer Tyna.

Everything depends on the documents being sent immediately. Bce 3aBucutr or Toro, Oymyt
JOKYMEHTHI OTIIPABJICHBl HEMEICHHO.
(meiicTBHE, BRIpOKCHHOE FePYHIMEM, OTHOCHUTCS K CylIeCcTBUTEIbHBIM Peter u documents)

Bomnpocsl u 3a1anus:
1. Haiioume 6 anzno-pycckom ciosape 3K6UBAIEHMbL CJ1ICOYIOUUX C108 U 6bIPAMNCEHUIL U 8blyUUme UX.
typeface, applied art, compelling, culmination, lavishly, Irish monk, restrictive, benchmark, grid,
advertising, lucrative, refinement, decadence, obsession, hallmark, the sans-serif typeface, to be confused,
vernacular, poster, ubiquitous, ratify, rebel, ad, intentionally illegible.
2. IToozomoevme cooﬁmenue HAa QH2TTUTICKOM A3bIKe RO meme.
“Painting Styles”: postmodernism, realism, romanticism.
3. Ilepegeoume.

Advances in the early 20th century were largely inspired by technological advances in printing
and also in photography. In the last decade of the same century, technology played a similar role, but this
time it was the computer, and at first it was largely a step backwards. Zuzana Licko worked very early
using computers for layout, in the days when computer memory was measured in kilobytes and typefaces
were created using dots rather than lines. Together with her husband Rudy VanderL ans they founded the
pioneering Emigre magazine and the Emigre type foundry. They played with the extraordinary limitations
of computers as something which, initself, could provide creative freedom. Emigre magazine became the
bible for digital design as the technology rapidly advanced to the point where the advantages outweighed
the disadvantages.
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David Carson is, in a sense, the culmination of the movement against the restrictiveness of
modern design — some of his designs for Raygun magazine are intentionally illegible, featuring
typography designed to be visual rather than literary experiences. He began his career working with
paste-ups in the traditional manner, but moved to computers quickly when he saw what they had become
capable of.

Although they were very limiting at first, as computing power increased and software such as
Adobe Photoshop emerged, it was evident exactly what kind of creative freedom and power that
computers could provide. Image manipulation and 3D image creation using a computer demonstrated
possibilities that had previousy been unachievable. Another enormous development that computers
provided to designers was the ability for them to set their own type, instantly seeing how it affected their
design or layout, which allowed for new and more radical use of typography. Computers are now
considered to be an indispensible tool used in the graphic design industry.

4, Hpocnymaﬁme mMeKcm u n0020MoBbMech K €20 YCMHOMY U3JIOHCERUIO:

For many homeowners, the idea of calling on an interior designer to help redo aliving spaceis a
scary proposition and one that may even be considered a needless expense. But professional designers
hold the key to making a room redo successful over the long-term. When asked why homeowners should
hire a designer, one area professional has a quick and emphatic response: “To help put a whole plan
together so you don’t make mistakes that are costly,” she states. And it’s all too easy to make decorating
errors. She cites mistakes including everything from hanging pictures too high above furniture to
choosing the wrong style for a home. One of the most common mistakes made by amateurs is what our
designer terms the “too much” syndrome. Too many accessories, too much of the same fabric, too much
furniture all work against aroom achieving the look the amateur decorator is shooting for.

But before you hire a designer, our expert suggests making a few decisions on your own. Decide
on the look you want. If you’re unable to articulate that, gather pictures from magazines that are close to
what you like. Think about the colours you like. Measure your room. Tour furniture showrooms to get an
accurate idea of what things cost, then decide how much you want or can afford to spend. Be aware of
what your expectations of a designer are and be sure to make that clear once you hire one.

And just how do you go about hiring an interior designer? Start by checking out designers
advertising in this publication or by asking friends and family whose rooms you admire. If you like the
design of a public space such as a hotel or restaurant, don’t be afraid to ask who was responsible.
Designers who work with businesses often do residential interiors too.

You might also choose a designer attached to a home furnishings gallery or even a department
store if you like the products they stock. Our expert points out that while you may have more choice if
you go with an independent designer, the attached designer’s services are often free with your order.

5. Ilepeseoume:
1. I/ISBI/IHI/ITQ, 4ToO 4 CIIC pa3 OECIIOKOIO Bac.

4TO 51 CHOBA IIPEPHIBAIO BaC.

4ToO A 3aJar0 BaM CTOJIbKO BOIIPOCOB.

4TO A OCTaBJIO BAC OJIHY Ha MUHYTY.

2. briarogapro Bac, 4TO Bbl HATOMHWJIK MHE 00 3TOM.

YTO BBI IPHUCMOTPEITH 32 MOUM PEOESHKOM.

YTO Bbl HO,ZL60,Z[pI/IJ'II/I MCHHI.

YTO Bbl YTOBOPHWJIM MaJIbYWKa HE ACJIATh 3TOTO.

YTO BBI B3sUTM MOH Oarax u3 KaMephbl XPaHeHUSI.

3. Bbl He Bo3paxkaeTe, €CIu s 3aKpOr0 OKHO?

€CJIK BacC 3aaCpiKaT HEMHOTO?

€CJIM sI pacTaKyto IMOCHLUIKY?

€CJIH ero MOXBaJIAT?

€CJIM BacC nouujairoT B KOMaH,Z[I/II)OBKy?

€CJIM €Tr0 BO3BMYT K HaM Ha padboTy?

€CJIM OH OyZeT OTBeUaTh 3a ATy paboTy?

Paznen 2. Theart of architecture/ UckyceTBo apXuTeKTYpBI

IpakTHyeckoe 3ansiTue Ne 16.
Ipakmuxa peuu: Architecture/ Apxurektypa



ITpavmamuxa: OcoOGeHHOCTH YNOTpPeOJeHUsI IJIAarojoB ¢ HH(PUHHUTHBOM/TepyHaAHeM B (YHKIHH
JAOIMOJIHEHUSA
He.l'lb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHGTCHHHﬁ, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOfI
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JT0JIKCH
3HATh: HOPMBI YIIOTPEOIICHHUS IEKCUKH aHTIUICKOTO A3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPECBOAUTDH CIICHUAJIBHYIO JIUTEPATYPY MJIA IOIOJIHCHUA HpO(l)eCCI/IOHaJ'IBHBIX 3HaHI/II71;
OCYUICCTBIIATH HpO(i)eCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B yCTHOP’I U NHUCbMEHHOM (bopMax Ha aHTJIUHCKOM
SI3BIKEC.
AKTYyaJIbHOCTb TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTBIO OBNIaieHneM Y K-4.

Teopernueckasi 4acThb:

Architecture is the art and the technique of building, employed to fulfil the practical and
expressive requirements of civilized people. AlImost every settled society that possesses the techniques for
building produces architecture. It is necessary in all but the simplest cultures; without it, man is confined
to a primitive struggle with the elements;, with it, he has not only a defence against the natural
environment but also the benefits of a human environment, a prerequisite for and a symbol of the
development of civilized institutions.

The characteristics that distinguish awork of architecture from other man-made structures are:

1) the suitability of the work to use by human beings in general and the adaptability of it to
particular human activities;

2) the stability and permanence of the work's construction;

3) the communication of experience and ideas through its form.

All these conditions must be met in architecture. The second is a constant, while the first and the
third vary in relative importance according to the social function of buildings. If the function is chiefly
utilitarian, asin afactory, communication is of lessimportance. If the function is chiefly expressive, asin
a monumental tomb, utility is a minor concern. In some buildings such as churches and city halls, utility
and communication may be of equal importance.

Gothic architecture is a style of architecture, particularly associated with cathedrals and other
churches, which flourished in Europe during the high and late medieval period. Beginning in twelfth
century France, it was known as "the French Styl€" during the period, with the term Gothic first appearing
in the Reformation era as a stylistic insult. Its characteristic features include the pointed arch, the ribbed
vault and the flying buttress.

It was succeeded by Renaissance architecture beginning in Florence in the fifteenth century.

A series of Gothic revivals began in mid-eighteenth century England, spread through nineteenth
century Europe and continued, largely for ecclesiastical and university structures, into the twentieth
century.

The style originated at the abbey church of Saint-Denis in Saint-Denis, near Paris, where it
exemplified the vision of Abbot Suger. Suger wanted to create a physical representation of the Heavenly
Jerusalem, a building of a high degree of linearity that was suffused with light and color. The fagade was
actually designed by Suger, whereas the Gothic nave was added some hundred years later. He designed
the facade of Saint-Denis to be an echo of the Roman Arch of Constantine with its three-part division.
This division is aso frequently found in the Romanesque style. The eastern "rose" window, which is
credited to him as well, is a re-imagining of the Christian "circle-square" iconography. The first truly
Gothic construction was the choir of the church, consecrated in 1144. With its thin columns, stained-glass
windows, and a sense of verticality with an ethereal look, the choir of Saint-Denis established the
elements that would later be elaborated upon during the Gothic period. This style was adopted first in
northern France and then in England since it was ruled by an Angevin dynasty and spread throughout
France, the Low Countries, Germany, Spain and parts of northern of Italy.

OcobeHHOCTH YNIOTPeOJIeHHS IJ1aroJ10B ¢ HHPUHUTHBOM/TepyHAHeM B GYHKIMH JOMOJTHEHHSA

WH(UHUTHB | TepYHAUI
be busy
OBITH 3aHATHIM, HE UMETHh BPEMEHH 3aHUMAThCS, XJIONOTaTh, TPATUTH
(Ha TO, YTOOBI YTO-TO CAETATH): CBOE BpeMs Ha YTO-TO:

I’ll be too busy to come to the meeting. — 4 6yoy | Savik is busy practising for the school concert. —
CAUMKOM 3AHAM, NOIMOMY He npudy Ha coopanue. | Crasux 3aam Nno0-20MOBKOU K  UIKOJAbHOMY
KOHYepmy.

for get




3a0bIBaTh (4TO-MMOO cnenatp): He forgot to
call me. - On 3a6vL1 nozéonums mne.
Take care, and don’t forget to call me. — byow
0CmopodicHee U He 3a0b16atl 360HUNb MHE.
| forgot to ask himfor his address.

— A 3a6b11 cnpocums adpec y Hezo.

3a0BIBaTh (0 YEM-TO, YTO IMPOU3OIILIO PaHEe):
He forgot calling me. — Ou 3a6wbin 0 mom, umo
NO360HUTL MHe.
I’ll never forget hearing this piece of music for the
first time. — 4 nuxoeoa ne 3a6y0y moeo momenma,
K020a YCIbIUAN 3Mo My3bIKATbHOE NPOU36e0eHUe 8
nepeulil pas.

reg

ret

U3BHHATHCS, UCTBITHIBATH COXKaJICHHE (0 YeM-
TO, uTO OymeT caenano): | regret to tell you the
truth. — Coorcaneiro, no evirysicoen coobuwums sam
npagoy.
We regret to inform you that your application has
not been successful. — Mur npunocum ceou uzeune-
HUsL, HO 8AUA 3a56KA OblIA OM-KIOHEHA.

COXaleTh O MpowmcimemieM padee: | regret
telling her about that. — JKane, umo s pacckasan e
06 amom. Everyone regretted hisbeing dis-
missed. - Bee arcanenu, umo e20 yeonuiu.

Do you regret doing it? — A et packausaemecw,
umo coenanu 3mo?

remember

HUMCTH B BUAOY, IIOMHUTD, ,Z[YMaTL (O
TOM, YTO HYKHO CJICJIaTh):
| remembered to answer the letter.
—ﬂnOMHu]l, Umo HYJCHO omeenmb Ha NUCbMO.
Did you remember to bring your homework? — Te:
NOMHUJ, YN0 HYIHCHO NpUHECmuU C60H0 dozwammozo
pabomy?

IIPpUIIOMHUHATh, BOCKPEIIATh B maMsITHu.
| remembered answering the letter. —
6CNOMHUJI, Ymo omeemuj Ha 9mo nucomo.
| remember hearing him come in. — A nommio, umo
Cbluidil, KaAK OH 60Uiéll.

stop

OCTaHaBIUBATHCS (YTO OBl BHIOIHHUTH YTO-TO):
He stopped to talk to us. — Oun ocmanosuics,
YUmMoobbL NO20BOPUMb C HAMU.
We stopped to take pictures. — Mur ocmanosunuce,
umoowl chomoepagpuposampcsi.

npeKpaaTh; npuocTaHaBiuBark: That phone
never stops ringing! — Omom menegon He
nepecmaém 360-Hums!
Please stop crying and tell me what’s wrong. -
Toocaniicma, nepecmanv niakamov u CKaxicu, 4mo

Let's stop to look at the map. — Jasaiime | npousowno.
OCMAHOBUMCS U NOCMOMPUM HA KAPMY. Has it stopped raining yet? — Joowcov youce
nepecman?
use
used to do (something): 6xiBaio, be used to doing (something) —
paHblIe (YTO-TO MPOMCXOMUIO, HO OOJbIIE HE UMeTh TOpHBBIYUKY, get used to doing
HPOUCXOJUT), TOCTOSIHHO B mpouuioM (uTo-to | (SOomething) - TpHBBIKHYTH K  4eMy-JH0o,
HPOUCXO/IMI0), B ObUIbIE BpeMEHa OOBIYHO (YTO- | MPHUCTPACTHUTHCS:

OO0 TIPOUCXOTUIIO):

| used to live in a block of flats. — Panvue s
JHCUT 8 MHOSOKBAPMUPHOM OOMe.

Did she use to have long hair? — 4 panvuwe y
Heé OblIU ONUHHbLE B0IOCHL!

| am used to getting up early. — ¥V mens
npusviuka ecmasams pawo. I didn’t think I could
ever get used to living in a big city. — He oyman,
4mo K020a-HUOYOb CMO2Y NPUBLIKHYMb K HCUSHU
8 KPYHHOM 20pooe.

Bonpocsl u 3axanus:

1. Ilepeseoume:

Gothic architecture has nothing to do with the historical Goths. It was a pegjorative term that came

to be used as early as the 1530s to describe culture that was considered rude and barbaric. Frangois
Rabelais imagines an inscription over the door of his Utopian Abbey of Théléme, "Here enter no
hypocrites, bigots..." dipping in a slighting reference to "Gotz" and "Ostrogotz." In English seventeenth
century usage, "Goth" was an equivalent of "vandal," a savage despoiler with a Germanic heritage and so
came to be applied to the architectural styles of northern Europe before the revival of classical types of
architecture. On 11 July 1720, the Académie d'Architecture met in Paris, and among the subjects they
discussed, the assembled company noted the new fashions of bowed and cusped arches on chimneypieces
being employed to finish the top of their openings. The Company disapproved of several of these new
manners, which are defective and which belong for the most part to the Gothic. There can be no doubt
that the term 'Gothic' as applied to pointed styles of ecclesiastical architecture was used at first



contemptuously, and in derision, by those who were ambitious to imitate and revive the Grecian orders of
architecture, after the revival of classicd literature. Authorities such as Christopher Wren lent their aid in
deprecating the old mediaeval style, which they termed Gothic, as synonymous with every thing that was
barbarous and rude.

In Gothic architecture, new technology stands behind the new building style. That new
technology was the ogival or pointed arch. Other features devel oped as the consegquence of the use of the
pointed arch.

The Gothic style emphasizes verticality and features almost skeletal stone structures with great
expanses of glass, ribbed vaults, clustered columns, sharply pointed spires, flying buttresses and inventive
sculptural detail such as gargoyles.

Internally there is a focus on large stained-glass windows that allow more light to enter than was
possible with the previous Romanesque style. To achieve this lightness, flying buttresses were used
between windows as a means of support to enable higher ceilings and dender columns. Many of these
features had already appeared, for example ribbed vaults appeared early in Durham Cathedral, whose
construction started in 1093.

As a defining characteristic of Gothic Architecture, the pointed arch was introduced for both
visual and structural reasons. Visudly, the verticality suggests an aspiration to Heaven. Structurally, its
use gives a greater flexibility to Architectural form. The Gothic vault, unlike the semi-circular vault of
Roman and Romanesque buildings, can be used to roof rectangular and irregularly shaped plans such as
trapezoids. The other advantage is that the pointed arch channels the weight onto the bearing piers or
columns at a steep angle.

In Gothic Architecture the pointed arch is used in every location where a vaulted shape is called
for, both structural and decorative. Gothic openings such as doorways, windows, arcades and galleries
have pointed arches. Gothic vaulting above spaces both large and small is usually supported by richly
molded ribs. Rows of arches upon delicate shafts form atypical wall decoration known as blind arcading.
Niches with pointed arches and containing statuary are a major external feature. The pointed arch leant
itself to elaborate intersecting shapes which devel oped within window spaces into complex Gothic tracery
forming the structural support of the large windows that are characteristic of the style.

Gothic cathedrals could be highly decorated with statues on the outside and painting on the
insde. Both usualy told Biblica stories, emphasizing visua typological allegories between Old
Testament prophecy and the New Testament.

Important Gothic churches could also be severely simple. At the Basilica of Mary Magdalene in
Saint-Maximin the local traditions of the sober, massive, Romanesque architecture were still strong. The
basilica, begun in the thirteenth century under the patronage of Charles of Anjou, was laid out on an
ambitious scale (it was never completed all the way to the western entrance front) to accommodate
pilgrims that came to venerate relics. Building in the Gothic style continued at the basilica.

The Gothic cathedra was supposed to be a microcosm representing the world, and each
architectural concept, mainly the loftiness and huge dimensions of the structure, were intended to pass a
theological message: the great glory of God versus the smallness and insignificance of the mortal being.
The building becomes a microcosm in two ways:

- the sculptural decoration and symbolism incorporates the essences of and sacred history as well
as reference to the eternal;

- the mathematical and geometrical nature of the construction is an image of the orderly universe,
in which an underlying rationality and logic can be perceived.

2. IToozomoevme coo6menue HAa QHZUIICKOM A3bIKE O meMe.

“Painting Styles”: socialist realism, surrealism.

3. Haitoume ¢ anano-pycckom cioeape IK6USACHMbL C/1COYIOMUX CTI06 U GbIPANCCHUIL U 8bIyYUME UX.
to redo, a scary proposition, a needless expense, homeowner, the wrong style, showroom, residential
interior, a home furnishings gallery, order, a complete all-at-once room redo, a step-by-step plan, kiln-
dried hard woods, natura fibers, a multi-step process, tabletop, veneer, spatia perception, stamping,
dragging, ragging.

4, Hpocnymaﬁme MeKCm u R0020MOBbMECh K €20 YCMHOMY U3JI0HCERHUIO:

Most designers start by interviewing the homeowner and visiting the home in question. They will
gather information about traffic flow, how the room is used, who uses the room, the look you want, and
colour preferences. “We often look at what the person’s wearing (to get an idea of colour preferences),”
our expert confides. She then forms a plan with the client that works within the limitations of his budget.
It might be a complete all-at-once room redo or a step-by-step plan to be carried out over several years.



Our designer emphasi zes the expertise she brings to a project. She knows quality when she sees it
and communicates that to her clients. She urges them to look at the construction of furniture. Upholstered
pieces should be made of kiln-dried hard woods. Cushion cores will last longer if made of natural fibres.
Tables should be finished with a multi-step process as repairs to a one-step process can be costly. Big
expanses of wood, such as cabinet doors and tabletops, should be several layers of veneer so they won’t
warp over time.

A designer can aso help you steer clear of fads that will soon grind to a halt. For instance, our
expert thinks specia paint effects are great—if the room’s design and use call for it. She helps her clients
pick colours, wall coverings, and wall textures appropriate to the look and feel the homeowner desires.

And what will you be left with when it’s all over? A room tailored to suit your mood, your desire,
your preferences, and your lifestyle. In other words, you and your designer will achieve alook that says,
“you.”

Today, homeowners are finding wall finishes an important feature in interior decorating. With the
variety of products and services readily available, any desired look can be achieved.

Colours are appearing throughout the home. Sometimes each wall within a single room is painted
a different colour to add excitement and unique spatial perceptions. New combinations of colours are
occurring too, as well as, new paints and painting techniques to give walls the look of marble, stone and
even leather. Rubber stamping, dragging and ragging, as well as other decorative techniques have
increased in popularity. Wallpapering and stencilling are decorative options, as are fabric wallcovering
and elaborate wall murals created to provide a unique atmosphere to any room. True textures can be
added to create interest and dimension to any wall. Plasters are used over existing walls to make patterns
or simply to add depth and character to an otherwise flat surface.

For those who don’t know where to begin, an interior designer can help with ideas and a painting
contractor can aid those who aren’t confident in their painting skills.

Professionals can help make boring walls into aroom filled with ambience.

5. 3anonnume nponycku € NpeOIONCEHUAX NPU NOMOULU 2714207108 8 CKOOKAX, YNOMpeonas ux @
dopme zepynousn unu ungpunumusa. Ilepeeeoume npeonorcenusn:.

Keep (talk) I’'m listening to you.

Remember (call) me when you arrive!

Linda offered (look after) my dog while | was out of town.

Y ou should not postpone (pay) your bills.

Mark mentioned (go) to the market later today. I wonder if he’s still planning (go).
| used (go) there every Saturday.

The doctor ordered Mr. Bychkov (not, smoke).

Don’t tell me his secret. I prefer (not, know).

Could you please stop (make noise)? | am trying (concentrate) on my work.

IIpakTuyeckoe 3ausiTue Ne 17.
IIpakmuxa peuu: Thework of an architect / Pabora apxutexkropa
I'pammamuxa: llpuyactue | (mpoctoe, nepdextnoe) u llpuyacrue 11
Heanb: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yjabTaTre OCBOCHHE TEMbI CTYACHT J0JIKCH
3HATb: HOPMbI yrIOTpe6J'IeHI/I}I JIEKCHKH aHTJIMHCKOTO S3bIKa B HpO(bCCCHOHEIJ'ILHOI?I C(bepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpPy ISl MOTOHEHHS TPOo(ecCHOHABHBIX 3HAHU;
OCYLICCTBJIATH HpO(l)eCCI/IOHaJ'H:Hy}O KOMMYHUKAIIUIO B yCTHOI71 A IMTMCbMEHHOM (bopMax Ha aHTJIHHCKOM
SI3BIKEC.
AKTYaJbHOCTH TeMbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlafeHueM Y K-4.

TeopeTnueckasi 4acThb:

The architect usually begins to work when the site type and cost of a building have been
determined.

The natural environment is at once a hindrance and a help, and the architect seeks both to invite
itsaid and to repel its attacks. To make buildings habitable and comfortable, he must control the effects of
heat, cold, light, air, moisture, and dryness and foresee destructive potentialities such as fire, earthquake,
flood, and disease.

The placement and form of buildings in relation to their sites, the dis-tribution of spaces within
buildings, and other planning devices discussed below are fundamental elements in the aesthetics of
architecture.



The arrangement of the axes of buildings and their partsis a device for controlling the effects of
sun, wind, and rainfall.

Within buildings, the axis and placement of each space determine the amount of sun it receives.
Orientation may control air for circulation and reduce the disadvantages of wind, rain, and snow.

The characteristics of the immediate environment also influence orientation: trees, land
formation, and other buildings create shade and reduce or intensify wind, while bodies of water produce
moisture and reflect the sun.

Architectural forms. Planning may control the environment by the design of architectural forms
that may modify the effects of natural forces.

Colour has a practical planning function as well as an expressive quality because of the range of
its reflection and its absorption of solar rays. Since light colours reflect heat and dark colours absorb it,
the choice of materials and pigmentsis an effective tool of environmenta control.

The choice of materials is conditioned by their own ability to withstand'the environment as well
as by properties that make them useful to human beings. One of the architect's jobs is to find a successful
solution to both conditions; to balance the physical and economic advantages of wood against the
possibility of fire, termites, and mold, the weather resistance of glass and light metals against their high
thermal con—ductivity, and many similar conflicts.

The control of the environment through the design of the plan and the outer shell of a building
cannot be complete, since extremes of heat and cold, light, and sounds penetrate into the interior, where
they can be further modified by the planning of spaces and by special conditioning devices.

Temperature, light and sound are all subject to control by the size and shape of interior spaces, the
way in which the spaces are connected, and the materials employed for floors, walls, cellings, and
furnishings.

Today, heating, insulation, air conditioning, lighting, and acoustical methods have become basic
parts of the architectural program.

While environmental planning produces comfort for the senses (sight, feeling, hearing) and
reflexes (respiration), planning for use or function is concerned with convenience of movement and rest.

The number of functions requiring distinct kinds of space within a building depends not only
upon the type of building but also upon the requirements of the culture and the habits and activities of the
individual patrons. A primitive house has a single room with a hearth area, and a modern one has
aseparate areas for cooking, eating, sleeping, washing, storage, and recreation. A meeting-house with a
single hall is sufficient for Quaker religious services, while a Roman Catholic cathedral may require a
nave, aides, choir, apse, chapels, crypt, sacristy, and ambulatory.

Major expenses in buildings are for land, materials, and labour. In each case they are high when
the commodity is scarce and low when it is abundant, and they influence planning more directly when
they become restrictive.

When land coverage is limited, it is usually necessary to design in height the space that otherwise
would be planned in breadth and depth, as in the ancient Roman insula (apartment houses) or the modern
skyscraper. When the choice of materials is influenced by cost, all phases of architectural design are
affected, since the planning procedure, the technique, and the form of buildings are dependent on
materias. High labour cost influence the choice of techniques and, consequently, of materials.

Ipuuactue | (mpoctoe, nepdextHoe) u lpuuacrue 11

IMTpuuactue | npoctoe tumna: doiNg BeIpa)aeT 00HOBPEMEHHOCTb

Vnorpebienue: Travelling about the country, he saw very | Ilymewecmesys NO cmpare, 0H
I. Kak o0cTosTensCcTBO: many interesting things. BHJIEI MHOTO HHTEPECHOTO.
a) BpeMeHH
b) npuunHbl Knowing the life of the workerswell, John | Tak kak J[)xon Py xoporio 3Hat
Reed helped them in the struggle for their | sku3Hb pabounx, OH TIOMOTAT UM
rights. B Oopn0e€ 3a ux mpasa.
Not knowing what was the matter, we He 3uas, 9t0 ¢ HEH, MBI HE
couldn’t help her. MOTJIH €1 TIOMOYb.
c) oOpasa AeHCTBHS TN He stood looking thoughtfully out of the OH cTos171, 3ayMUUBO 2715051 B
CONYTCTBYIOIIETO AeicTBUs | window. OKHO.
John Reed’s speech exposing the war made | Peus Ixona Puna,
I1. Kak onpenenenme a deep impression on everybody. pazobrauasuias BOWHY,

MIpoOUn3BCJIa HAa BCCX FHY60KOC




| | BIICYATJICHHUC.

Ipuuactue I mepdexrroe Tuma: having done seipakaer npedwecmsosanue

VYnotpebnenue: Having lost the key, they couldn’t get in. Ilomepss Km04, OHU HE MOTJIH
Kak 06cTOsATENBCTBO: BOWTH B KOMHATY.

a) IPUYHHBI

b) Bpemennu Having left school, he went to work at a OKOHYU6 KOy, OH TIOIIEI

factory. paboTtaTh Ha 3aBOJ.

[Tpuuactue I nepdexrnoe B | Everybody knows the name of the man Bce 3narot ums yenoseka,
AHTJIMICKOM S3bIKE HE who made that discovery. coenasuiezo 3T0 OTKPHITHE.
yHoTpeoIsieTcs Kak
Ompe/e/ICHHE.

Ipuuactue 11 Trma painted (done) umeer 3HaYeHNE CIMpPadamenvHo2o0 3a102a
VYnorpebienue: We were greatly impressed by the events | CoGrITusL, onucarnnbie B CTaThe,
KaK OmpeJielicHue described inthis article. HPOM3BEIIN HAa HAC OOJIBIIIOE

BIICYATIICHHE.

Bomnpocsl u 3a1anus:

1. 3akonuume npeoﬂoofceuu;l 6 coomeemcmeuu C meKcmom (u3 meopemultecxoﬁ ltacmu), ucnoau3ya
cnedyromue cnosa u svipaxcenus. the environment by the design of architectural forms; is an effective
tool of environmental control; room with a heat area; must control the effects of the natural environment;
light and sound penetrate into the interior; a nave, aides, choir, apse, chapels, crypt, sacristy, and
ambulatory shade and reduce or intensify wind
. To make buildings habitable and comfortabl e the architect...
Trees, land formations, and other buildings create ...
Planning may control ...
Extremes of heat and cold...
. The choice of materials and pigments ...
. A primitive house hasasingle
. A Roman Catholic cathedral may require ...
. Cumyayusa: Bpl pabotaere B KapTUHHOH ranepee u npojaere kaptuasl. K Bam 3a coBeTom obpaTuics
HaYMHAIOUIMN KOJIJIEKIIMOHED.
3adaua npooasua:

a) AaThb BCHO HCO6XO,I[I/IMyIO I/IH(I)OpMaI_II/IIO 0 CTWIAX, HAlIpaBJICHHUAX, IMPpUEMaX, HUCIIOJIb3YEMbIX B

KUBOIIUCH,
b) mpomates emy kaptuny Barero mrOMMOro XyIOXKHHKA, MOAPOOHO ONMHCAB JIOCTOMHCTBA
KapTHUHBI.

3aoaua KoJ/lleKyuonepa: HE NOAJAAaBATbCA HAa YrOBOpPBI IpoJaBHa, T.K. B xotute CO6I/IpaTL KapTHUHBI
JpPYyToro XyaoXKHHKA.
3. IMucomeHnHo nepeseoume HA AHZAUICKUIL A3BIK CAeOYIOUiUE C1O60COUEMAHUA: TIPUTOIHBIA IS
JKUIIbA; PACIHOJIOKCHUC, IMOJOXKCHUEC, PC3YJIbTAaThl BOBZ[CIZCTBI/IH COJIHLIA, BCTpa WU HOXKAA; CO31aBaTb
BJIQXHOCTh U OTPaXKaThb COJIHIIE; BaKHOE (3PPEKTUBHOE) CPEACTBO KOHTPOJIS; BBIOOP MAaTepHUajoB s
CTPOUTENBCTBA; CIIOCOOHOCTh MPOTHBOCTOSITH BO3ACUCTBUAM OKPYXKAIOMIEW Cpefbl; OTOIUICHHE,
H30JA0UsA, KOHAWIIMOHUPOBAHUEC BO314YyXd, OCBCHICHHUC, AKYCTHUYCCKUC MCTO/BbI; (l)yHKLII/IOHaIII)HOC
IIJIAHUPOBAHUC, OOKOBOI1 He(l); CKJICTI, pHU3HHUIA, YAaCOBH:;, pacCXO/Jbl; BJIMATH Ha BBI60p MaTcpUuajioB;
3aBUCETH OT TPEOOBAHMIA 3aKa3UNKA
4. B coomeemcmeuu ¢ munom apxumexkmypol, coeounume:. theatres, hospitals, guardhouses, capitols,
schools, stores, prisons, parliament buildings, museums, shrines, court houses, villas, circuses, athletic
facilities, factories, huts, banks, exhibition halls, mines, churches, hostelries, libraries, apartment houses,
markets, publishing houses, mansions, post-offices, |aboratories
1) Domestic Architecture
2) Reigious Architecture
3) Recreationa Architecture
4) Architecture of Welfare and Education
5) Commercial and Industrial Architecture
6) Governmental Architecture

NNOUDWNE




5. IToozomoevme cooﬁmenue HA AH2UILCKOM A3bIKE NO 0OHOU U3 npedﬂoafceimbtx mem:

- Environmental Design

- Materials and Techniques

- Aesthetic and Functional Criteriain Architecture

- Economics and Architectural Planning

6. Ilepesedume na pycckuii A3bIK, 00pawias 6HUMAHUE HA NPULACHUSA:

1. Everybody looked at the dancing girl. 2. The little plump woman standing at the window is my
grandmother. 3. The man playing the piano is Kate's uncle. 4. Entering the room, she turned on the light.
5. Coming to the theatre, she saw that the performance had already begun. 6. Looking out of the window,
he saw his mother watering the flowers. 7. Hearing the sounds of music we stopped talking 8. She went
into the room, leaving the door open.

1. 3amenume npuoamounvle onpeodeiumenbHsle NPedI0ICeHUS NPULACIHBIMU 000pOmamu:

1. All the people who livein this house are stu dents. 2. The woman who is speaking now is oui secretary.
3. The apparatus that stands on the table in the- corner of the laboratory is quite new. 4. The young man
who helps the professor in his experiments studies at an evening school for la bo ratory workers. 5.
People who take books from the library must return them in time. 6. There are rnany pupils in our class
who take part in al kinds of extra-curricular activities.

I[MpakTuyeckoe 3ansaTue Ne 18.
Ipaxmuxa peuu: Architectural programming/ ApXuTeKTypHoOe NporpaMMHUpOBaHUe
I'pammamuxa: IlepeBoa pasHbIX (pOPM NPUYACTHI HA PYCCKHUIl A3BIK
Henb: ®opmMupoBaHre KOMMYHUKATHBHBIX KOMIETEHIU, OBJIaACHUE JIEKCUKOU U IPaMMAaTHKOU
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOECCHOHAIBHOM chepe
yMeTh: YUTaTh M MEPEBOANTD CIEIHATHHYIO JINTEPATYPY IS TOMOIHEHHUS MPOo(ecCHOHaIbHBIX 3HAHUH;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHN (popMaxX Ha aHTIIHHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

Architectural programming began when architecture began. Structures have always been based on
programs: decisions were made; something was designed, built and occupied. In a way, archaeologists
excavate buildings to try to determine their programs.

Today, we define architectural programming as the research and decision-making process that
identifies the scope of work to be designed. Synonyms include “facility programming”, “functional and
operational requirements” and “scoping.” In the early 1960s, William Pefia, John Focke, and Bill Caudill
of Caudill, Rowlett, and Scott (CRS) developed a process for organizing programming efforts. Their work
was documented in Problem Seeking, the text that guided many architects and clients who sought to
identify the scope of a design problem prior to beginning the design, which is intended to solve the
problem.

In the 1980s and 1990s, some architectural schools began to drop architectural programming from
their curricula. The emphasis of the Post-Modern and Deconstruction agendas was instead on form-
making. Programming and its attention to the users of buildings was not a priority. Now, several
generations of architects have little familiarity with architectural programming and the advantages it
offers.

- Involvement of interested parties in the definition of the scope of work prior to the design effort

- Emphasis on gathering and analyzing data early in the process so that the design is based upon sound
decisions

- Efficiencies gained by avoiding redesign and more redesign as requirements emerge during architectural
design.

The “whole building” design approach is intended “to create a successful high-performance
building.” To achieve that goal, we must apply the integrated design approach to the project during the
planning and programming phases.

People involved in the building design should interact closely throughout the design process. The
owner, building occupants, and operation and maintenance personnel should be involved to contribute
their understanding of how the building and its systems will work for them once they occupy it. The
fundamental challenge of “whole building” design is to understand that all building systems are
interdependent.



According to standard AIA agreements, programming is the responsbility of the owner.
However, the owner’s programmatic direction can vary from vague to very specific. In some cases, the
owner does not have the expertise to develop the program and must use the services of a programming
consultant. Most programming consultants are either architects or have architecturd training, but others
have become skilled through experience. Many architects perform programming as an additional service
to their standard contracts.

Many building type consultants (laboratory, health care, theater, etc.) have expertise in
programming components of facilities. Programming may happen for different purposes and may impact
the level of detail of investigation and deliverables. For instance, programming at the master planning
level is more strategic in nature — providing information to provide a clear process for conducting the
research and decision-making that defines the scope of work for the design effort. It isimperative that the
major decision-maker — the client-owner — allows participation of all of the stakeholders, or the client-
users, who are affected by the design. Experience has shown that client-users’ involvement in the
programming process results in designs that can be optimized more efficiently.

Prior to the beginning of the process of programming a project, the programmer and the client-
owner develop alist of the stakeholders to be involved. One organizational method is to form a Project
Programming Committee with representatives from the stakeholder groups. For example, if the project is
to be an office/classroom building for the humanities department at an ingtitution of higher education, the
Project Programming Committee could include representatives from the involved academic
department(s), faculty, students, and building operations and facility maintenance departments.

Lines of communication must be established to determine how and when meetings will be called,
what the agenda will be, how contacts will be made, and how records of the meetings will be kept. The
authority of the committee must be made clear. In the example above, the committee’s authority will be
to make recommendations to the college authorities. Within that framework, the committee must decide
how it will make decisions as a committee (by consensus? majority rule? other means?).

IIepeBoa pa3Hbix GopM NPUYACTHIA HA PYCCKHH A3BIK

DopMbI IPUYACTHS

Active Passive
Present writing being writte
Perfect having written having been written
Past — written

Kak nepeBoauth pazHbie GopMbl NPUYACTUS HA PYCCKHII A3BIK

Dopmbl Kax ux nepeBoguth
MIPUYACTHS

pU4acTueM JeenpuyacTueM
reading YUTAIOMINT quTas
having read — MPOYUTAB
being read YUTAEMBbIH Oyaydn YnTaeMbIM

(T. €. KOTOPBIH YUTAIOT) (T. €. KOT/Ia €ro YnuTaNn), Oy ydl MPOYUTAHHBIM

(T. €. KOT/Ia €r0 MPOYNTAIIN)
having beenread |— Oyay4u NpOYUTAHHBIM (T. €. KOTrJa ero
MIPOYHTAIIH)
read MPOYUTAHHBIN —
Kak nepeBoguts pasHbie (pOpMbI IPHYACTHS HA PYCCKHIH SI3BIK

Dopmsbl Kak nx nepeBoguth
praacThs [IpUYacTUeEM JeenpuyacTueM
building CTPOSIIHIA CTpOst
having built — MOCTPOMB




being built CTpOSIIUNCS OyIy4H CTPOSIIIMCS
(T. €. KOTOpEIit CTPOSIT) (T. €. KOT/1a €ro CTPOMIIH) Oy Iy9H ITOCTPOSHHBIM
(T. €. KOT1a ero MOCTPOMIIH)

having been built |— OyLy4H IOCTPOCHHBIM
(T. . Kor/1a ero MOCTPOWIIH)

built MOCTPOCHHBIN —

Bonpocs! u 3a1aHus:
1. Ilepeseoume:

Architecture and Urban Planning are related endeavors that focus on different geographic scales.
Architecture works at the scale of the individual building and immediate site, while planning works at the
scale of neighborhoods, municipalities, and regions. In addition, planning has developed many
specializations that focus on different aspects of the larger built environment, such as affordable housing,
transportation, economic development, protection of natural resources, land use planning, and community
devel opment.

Planning emerged from a need to overcome the disease, squalor, and poverty that were urban side
effects of the industrial revolution. Planners therefore are concerned with a wide range of social, political,
and economic factors beyond those that are the immediate concerns of building owners.

An important function of planning is to engage citizens in the process of developing a vision for
how they want their community and its surrounding region to evolve over time, what attributes are
important to protect, and where new development should be encouraged. The success of this process
depends on listening, discovering shared values, and recognizing how the parts of a neighborhood, a city,
or aregion relate to one another and contribute to its overall vitality. Planners then work with a variety of
partners in the public, private, and nonprofit sectors to craft policies, land use regulations, and incentives
to help the community achieve its goals.

The architect, if designing from a whole building design perspective, will be looking
simultaneoudly at inside functional aspects, and how they might relate to the site conditions such as sun,
wind and view orientation. Architects, engineers, landscape architects, and other design professionals will
work in conjunction with the planner to ensure that environmental, social, and economic issues directly
affected by construction or redevel opment are looked at. These include the building’s effect on the natural
environment (increased impervious surface, runoff, elevated water tables, preservation of wetlands
and natural species, etc.), on the economy (increased tax base, more jobs, costs of schools generated by
houses, etc.), community infrastructure (cost and timing of road and utility systems, different modes of
transportation, etc.) and, in general, on al factors that affect the quality of life or residents of the larger
areawithin which the individual building is situated.

2. Boinuwume u3z mexcma (ynp. 1) 10 knroueevix cioe u cioeocouemanuii u cocmaebme ¢ HUMU
npebﬂoofcenuﬂ, He npuﬂeza;l K nomouiu mexkcma.

3. Pazbeitme mexcm (ynp. 1) na nozuueckue uacmu u 03aznagvme Kaxicoyro.

4. 3aoaitme k kaxcooit wacmu mexcma (ynp. 1) no 5 eonpocoe écex munos.

5. "3 kaxcooii wacmu mexca (ynp. 1) estnuwiume npeonodicenus, 3aKuouarouiie 6 cede 0CHOBHYI0
MbICJlb.

6. Ilepesedume na pyccKuil A3viK, 00pa4As 6HUMAHUE HA RPUYACTUSL:

1. The boy lay sleeping when the doctor came. 2. The broken arm was examined by the doctor. 3. While
being examined, the boy could not help crying. 4. Having prescribed the medicine, the doctor went away.
5. The medicine prescribed by the doctor was bitter. 6. The dress bought at the department store was very
beautiful. 7. While using a needle you should be careful not to prick your finger. 8. While crossing the
street one should first look to the left and then to the right. 9. People watching a performance are called an
audience. 10. Being very ill, she could not go to school. 11. The first rays of the rising sun lit up the top of
the hill. 12. The tree struck by lightning was al black and leafless. 13. Being busy, he postponed his trip.
14. The door bolted on the in side could not be opened. 15. Having been shown the wrong direction, the
travellers soon lost their way. 16. The room facing the garden is much more comfortable than this one.
17. Having descended the mountain they heard a man calling for help. 18. Flushed and excited, the boy
came running to his mother. 19. He stood watching the people who were coming down the street shouting
and waving their hands.



Paznen 3. Design Basics/ OcHoBbI au3aiiHa

I[pakTnyeckoe 3ansitue Ne 19.
Ilpaxmuxa peuu: Early examples of graphic design / Panane npumepsbl rpaduyeckoro qu3aiina
TIpammamuxa: Coueranus «a little, a fewr.
Henb: ®opmMupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIUI, OBIaACHUE JIEKCUKOU U IPaMMAaTHKOM
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JT0IKCH
3HATh: HOPMBI YIIOTPEOIICHHUS IEKCUKH aHTIUICKOTO S3bIKa B PO eCCHOHABHOM chepe
YMETh: YUTaTh U NEPEBOAUTDH CIICHUAJIBHYIO JIUTEPATYPY AJIA NOIOJIHCHUA l'IpOCbeCCI/IOHaJ'IBHI:IX 3HaHI/II71;
OCYUICCTBJIATH HpO(i)CCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B YCTHOP'I U NHUCHbMEHHOM (bopMax Ha aHTJIUHCKOM
SI3BIKEC.
AKTYyaJIbHOCTbh TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTRIO OBNIaieHneM Y K-4.

TeopeTnueckasi 4acThb:

The compelling — if somewhat obscure — paintings in the caves of Lascaux around 4,000 BC
and the birth of written language in the third or fourth millennium BC, are both significant milestones in
the history of graphic design and other fields which hold roots to graphic design.

The Book of Kellsis a very beautiful and very early example of graphic design in a form that
would be acceptable even today. The Book is a lavishly illustrated hand-written copy of the Christian
Bible created by Irish monks in the ninth century AD.

Johann Gutenberg's introduction of movable type in Europe made books widely available. The
earliest books produced by Gutenberg's press and others of the era (the Incunabula) became the
benchmark by which the design of future books, even as late as the 20th century, would be judged.
Graphic design of this era is caled either Old Style (especialy the typefaces which these early
typographers used), or Humanist, after the predominant philosophical school of the time.

Graphic design after Gutenberg saw a gradual evolution rather than any significant change, until
the late 19th century when, especialy in Britain, an effort was made to create a firm division between the
fine and the applied arts.

Piet Mondrian, born in 87, is often called the father of graphic design. Although he was a fine
artist (not agraphic designer) his use of gridsinspired the basic structure of the modern advertising layout
known also as the grid system, used commonly today by graphic designers.

From 1889 to 1896 William Morris Kelmscott Press published some of the most significant of
the graphic design products of the Arts and Crafts movement, and made a very lucrative business of
creating books of great stylistic refinement and selling them to the wealthy for a premium. Morris proved
that a market existed for works of graphic design and helped pioneer the separation of design from
production and from fine art. The work of the Kelmscott Pressis characterized by its decadence and by its
obsession with historical styles. This historicism was, however, historically important as it amounted to
the first significant reaction to the stale state of nineteenth-century graphic design. Morris work, aong
with the rest of the Private Press movement, directly influenced Art Nouveau and isindirectly responsible
for developmentsin early twentieth century graphic design in general.

Coueranus «a little, a few»

Coueranue a little o3mawaer HemMHOro u ynorpeOnsercs B (YHKIHMH OINpPEACICHHUS Iepen
HEHCYUCISIEMBIMU MMEHAMH CYIIECTBUTEIBHBIMH, a TAK)KE B KQUeCTBE 0OCTOATEIHCTBA MEPHI U CTETICHU
MIOCJIE TJIAr0JIOB:
| have a little freetimeto-day. Y meHs ecTh HeMHOr0 CBOOOIHOTO BPEMEHH CETO/IHSI.

He reads English alittle. OH HeMHOr0 YUTaeT MO-aHTTUHCKH.

Coyeranne a few o3HauaeT HEMHOr0, HECKOJIBKO M YyMOTPEOJSeTCS TOJIBKO B (PYHKIUH
OIpeiesIeH s TIepe/] NCUUCISIEMBIMH UMEHAMH CYIIECTBUTEIbHBIMU:

My friend has a few pictures of this beautiful city. VY Moero npyra ectb HeCKOJbKO ¢ororpaduii
3TOTO MPEKPACHOTO TOPO/Ia.

Cpasnume:

He had little free time last week, he couldn’t come to see us. Y Hero ObLI0 MaJ0 CBOOOHOTO BPEMEHHU
Ha NPOLLION Heselle, OH He MOT HaBECTUTh HAC.

He has alittle free timeto-day and will cometo seeus. Y Hero ecrb HeMHOro CBOOOZHOTO BpPEMEHH
CETOJIHsI, U OH HABECTHT Hac.

He reads little, that’s why he knows few English words. OH Mai0 uurTaer, MO3TOMY OH 3HaeT Majo
AHTTIMICKUX CJIOB.



He knows French alittleand can trandate this letter. On 3naeT HeMHOro PpaHITy3CKHUI A3BIK U MOKET
MEPEBECTH 3TO MHUCHMO.

Last month we learned few English words:only ten. B mpommoM Mecsiie Mbl  BBIYYWJIA  MAJIO
AQHTJIMHCKUX CIIOB: TOJBKO JIECAT.

He learned a few English words,and now he can read telegrams from foreign firms. OH BBIYYHIT
HEMHOI'0 aHIJIHICKUX CIIOB M TETEPh MOYKET YUTATh TEJIEPAMMBbI OT HHOCTPAHHBIX (HUpPM.

Bonpocs! u 3a1aHus:
1. Ilepeseoume:

A meditation garden is a place that implies a sense of seclusion, relaxation and personal space.
This is naturally a spot where one can reflect, unwind, ponder new ideas and contemplate in peace and
quiet.

These gardens often contain elements, plants, or oddities that are placed to stir the senses and
imagination into thought. Another important feature is the sound and visual aesthetics conveyed by
moving water. In meditation gardens these elements are fundamental .

Essentially the concept of a meditation garden contains an enclosed space with lush green foliage
and the elements of rock, wood, and water. Basically the same elements and atmosphere as found in
classical Japanese Gardens. If you have the right kind of space and grounds, meditation gardens provide
the perfect opportunity for real meditation. Meditation is not only about connecting with oneself, but it is
also about connecting and becoming aware of one's environment as well, and what a better environment
than nature?

When you design a meditation garden, you are going to want to include peaceful, sweet-smelling
plants and flowers. In addition, ornamental grasses can be planted as they are hardy and add movement to
the garden asthey sway in the breeze.

Take care not to include anything that is too jolting in appearance or fragrance, as you want to
maintain as calm an atmosphere as possible. Having a meditation path for walking meditations is also a
good ides, if you areinto walking meditations or interested in walking meditations in the future.

One can also add depth with the incorporation of a path. In small meditation gardens, a path
winding around the corner gives the illusion of additional space. In larger gardens, paths provide a place
for awinter stroll when plants are dormant. With diminished foliage in winter, ice candles can be added
along the path and in the meditation garden in order to create a peaceful atmosphere for evening and
nocturnal walks.

2. ITucemenno cocmasvme annomayuio K mexcmy (ynp. 1).

3. Pazpabomaiime rckuz Bawezo cada ona omovixa ¢ noOpoOHbIMU HOACHEHUAMU HA AHIUIICKOM
A3bIKe.

4. Haiioume ¢ mekcme (meopemuyecKkoil 4acmu )u eplnunuiume cioea, omuocaujuecsa Kk meme «Early
examples of graphic designy, ucnons3ya anziuiickuii moaKoeslil c106apsb, oailme um onpeoeseHus.

5. Cocmaevme ceéou npednoafcenuﬂ CO ciloeamu u cioseocouemanHuamu.

AD = anno Domini HaIeu 3pbl

additive n00aBKa, MpUMech

ad hoc CIENHANbHBIN, YCTPOESHHBIN [T TaHHOMN 1enn
aesthetic 3CTETHYECKHUH

aign BBICTPAUBAaTh B OJIHY JIMHUIO, BHIPABHUBATD
atarpiece KapTHHA [UIs anTaps

angle yromn

anticipate NPEIBOCXUIIATE

apprentice YUYCHHK, [TOJIMACTEPhE

apparent OYEBUJIHBIN

apply NIPUMEHATH

archetype o0Opaselr, MPOTOTUTT

art HUCKYCCTBO

applied arts JEKOPaTUBHO-TIPHKIIAHOE UCKYCCTBO

fine arts U3SITHOE UCKYCCTBO
vernacular arts HApOHOE UCKYCCTBO

visual arts M300pa3HUTENLHOE HCKYCCTBO
artistry XYZI0KECTBEHHOE MacTEPCTBO
artwork odopmieHne



attempt TOTIBITKA

Aurignacian smoxa OpuHbsk (40-35 TEIC. JIET 10 H. 3.)
authenticity MOITTUHHOCTh
aware 0CO3HaBaTh

6. Ykaricume nptlsu.flbl-lblﬁ eapuanm — faN uiu a.fGVV:
1. A few/few people swimin the seain the winter.
2. Hewent out a few/few minutes ago.
3. Can| speak to you for a few/few minutes?
4. There were afew/few guests at the party. The hosts were unhappy.
5. I’m going shopping. I need to buy a few/few things for tonight’s party.
7. Ykaorcume npasunvuotii eapuanm — little unu alittle:
| need a little/little Can you lend me some?
I can’t wait for you. I’ve got a little/little
Y ou have alittl¢/little time to finish the test. Y ou must write faster.
| have a little/little free time for hobbies because | work alot.
You don’t have to hurry. There is a little/little traffic at this time of the day.
Thereisalittle/little snow on the ground. The children can’t make a snowman.

SN E

[pakTuyeckoe 3ansaTue Ne 20.
Ilpaxmuxa peuu: Modern Design / CoBpeMeHHblIii 1H3aiiH
I'pavmamuxa: CTpaaateabHbIH 32J10T.
Henab: ®opmMupoBaHrEe KOMMYHUKATUBHBIX KOMIETEHIUI, OBIaJACHUE JIEKCUKON U IPaMMaTHKON
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOeCCHOHAIBHOM chepe
yMeTh: YUTaTh M MEPEBOANTD CIEIHATIHHYIO JINTEPATYPY IS TOMOIHEHHUS MPOo(decCHOoHaIbHBIX 3HAHUH;
OCYHIECTBISTh MPOGECCHOHABHYI0 KOMMYHHUKAIIMIO B YCTHOW M MUCHMEHHOHN (hopMax Ha aHTIIHICKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMBbI: 00YyCJIOBIIeHa HEOOXOAMMOCThIO OBNIaieHneM Y K-4.

Teoperuyeckasi 4acTh!

Modern Design of the early 20th century, much like the fine art of the same period, was a reaction
against the decadence of typography and design of the late 19th century. The halmark of early modern
typography is the sans-serif typeface. Early Modern (not to be confused with the other modern era of the
18th and 19th centuries) typographers such as Edward Johnston and Eric Gill after him were inspired by
vernacular and industria typography of the latter nineteenth century. The signage in the London
Underground is a classic of this eraand used afont designed by Edward Johnston.

The following years saw graphic design in the modern style gain widespread acceptance and
application, while it simultaneoudly stagnated. Notable names in mid-century modern design are Adrian
Frutiger, designer of the typefaces Univers and Frutiger; and Josef Miiller-Brockmann, who designed
postersin a severe yet accessible manner typical of the 1950s and 1960s.

The reaction to the increasing severity of graphic design was slow but inexorable. The origins of
post-modern typography can be traced back as far as the humanist movement of the 1950s. Notable
among this group is Hermann Zapf who designed two typefaces that remain ubiquitous — Palatino (1948)
and Optima (1995). By blurring the line between serif and sans-serif typefaces and re-introducing organic
lines into typography these designs did more to ratify modernism than they did to rebel.

An important point was reached in graphic design with the publishing of the First things first
964 Manifesto which was a call to amore radical form of graphic design and criticised the ideas of value-
free design. This was massively influential on a generation of new graphic designers and contributed to
the founding of publications such as Emigre magazine.

Another notable designer of the latter Oth century is Milton Glaser who designed the
unmistakable | Love NY ad campaign (1973), and a famous Bob Dylan poster (1968). Glaser took
stylistic hints from popular culture from the 1960s and 1970s.

CrtpagaTesibHBIN 32J10T
B aHrmmiickoM s3BIKe TIIAroisl MOTYT UMETH JIBa 3ajora: deicmeumensvhoiii (the Active Voice) n
cmpadamenvuwili (the Passive Voice).
['maron B JEeHWCTBUTEIBHOM 3aj0re IMOKA3bIBa€T, YTO JCUCTBHUE BBIMOJIHSIETCS, COBEPIIACTCS
JIMIIOM HJTH TIPEIMETOM, 0003HAUCHHBIM IO IC)KAIIIUM.



I'maron, B cTpamarenpbHOM 3ajore TMOKa3bIBa€T, HYTO JIMIO WM MpPEeaMeT, O0OO3HaYeHHBII
MOJICKAIINM, HCTIBITHIBAET BO3ACHCTBHE WM HAXOIWTCA B OMPEIEICHHOM COCTOSIHMHA B pE3yJbTaTe
KaKOoro-TO BO3JeicTBHs. DYHKIIMU CTPaNaTEIbHOTO 3aJI0Ta B aHIVIMKMCKOM SI3bIKE TOPA3No IIUpPE, YeM B
PYCCKOM SI3BIKE.

OO0pa3oBanue cTpaaaTesibHOro 3ajora. CTpajgaTtenbHBIN 3ajJor o0pa3yeTcss B aHTIIMHACKOM SI3BIKE C
MOMOIIIBIO BCIIOMOTaTeabHOro riaroia to be u dopmer nmpudactus I cMbicioBOro raroia. ITo MOKHO
MPENICTaBUTh (HOPMYIIOi:

to be + Participle I

®opma npugactus [l HUKOrAa He U3MEHSETCS, a MOKa3aTeleM JINIA, YACIIa U BPEMEHH SIBIIIETCS
BCIIOMOTaTe bHBIH T71aron to be.

I'naroa to show B crpanaresibHOM 3as10re BpeMeH rpynnbl | ndefinite.

1 o /1. YhCiIa HACTOSIIETO BpeMEHH am
3 nuno /1. YMCIIa HACTOSIIETO BPEMEHH is
MH. YUCJIO HACTOSIIETO BPEMEHH are
€/1. YMCJIO MPOIIEIIIETO BpEMEHH was shown
MH. YHCJIO TPOIIE/IIIEr0 BPEMEHU were
1 nuno Oynmymiero BpeMeHH shall be
JIPYTHE JIHIa OYIyIIero BpeMeHH will be

OrpunarensHas (opmMa CTpagaTeabHOrO 3ajora 00pasyeTcs HpPH TMOMOIIK OTPHIATEIBHON
YaCTHIBI NOt, KOTOPask CTABUTCSI MIOCJIE TIEPBOTO BCIIOMOTATEIBHOTO TJ1aroa:
| am not shownMHe He OKa3bIBarOT
He isnot shown EMy He moka3biBaroT
We are not shown Hawm He mokassIBaioT
Shewasnot shown  Eii He mokassiBany (He IIOKA3aJIn)
They were not shown UM He oKa3bIBaIH (He TOKA3aiIH)
| shall not be shown  MHe He mokaxyT
It will not beshown  Emy (peGenky) He mOKaxyT
BonpocurensHas  ¢opma  CTpajaTeNbHOro  3ajmora  obpasyercs [OCTAHOBKOW — MEpBOro
BCIIOMOTaTEILHOTO TJIAT0JIa TIEPe]T MO ICKAIIUM:

Am | shown? MpHe noka3sIBaroT?
I's he shown? EMy moka3biBaroT?
Are we shown?Hawm noka3seiaror?

Was she shown? Eit nokaseiBanu?

Wer e they shown? VM mokassiBain?
Shall | be shown? MHe ToKaxyT?
Will it be shown? Emy (peOeHKy) mokaxyt?

YnorpediieHne cTpagaTeIbHOIO 3a710ra. B aHMIHMICKOM sI3bIKEe BCe 0OBEKTHBIC TIarojibl MOTYT
yIOTPEOIATECS B CTPAAaTEIbHOM 3aJI0Te, TOTJa KaK B PYCCKOM SI3BIKE B CTPAJATEIBHOM 3aJI0T€ MOTYT
yIOTPEOSTHCS TONBKO MEPEXO/HbIC TJIarojibl. B aHITIMICKOM sI3bIKE YNOTpPEOIEeHHE CTPaJaTeIbHOIO
3aj10Ta ropasjio Mupe, 9eM B PYCCKOM SI3bIKE, TaK KaK KaTeropusi OObEKTHBIX IJ1aroyioB (MIPUHUMAFOIMX
000 JTOTIOJTHEHNE) 3HAYMTENIFHO LIMPE KaTEerOpHH IEePEeXOAHBIX IJaroyioB (MPUHUMAIOIIMX TOJIBKO
npsIMOE JIOTIOJIHEHHE — JIOTIOJIHCHHE B BAHUTEIBHOM Majieke 0e3 mpesyiora).

IMoanexaree NPEUIOKCHUST B CTPAJaTeIbHOM 3aJI0T€ B PYCCKOM sI3bIKE SIBIISICTCS BCerja
OpSIMBIM, HETMOCPEICTBEHHBIM OOBEKTOM JICWCTBHUS, T.€. 1O 3HAYEHHIO COOTBETCTBYET IIPSIMOMY
JIOTIOJTHEHUIO MPEIOKEHHS B ICHCTBUTEIHLHOM 3aJI0Te.

IMoanexaree NPEIOKEHHS B CTPAJATEIbHOM 3aJ0re B AHIVIMICKOM SI3bIKE MOXET TaKKe
0003Ha4aTh IPAMOI HETTOCPEICTBEHHBI OOBEKT JIEHCTBHS, HAIIPUMED:

Houses ar e built very quickly now. /Toma ceituac cTposiTest 04eHb OBICTPO.
This house was built last year. Dtot 10M 0bLJ MOCTPOEH B IIPOIILJIOM TOLTY.

Bonpocsl u 3a1anus:
1. Ilepeseoume:

In order to create peace and tranquility in the meditation garden consideration should be given to
building some type of privacy fence or barrier if your garden area is prone to noise or disturbance.
Promoting the growth of wall plants or vines will not only contribute insulation from noise but be
pleasing to the eyes as well.



Another one of the features of a meditation garden that is highly recom-mended is some type of
water. If you can have running water, some type of fountain or stream or even a goldfish pond, adds a
flare of tranquility and peace to a meditation garden. Any true meditation garden enthusiast would agree
that the running water sound and peace it creates certainly lends to the atmosphere a great deal. A small
trickling fountain will also block out ambient noise.

Create a sitting area. A tranquil seating area can be as simple as a patio with relaxation chairs or
benches constructed from native stone or local wood.

Inspire your meditations with a garden statue. Y our thoughts and reflections might be enhanced
by a religious figure, such as a Buddha or St. Francis of Assisi. Secular statues for meditation gardens
include a child figure or your favourite animal.

Many gardeners choose to attract the native birdlife by erecting a bird feeder or locating a bird
bath for them to preen themselvesin. Their song as well as their gentleness and unflustered lifestyle can
be areal boost for a meditation garden.

Build a meditation garden if you need a place to escape. It can be your place, your area for
contemplation and deliberation and reflection on your life, and your circumstances.

Such afeature will quickly become an integra part of and favourite spot for sanatorium guests to
visit and spend timeiin.

2. Omeembme Ha 60RPOCHL.

1. What is a meditation garden?

2. What do these gardens often contain?

3. How do you create a sitting area?

4. Why should some type of privacy fence or barrier be given to building?

5. Name all the features of a meditation garden?

6. What should you do if you need a place to escape?

3. Coznacumecs unu He CO21ACUMECH CO cnedyromumu 6bICKA3bl6AHUAMU. Oﬁocﬂyﬁme ceoe MHeHue.
1. Never add depth with the incorporation of a path.

2. A small trickling fountain will also block out silence.

3. Inspire your meditations with a garden statue.

4. Many gardeners do not choose to attract the native birdlife by erecting a bird feeder or locating a bird
bath for them to preen themselvesin.

5. Such a feature will quickly become an integral part of and favourite spot for sanatorium guests to visit
and spend timeiin.

4. ITucemenno cocmasvme annomayuio Kk mexcmy (ynp. 1).

5. Haitoume 6 mekcme (meopemuueckoil wacmu )u GblHUMIUME C/1064, OMHOCAUUECA K Heme
«Modern Designy, ucnob3ys anznuiickuii moaKosblii c1106aps, 0aiime UM ONPeoeneHusl.

6. Cocmaevme ceéou npebﬂomenuﬂ CO cjlosamu u ciaosocouemanHuamu.:

background 3aHHH TUTaH

base OCHOBa

oil-based Ha MacJIsIHOW OCHOBE

water-based Ha BOJIHOIT OCHOBE

wax-base Ha BOCKOBOI OCHOBE

BC = Before Christ JI0 HaIleH 3pbl

beige OeKeBbIT

benchmark OTMETKA YPOBHSI, HCXO/IHBIN ITyHKT

blend Hepexo] OT OJHOrO IBETa B JIPYroil MM OJHOTO OTTCHKA B
JIpyrou

block (in, out) HaOpachIBaTh BUCPHE

bode TpeaBenarhb

brown KOPUYHEBBIN

brush KHCTB

6. Ynompeoume nyscnoe epems oeiicmeumebHo20 uau cmpadameibHo20 341024 21a201a, OGHHO20 8
CKOOKax:.

1. He must (to remind, to be reminded) that we’ll have a meeting tomorrow. 2. Their lesson must (not to
interrupt, not to be interrupted). 3. He (to tell, to be told) to take care of the wounded man. 4. It was
difficult for them (to find out, to be found out) his address. 5. Many guests (to invite, to be invited) to my
brother’s birthday party yesterday.



IpakTuyeckoe 3ansiTue Ne 21.
Ipaxmuxa peuu: Modern Design / CoBpemeHHbI#i qu3aiiH (TIPOI0DKEHNE)
I'pammamuxa: CrienaIbHbIe BONPOCHI B KOCBEHHOH pevH.
He.l'lb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHGTCHHI/Iﬁ, OBJIAJACHUC JIEKCUKOH U FpaMMaTPIKof?I
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIIOTPEOIICHNUS IEKCUKH aHTIUICKOTO 3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUATIBHYIO JIUTEPATYPY IJIA ITOIOJIHCHUA HpO(l)CCCI/IOHaJ'H)HI)IX 3HaHPII>i;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIeHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.

TeopeTnueckasi 4acThb:

Advances in the early 20th century were largely inspired by technological advances in printing
and also in photography. In the last decade of the same century, technology played a similar role, but this
time it was the computer, and at first it was largely a step backwards. Zuzana Licko worked very early
using computers for layout, in the days when computer memory was measured in kilobytes and typefaces
were created using dots rather than lines. Together with her husband Rudy VanderL ans they founded the
pioneering Emigre magazine and the Emigre type foundry. They played with the extraordinary limitations
of computers as something which, in itself, could provide creative freedom. Emigre magazine became the
bible for digital design as the technology rapidly advanced to the point where the advantages outweighed
the disadvantages.

David Carson is, in a sense, the culmination of the movement against the restrictiveness of
modern design — some of his designs for Raygun magazine are intentionally illegible, featuring
typography designed to be visual rather than literary experiences. He began his career working with
paste-ups in the traditional manner, but moved to computers quickly when he saw what they had become
capable of.

Although they were very limiting at first, as computing power increased and software such as
Adobe Photoshop emerged, it was evident exactly what kind of creative freedom and power that
computers could provide. Image manipulation and 3D image creation using a computer demonstrated
possibilities that had previoudy been unachievable. Another enormous development that computers
provided to designers was the ability for them to set their own type, instantly seeing how it affected their
design or layout, which allowed for new and more radica use of typography. Computers are now
considered to be an indispensible tool used in the graphic design industry.

CnenunajbHble BONPOCHI B KOCBEHHOM PeYH BBOIATCS B KOCBEHHOMN peYH Ii1arojioM to ask u
HPEICTABIISIOT COOOM JIOMOIHUTEbHBIE TIPHAATOYHbIE IPEIIOKEHHUS, COCAUHEHHBIE C TIIABHBIM
HPEIOKEHUEM COFO3HBIMU MECTOMMEHHAMU U HAPEUHMAMH:

He asked me where | came from. On cripocuit MeHsI, OTKY/1a S POJIOM.
He asked us what we should do Ou cipocuin Hac, uro mel Oyzaem if wedidn't get  tickets. memats, ecu
HE JIOCTaHEM  OHIIETOB.

Ecnu rarosn to ask cTOUT B mpoILE/eM BpeMEHH, IPUMEHSFOTCS TIPaBUIIa COTJIACOBAHUS

BPEMEH.

Bonpocsl u 3a1anus:
L 3aoaiime cneuua’ibHbole, pa30eﬂumeﬂbnb1e U ajibmepHamueHsvle 60NRPOCbL K meKcmy
(meopemuyueckoii uacmu) maxum oopa3om, Ymoodvl NPU OMeeme Ha HUX NOAYYUICA OUATIO02.
2. Packpoitme cKkoOKu, npeoopasys c106a 6 COOMEEMCHEUU C COOEPHCAHUEM MAKCMA:

Jan Tschichold (codify) the principles of modern typography in his book, New Typography. He
later (repudiate) the philosophy he (espouse) in this book as (be) fascistic, but it remained very
(influence). Tschichold, Bauhaus (typographer) such as Herbert Bayer and Laszlo Moholy-Nagy, and El
Lissitzky are the (father) of graphic design as we know it today. They (pioneer) production (technique)
and stylistic (device) used throughout the twentieth century. Today, athough the computer (ater)
production forever, the experimental approach to design they pioneered is (relevant) than ever.

3. Haiioume ¢ mexcme (meopemuueckoii 4acmu) u GbINUWMUIME C]106d, OMHOCAWUECA K Meme
«Modern Designy, ucnoib3ysa anznuiickuit moaKoeslil c106apb, Oaiime um onpeoeieHus.

4. Cocmasvme ceou npedﬂoafcenuﬂ CO cioeamu u cioeocouemanuiamu.

canvas IMMOJIOTHO, XOJICT; KapTHHA

carpet KOBEp



carrier JiepKaTelnb, KpOHIITENH, MOAIeP>KUBAIOIIEE YCTPOUCTBO

casket HIKaTyJKa, rpob

cast N hbopma 1St OTIIMBKH; V OTIIMBATh

centrepiece OpPHAaMEHT Ha CepelHe IMOTOJKA; YKpalleHHe H3 cepebpa Wi
XpycTaisi B IEHTpe CToJia

chalk Men

challenge HOJIBepraTh COMHEHHUIO, OCIAPHBATh, OTPHUIIAThH

chamois N 3aMima; V IpOTHPATh 3aMIIei

charcoal yroJjib

chenille CUHETIb

chiaroscuro pacnpeesieHie CBETOTCHH

clay TIIMHA

coin NPUAYMBIBATD

colour BET

coloured-pencil [[BETHOM KapaHalil

complimentary colours JOITOJTHUTENLHBIE IIBETA

contrasting colours KOHTpPACTHbIC [[BETA

monochromatic colours MOHOXPOMHBIE I[BETa

psychedelic colours KHCJIOTHEIE I[BETA

combine COueTaTh

commission N 3aKas3; V 3aKa3bIBaTh, ICJIATh 3aKa3

constructive TBOPUYECKUH, CO3UIATEIbHBINA

contentious CTIOpHBbIit

contour KOHTYD

contrast KOHTPACT

convention YCIIOBHOCTh

conventional TPaTUIIMOHHBINA, OOBIYHBIH

converge CXOAUTHCA (O IMHUAX), CBOJUTH B OHY TOUKY

cosy yIOOHBIT

craft pemeciio

crayon LIBETHOM KapaHJialll, [BETHOW MEJIOK, IacTeNlb

crucifixion pacrsitie

curve Jyra, u3ruo, JIeKaio

custom-made C/ICNIaHHBIN Ha 3aKa3

S. Ilepeseoume npeodnorcenus Ha AHZAUICKUIL A3bIK, 00pawas 6HUMAHUE HA NEPEEOO CREUUATbHBIX
60NPOCOG 8 KOCGEHHOIL pedl:
1. Ouwm cmpocuiu MeHs, -
KaKHe KHHTH S JIFOOJII0 YMTATh, Yek 3TO yUeOHUK.
MOYeMY S IPOITYCTUII HECKOJIBKO JIEKLIUH.
KakK UM J00paThes A0 miomiaay Ceepaiosa.
Korja s B nociiefHu pas sujen llerpona.
KaK (HaCKOJIKO XOPOILO) 51 TOBOPIO MO-aHTJTHICKH.
KaK 4acTo 5l XOXKY B TeaTp.
CKOJIbKO BPEMEHH MHE HY>KHO, YTOOBI Iepe BECTH 3Ty CTAThIO.
CKOJIBKO WHOCTPAHHBIX SI3bIKOB S 3HAIO.
CKOJIBKO BPEMEHH 5 Tpauy Ha aHTJIMHCKHUIN SI3BIK.
CKOJIbKO BPEMEHH OH MOTPATHUII Ha 3Ty paboTy.
MoYeMy OH HE XOJUT B ONOINOTEKY.
2. Ero cnpocuin, -
KaK OH JOOMpaeTCs 10 3aBOJa,
r7e oH OyaeT padoTarh, KOT/Ia OKOHIUT HHCTUTYT.
Kakue (QUIbMBI OH JIIOOUT CMOTPETH.
Kakue U3 3THX QoTorpaduii eMy X0TelI0Cch Obl HMETb.
Kakoi GpuibpM OyIyT HOKa3bIBATh.
¢ KeM OH coOMpaeTCs TOBOPUTH O paboTe.
C KEM OH JieJiajl IIePEBOI.
KTO U3 €T0 Jpy3el CMOXKET IEPEBECTH CTAThIO HA HEMELKUH S3bIK.


http://en.wikipedia.org/wiki/Charcoal
http://en.wikipedia.org/wiki/Chiaroscuro
http://en.wikipedia.org/wiki/Crayon

IpakTHyeckoe 3ansiTue Ne 22,
Ipaxmuxa peuu: Poster art / Apuma
Tpammamuxa: Ilpomenmee u 6yayuiee Bpems rpynnsl Continuous.
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIUI, OBIaACHUE JIEKCUKOW U IPaMMAaTHKOU
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIUTEPATYPY HJIA ITONOJIHCHUA HpO(beCCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYHIECTBIATh MPOECCHOHANBHYI0 KOMMYHHKAIIMIO B YCTHOW M MUCHMEHHOH (popMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIeHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.

TeopeTnueckasi 4acThb.

Poster art has its development origins in Paris, France after the creation of the three-colour
lithograph process around 1850. Led by the work of the father of the industry, Jules Chéret, the poster
provided a low cost method of advertising for theatrical and sporting events as well as store and
manufacturers' goods. The industry attracted the service of many aspiring painters who needed a source of
revenue to support themselves. Competition spawned a breed of poster art specialists and by the 1870s,
colourful posters dotted the city of Paris. In the United States, posters did not evolve to the same artistic
level. American posters were primarily directed towards basic commercial needs to ddiver a written
message. However, the advent of the travelling circus brought colourful posters to tell citizens that a
carnival was coming to town. But, these too were very commercialised, of average quality, and few saw
any real artistic creativity.

In France, posters became a work of art that transformed the thoroughfares of Paris into the "art
galleries of the street." Their commercial success was such that some of the artists were in great demand
and theatre stars personaly selected their own favourite artist to do the poster for an upcoming
performance. The popularity of poster art was such that in 1884 a major exhibition was held in Paris. By
the 1890s, poster art had widespread usage in other parts of Europe, advertising everything from abicycle
to a bullfight. By the end of the 9th century, during an era known as the Belle Epoque, personalities such
as Henri de Toulouse-Lautrec raised the level of poster art even further. Between 1895 and 1900, Jules
Chéret created the Maitres de 1'Affiche (Masters of the Poster) series that became not only a commercial
success, but is now seen as an important historical publication.

1. ITpomenmiee Bpemsi rpynnbl Continuous obpasyetcst u3 nporemiei hpopmsl riarosia to be u
npuyactust I cMbIcioBoro riarosna — was (Were) +ing:

At seven o’clock I waswriting aletter. B ceMb 9acoB s MHCAJT THCEMO.

What wer e you doing yesterday at five? Uro BbI aes1aau Buepa B IsITh?

2. ITpomeqiee Bpemst rpymibsl CoONtinUOUS ymotpedisiercst:

1) [ns BbIpaKeHUS ACUCTBHSA, NMPOUCXOTUBIIETO B ONPEACICHHBIH MOMEHT B IMPOILIOM. JTOT
MOMEHT MOKET OBITh SICEH U3 KOHTEKCTa MU BBIPAXKEH:

a) TOYHBIM yKa3aHHEM BpeMeHH (JacoMm) —
| waswaiting for you at ten o’clock  yesterday. Why didn’t you come? 4 :xaan Bac B 10 yacoB Buepa.
ITouemy BbI He mpUnLINA?

0) IpyruM AeiicTBUEM, BEIPaKCHHBIM TJIaroJIoM B IpolueieM BpeMenu rpymns! | ndefinite —
| was preparing my lessonswhen my friend camein. Sl roroBuJa ypoku, KOraa BouIeJ Moii Ipyr.
What wer e you doing when Pavlov cameto seeyou? Uro Bel Jenaiam, KoOraa K BaM TPHIIET
ITaBaoB?

IIpuwmeuanu e Ilpomemmee Bpems rpynmnsl CONtiNUOUS TepeBOIUTCS HA PYCCKHIA SI3bIK
IJIaroJIOM HeCOBEPILIEHHOTO BH/A.

1. Byaymee Bpemsi rpynnbsl Continuous obpa3syetcst mpu oMoty riarojia to be B Oymymem
BpeMeHH 1 mpuuacThs | cMeiciosoro rinarona Will/shall be + ing:
| shall be listening to alecture at thistime tomorrow.  3aBtpa B 3T0 Bpems 5 OyaAy CIyIIATH JICKIHIO.
What will you be doing at eight tomorrow? Uro Te1 Oyaenib jenaTh 3aBTpa B BOCEMb 4acoB?

2. bynymee Bpems rpymmbel Continuous ynoTtpe6isierest Uist BBIpaXKeHHs IeHCTBUS, KOTOpoe OyieT
COBEpIIAThCs, OyAeT HAXOMUTHCS B INPOIECCE PA3BUTHSA B ONPEACICHHBIH MOMEHT B Oymymiem. DTOT
MOMEHT MOYET OBITh SICCH M3 KOHTEKCTa MM BBIPaXKCH:

1) TounpIM yKa3aHWEM BpeMEHH (Jaca) B OyaymeM —



| shall be preparing my lessons at eight o’clock tomorrow. I 6yay roTroBMThH YpPOKH 3aBTpa B
BOCEMb YaCOB.

2) Hpyrum peiicTBueM B OyayllieM, BBIPaKEHHBIM IJIArOJIOM B HACTOSIIEM BPEMEHH TPYIIIIbI
I ndefinite B mpraaTroyHOM NpeIOKSHUN BPEMEHHU MJIH YCIIOBUS —
When you cometoseeme, | shall be pre paring my lessons. Koraa Tl npuaenis Ko MHe, s 0yy
TOTOBHTH YPOKH.

Bonpocs! u 3a1aHus:
1. IHucomenno nepeseoume.

Other creators such as Eugeéne Grasset and Alphonse Mucha helped develop Art Nouveau, a
complete new style for poster presentations and more. Poster artists such as Théophile Steinlen, Albert
Guillaume, Leonetto Cappiello and others became important figures of their day, their art form
transferred to magazines for advertising as well as for social and political commentary.

The advent of the movie Theatre saw a new form of poster art, the Movie poster and although
mass produced on lower quality paper intended to have a short lifespan, they nevertheless showed the
same creativity of their forerunnersin poster art. World War I saw the Belle Epoque draw to a close and
with it came a sharp decline in the demand for commercial posters as the world had to focus on war-
related messages. In the United States, effective use was made of the Uncle Sam image created on a
poster by James Montgomery Flagg. Directed at citizens to encourage enlistment in the military, to buy
war bonds, or to participate in the war effort in other ways, Montgomery's poster proved very effective.

2. Haiioume ¢ mexcme (meopemuueckoil uacmu) u GblHUWIUME C06A, OMHOCAWUECA K Mmeme
«Postery, ucnonv3ysa anenuilCKuil moJjaKoeslii cj106aps, 0atime um onpeoeieHu.

3. Kaoxwooe cnoeo 6 amauiickom A3bIKe umeem HecKOoJIbKO 3Hauenuﬁ, Komopbsle 3asucam om
KomnmeKkcma u cumyauuu, 6 KOmopolx OHO RPUMEHAEMCA, MAKIIce OHO MOorHcem Obimb Kak 2aaz2010om,
makxk u cywiecmeumesibHbimM, ROIMOMY 6am npeOszaemcn 6blNOJIHUM b CJzeOylomue 3A0aHUA:

- TIOJIB3YSICh AHTIIO-PYCCKUM CIIOBapEM H3YUHTE CTaThiO O ciose "colour";

- BBIITUIIHWTE CJIOKHBIC CJIOBA U ITPOU3BOJHLIC, IIPUBCACHHLIC B CTATBAX;

- YKQKHATE KOJIMYECTBO ONPEIECICHUN, IPUBEACHHBIX B CTATHSIX;

- BBIITUIIHUTE U3 TCKCTA (TeopeTH‘lecKOﬁ ‘IaCTI/I) OpeMIOKCHHUS C JaHHBIM CJIIOBOM M YKAXKXHUTEC, KAKOC U3
3HAa4YeHUI OHO UMEET B JaHHOM KOHTCKCTE.

4. Cocmasvme ceou npeoﬂoafcenuﬂ CO cjloeamu u cjioeseocouemanuAanu.

debris 00JIOMKH, OCKOJIKH, CTPOUTENILHBIH MyCOp

delineate o4yepyMBaTh, yCTAHABIMBATH  OUEPTAHHMS WM  pa3mMep,
n300paxkathb

design N 3CKU3, KOMIIO3UIIUS, 3aMbICE]l, PUCYHOK, YepTeX; V JenaTb
3CKHU3, YEPTHTh

designer PHCOBAITBIINK, TIPOESKTUPOBIIUK, MOJIETBED

difference N.OTIMYHATENLHBIA  MPHW3HAK, pa3Horyacue; V. WITH Ha
KOMIIPOMHCC

dimension N. u3mepenue; pl. pasmepsl, BenuUunHa; V. COONIOAATh HYKHbBIC
pa3mMepsl

distort HCKaXXaTh

destructive paspyLIUTEIbHbIHI

diverse UHO, pa3HOOOpa3HbIN

dossal 3aanTapHas 3aBeca

dothe XOJICT

drafting tape yepTeKHas JEHTa, PyJIeTKa

5. ITocmasvme cnedyromue npedodxcenusn ¢ npouwiedwiem u oyoywem epemenu zpynnost Continuous,
0o6asue HeoOX00UMbBIE NO CMBICIY 0OCHOAMENbCIEA 8PEMEHU UNU RPUOAMOYHbBIE RPEONONHCEHUA
8peMeEnu:

I. What is Comrade Smirnov’s wife doing?—She is preparing for departure. 2. Comrade Smirnov is not
packing his things. 3. Are you waiting for your friend? — No, | am not, I am waiting for my father. 4.
Where are you hurrying to? — | am hurrying to the railway station. 5. He is talking to a friend of his.
6. My daughter iswashing her dress. 7. They are not smoking now.

IpakTnyeckoe 3ansitne Ne 23,
Ipaxmuxa peuu: Poster art / Agpuma (npomoinkeHue)



Ipavmamuxa: Ilpoch0a u mpuKa3aHue B KOCBEHHOH peyu.
Heab: ®opMupoBaHUEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JTO0IKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKY aHTJIMHCKOTO sI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPECBOAUTH CIICHUAJIBHYIO JIMTEPATYPY HJIA ITONOJIHECHUA HpO(beCCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYHIECTBISATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOM M MUCHMEHHOHN (hopMax Ha aHTIHICKOM
SI3BIKEC.
AKTYyaJIbHOCTb TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTBIO OBNaieHneM Y K-4.
TeopeTnueckasi 4acThb.

Limited in their application during the 1930s, following World War |1, television advertising all
but killed the poster industry.

A Poster is any large piece of paper which hangs from a wall or other such surface. They are a
frequent tool of advertisers, propagandists, protestors and other groups trying to communicate a message,
and they also see persona use by people, especialy the young, who wish to decorate in arelatively low-
cost manner.

Purely text posters have a long history: they advertised the plays of Shakespeare and made
citizens aware of government proclamations for centuries.

The great revolution in posters was the development of colour lithography which allowed the
cheap printing of posters illustrated in vibrant colours. The concept was first developed in France but by
the 1890s had spread throughout Europe. A number of noted artists created poster art in this period,
foremost amongst them Henri de Toulouse-Lautrec and Jules Chéret.

Many posters have had great artistic merit and have become extremely collectable. These include
the posters advertising World's Fairs and Colonial Exhibitions. During the First and Second World Wars,
recruiting posters became extremely common, and many of them have persisted in the national
consciousness, such as the "Uncle Sam Wants You" posters from the United States, or the "Loose Lips
Sink Ships" postersthat warned of foreign spies.

IIpocy0a u mpukazaHue B KOCBEHHOW peuyd BBOAsATCS Tiarojamu to ask, to tell, to order u
MepeatoTcs C TTOMOIIBI0 HHOUHUTHBA TJIarojia B YTBEPAUTENBHONW WM OTpUIIATeNIbHON (hopMe (to go, not
to go). Eciim B mpsiMoii peun He yka3zaHo, K KoMy oOpaieHa npocs0a MM MpUKa3aHUe, TO B KOCBEHHOMH
peun ciemayeT o0s3aTenbHO N00ABUTh MECTOMMEHHE HIIM CYIIECTBHTENIBLHOE, KOTOPOE BCErAa SCHO He
KOHTEKCTA.

OH ckazan: «YxoauTe, MoxanyicTa». - OH MONpPOCHII €€ YITH.

Omna ckazana: «[Ipekparute mymersy. - OHa Benena MHE IPEKPATUTh IIYMETh.

CpaBHure:
She said: «Stop making that noise». - She told me to stop making that noise.

[Mpumeuanue 1. OOpaTUTe BHUMaHUE HA PA3JIMYKME B 3HAYCHUU CIICAYIONIUX MPEIOKCHUMN:

Omn mpocusn MeHs He npuxoauTh B 5. (= [Ipexynpennn, 4ToOb! 51 HE TPUXOIMI B 5.)

OH He pOoCHJI MeHS IPUXOAUTH B 5. (= S caM 3axoTen u npuIes.)
[Mpumeuanne 2. B aHrnmmiickoM si3bike ecTh Oojiee yrmoTpeOuTesnbHas Gopma mnepepadd MpUKa3aHus B
KOCBEHHOW peun, 0COOEHHO KOTJa Tiaroj, BBOSIIMA MpPUKa3aHHE, CTOUT B HACTOSILEM BPEMEHH: 3TO
rJ1aron to say, 3a KOTOpBIM CIEAyeT NPUAATOUHOE MPEI0KEHHE.

He says: «Meet me at the station. » OH roBoput: «BcTpeTbTe MEHS Ha CTaHIIUUY.

Hetellsusto meet him at the station. - He says that we are to meet him at the station.
Bropas ¢opma taxxe 6osee 0ObIYHA TOTa, KOT/Ia IPUKa3aHUE IIepeiaeTcs Yepe3 TPEThEe JIHLIO:

He said that she was to leave at once. On ckas3ai, 4To OHa J0JDKHA yeXaTh HEMEIJICHHO.

Bonpocsl u 3a1anus:
L IHucemenno nepesedume:

Other times of great turmoil also produced great posters. The 1960s saw the rise of pop art and
protest movements throughout the West; both made great use of posters. Perhaps the most acclaimed
posters were those produced by French students during "les évenments" of May 1968.

The movie industry quickly discovered that vibrantly coloured posters were an easy way to sdll
their pictures. The collection of movie posters has become a mgjor hobby. Today movie posters are
valuable collectibles, but in the beginning, they were just one more way the big studios tried to convince
audiences to go to the movies. Bruce Hershenson, a vintage poster dealer, explains the origins of movie
poster collecting.



2. Jaume awuenuickue IKGUGANEHMBL CACOYIOWUX CN06 U  GLIPANCEHUN:  TPEXIBETHBIN
nuTorpadUIeCKUuil OTTUCK, ACIICBBIA METOI, KPACOYHBINA, ICTOYHUK JO0XO0/a, KHHOMHAYCTPHS, YCCHBATh,
Pa3MHOXaTh, IIOJb30BATHCA OOJIBIINM CIIpoCOM, NOAHATHL YPOBCHB, IIOKa3, IPHUXO/I, 6yMara Ooitee
HU3KOI'0 Ka4CCTBa, MIOBCPXHOCTD, HOHyanHBIP'I, IIPUBETCTBOBATL.

3. Haiioume ¢ mexcme (meopemuueckoil uacmiu) u GbIMUWIUME C06A, OMHOCAWUECA K Mmeme
«Postery, ucnonv3ysa aH2nuiCKUil moaKoeslil c106aps, 0aiime um onpeoesieHus.

4. Haiioume ¢ mexcme (meopemuueckoil wacmu) cio6a, KOmMopbvle COOMEECHCMEYIOM Cledyioumum
onpe()eﬂeuu}m u 6 coomeemcmeuu C NPOUYUMAHHBLIM MEKCMOM RUCBMEHHO cocmasebme C HUmMu
npeonoxcenus:

- produce or generate in large numbers;

- large printed picture;

- display (esp. public) of works of art etc.;

- making something publicly known;

- distinctive manner of a person, artistic school, or period;

- cinemafilm;

- item sought by collectors,

- have as on€'s purpose;

- of high or peak quality;

- starting-poaint.

5. Cocmasbme c6ou npeonoicenus co c108amu U C1060COYCMAHUAMU:

easal MOJIBOEPT

embed BpE€3aTh, BCTABIIATD; 3aII€4aTICTh

emphasis 0c000e BHUMaHKE; Pe3KOCTh KOHTYPOB

engrave I'paBUPOBATh, P€3aTh 110 KAMHIO

enigmatic 3araJoYHbIi

encaustic N. PHKAYCTHKA, XUBOIMCh BOCKOBBIMH KpacKaMH C TIOMOIIBIO
TOPSYUX METAUTMYCCKUX HHCTPYMEHTOB, d. SHKAyCTHUYCCKHUH;
0003KKEHHBIH, OTHOCSIIHMICS K 00KUTY (0 KepaMHUKe, IMaIH)

erect yCTaHaBIIUBaTh, BO3JIBUTATh

esoteric TalHBINA, U3BECTHBIN TOJIBKO MOCBSIICHHBIM

etching rpaBUPOBKA

even POBHBI, TTaKH

exact aKKypaTHBIHI, TOYHBIN

exhibit ITOKa3, BLICTABKA

exhibitor CHEIAAINCT TI0 BHICTABKAM

expense Tpara, pacxoi

at the expense (of) 3a CueT

6. Ilepeeeoume npednorceHus Ha AHSIUICKUIL A3bIK, 00paAULAA 6HUMAHUE HA GbIPAdICEHUE NPOCLObLL H
HPUKA3AHUA 8 KOCGEHHOIL pey:
1. OH mompocHI CBOETO JpyTa -
pa3OyauTh €T0 B CEMb.

He OyauTh ero.

OTKPBITh OKHO.

HE OTKPbLIBATH OKHA.

c/eNaTh 3aBTpa COOOIICHHE.

HE JIeNIaTh 3aBTPa COOOIICHHS.
IMOBECTH ChIHA IOTYJIATE.

HE BOAWTH ChbIHA I'YJIATh.

2. Ckaxure emy, 4ToOBI OH -
TIOTOPOITHIICS.

HE CITeIINIL.

He Jeniasl padoTy B CIIEIIKE.
3aropai TOJILKO Yac B JICHb.
COBCEM He 3aropai.

BCTaJ PaHo 3aBTPA.

IpakTHyeckoe 3ansiTue Ne 24,



Ipaxmuxa peuu: Film studio / Kunocryaus
I'pammamuxa: TipuaarouHble NMPeAJI0KEHUSA CIEACTBUA.
He.l'lb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHGTCHHHf/i, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOfI
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JT0JIKCH
3HATh: HOPMBI YIIOTPEOIICHHUS IEKCUKH aHTIUICKOTO A3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHHUAJIBHYIO JIUTEPATYPY MJIA IOIOJIHCHUA HpO(I)eCCI/IOHaJ'IBHBIX 3HaHI/II71;
OCYUICCTBIIATH HpO(i)CCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B YCTHOP'I U NHUCbMEHHOM (bopMax Ha aHTJIUHCKOM
SI3BIKEC.
AKTYyaJIbHOCTb TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTBIO OBNIaieHneM Y K-4.
Teopernueckasi 4acThb:

Before 1940, each film studio maintained its own offices (or exchange) in every major city. The
studios would send the films and their posters to al the exchanges and from there, they would be
distributed to the surrounding Theatres. The big city Theatres would just go to the exchange and pick up
the films and posters right before they would show them (for big films they might order extra postersin
advance of the opening to create an elaborate display). Theatres in smaller towns would often receive
their films via Greyhound bus, which back then serviced just about every town in the country. The films
would be in containers that would have the posters (often just one or two one-sheets and a set of lobby
cards) tucked in a pouch on the outside of the container. Most Theatres would show afilm for 3 or 4 days
(as part of a program that might include features, a cartoon, a newsred, and possibly a serial chapter), and
then send it on (via bus) to the next Theatre. Often the Theatre manager would put the film on a late night
bus right after his last showing and it would arrive at the next Theatre the following morning, in time to
be displayed for that night's show. The film might go by bus through a circuit of many Theatre s before
returning to an exchange. After the film returned to the exchange, it would go back out to other Theatres,
and often the posters had to be replaced, as they were torn and tattered from being put up and taken down
several times. This more than anything explains why posters from before 1940 are extremely rare. Theatre
owners couldn't give their posters to collectors, no matter how hard they begged, because they were
needed at the next Theatre. This whole system of having to deal with each studio separately might sound
very inefficient, but remember that in the 1930s many Theatres were owned by the studios and so only
showed that studio's product; and most of the independents would only get their films from a couple of
studios, so it wasn't that complicated.

IIpuaaToyHble NMpeaIosKeHUs! CAeACTBUS BBHIPAKAIOT CIEICTBHE, BHITEKAIOIIEE U3 COJEPIKAHUS
IJIaBHOTO npeanoxeHus. OHM NPHUCOENMHSIOTCS K TJIAaBHOMY MpPEIJIOKEHHIO coro3amu such... that
makoi... umo, so (...) that max umo:

The children made such a noise that I couldn’t work. JleTu Tak 1rymesu, 9to s He MOT paboTaTh.

Tak ke Kak U B PYCCKOM $I3bIKE, COOTHOCHUTEJIbHAS YCUIIUTEIbHAS YaCTHLIA SO MAK MOKET BXOJUTh
B COCTaB TJIABHOI'O TMPE/UIOKEHUs JJIs TOJYEPKUBAHUsS, YCHJICHHS TOTO WIH WHOTO KayecTBa, a
MecTouMenue such marxoil (makoeot) Kak CpPEeICTBO YCHIICHUS COUETaHMsI C CYIIECTBUTEIBHBIM BCErJia
BXOAMT B COCTAB IJIABHOT'O MPEIJIOKCHHUS.

The book was so difficult that | couldn't read it. Kaura 6si1a Tak TpyaHa, 94TO ST HE MOT YHTATh €€.

OOparuTe BHUMaHHE Ha TO, YTO B MPHIATOYHOM MPEITIOKECHUU CIEICTBHUS YacTO yIoTpeOsieTcs
MOJANIBHBIH TJ1aroJ1 can moey:

My friend was so busy yesterday that he couldn't go to the country with me.

Moii apyr OB Tak 3aHAT BYepa, YTO HE MOT [T0OeXaTh CO MHOH 3a TOPO/I.

Bonpocsl u 3a1anus:
1. Omeemvme na sonpocot.
1. What might go by bus through acircuit of many Thestre s before returning to an exchange?
2. When did each film studio maintain its own offices (or exchange) in every major city?
3. When would the big city Theatres just go to the exchange and pick up the films and posters right?
4. Why would often the Theatre manager put the film on alate night bus right after his last showing?
5. What would often receive their films via Greyhound bus?
6. Using information you gained from the text comment on collecting posters.
2. Pazbeiime mekcm (meopemuueckoil 4acmu) HA J102UYECKUE UACHU U 03a21A6bHE KANCOYIO.
Oobocnyiime eaui 6v1O0p.
3 U3 Kaxcoozo adzaya (meopemuueckoil uacmu) eblnumume npeodsiodxHcenue, 3aKiouaouee 8 ceoe
OCHOBHYIO MbILCITb.



4, Hcnonv3ya eviopanHsle Bamu npeonosricenus Kak naaH, HAnuwume aHHOMAYUI0 MeKcma
(meopemuueckoit wacmu).

5. Ilpeoopasyiime noyueHHYIO UHDOPMAUUIO 6 MOHONOUYECKOE GLICKA3LIGAHUE O COOLIMUSAX,
HPOUCXO0AUUX 8 OPY2OM 8DEMEHU U 8 OPY20ll cCmpaHe U zpaguuecKu nPOUIIIOCmpupyiime e2o.

6. Hcnonv3ysa nekcuKy mekcma (meopemuueckoli 4acmu) cocmasvme Kpocceopo ¢ hpazmenmamu,
cooeprcamuii ne menee 10 onpeoenenuii no zopuzonmanu u 10 onpedenenuii no eepmuxanu.

7. Cocmagbme c80U NPEONOHCEHUA CO CLOCAMU U C1OB0COUCHAHUAMU

feature V. m3o0paxaTh, pHUCOBaTh, HaOpachIBaTh, OOPHCOBBIBATH; N.
YepTHI JIHLA

felt BOIIIOK, eTp

film JIETKUH CJIOH, TUIeHKa, 000I04YKa

frisked film MOHTAa)KHas IIEHKA, KMOHTAXKKA»

fixative (ukcaTus, Gukcax

flourish N. myMHast pekiama; V. MpolBeTaTh, IpeycrneBaThb

foreground HepeIHNi MTaH

foundry JIATHE

frame N pamKa; V co3aBarthb

framing pamKka, oOpamiIeHHe

fresco (hpeckoBas KHUBOIUCH, YKpamaTh ppeckaMu

full-scale HIMPOKOMACIITAOHBIH

8. Ilepeseoume:
DTO0 Takue TPpyAHbIe YIpaXHEHHU. JTO TaKue MHTepecHble KHUTH. [lokiian OblT Takoi MHTEpPECHHIH!
OT0 TaK BaXHO?

[pakTuyeckoe 3ansaTue Ne 25.
Ipaxmuxa peuu: Web sitedesign / Iu3aiin caiita
FpaMMamuKa: Crenenn CpaBHCHUSA NpWiaraTeJbHbIX.
Heanb: ®opMupoBaHNEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3yiabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO I3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: YNTaTh U NCPEBOJUTE CICHHUAIBHYIO JIMTEPATYPY AJIA IOIMMOJTHCHUA HpO(l)eCCI/IOHaJ'II)HLIX 3HaHI/II>'I;
OCYHIECTBIATh MPOGECCHOHAIEHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMaxX Ha aHTIIUHACKOM
SA3BIKC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

Let's pretend you asked me to design a Web site for you. Then we also need to pretend, of course,
that | said yes, which | would almost never do because freelance clients are usually nuttier than an
Almond Joy and about as smart as a bag of hair. I'm speaking generally, of course.

Now pretend | said, "I quit. You can design this site by yourself." Which I'd most likely do,
becausein this scenario you're the client, and I've already expressed my views about the client.

"Don't worry, though. I'll talk you through it,” | say. "Why? Because that's the kind of guy | am."
Thefirst thing you need to do is ask yourself afew questions:

» What isthe point of the site?

» What are your goals?

* Do you want to show the world pictures of your cat?

* Are you trying to sell worms through the mail?

* Are you promoting your new major motion picture?

The answer will help you begin to focus your page. As you edit your material, you will quickly
see that the picture of your cat has no business on the homepage of your new blockbuster.

Next questions:

» Who are you, and who's your audience?

» Areyou a 21-year-old girl trying to communicate with other 21-year-old girls?

* The president of a start-up company trying to get some cash from an investment bank?

Hint: Purple and unicorns will work really well for one of these situations. Then you've got to
answer technology questions. Y ou might have to guess on this one, but you still need to think about it:

» How will your audience view your page?



» Will your content appeal to a business crowd accessing the Net on aT 2, or isit for the folks at
home with 14.4 modems?

While considering speed, you should also think about browsers and plug-ins as well.

» What makes more sense for the purpose of your page?

Y ou don't need Shockwave, Real Audio, or Java if you only want to post a picture of your cat. On
the other hand, they might be necessary if you want to impress people with fancy-shmancy smoke and
mirrors. Remember, Manhattan was purchased for US$ 4 and some beads.

CTeneHu cpaBHeHUs NPUJIAraTeJbHbBIX.

[IpunararenpHble B aHTIMICKOM SI3BIKE, B OTJIMYHE OT PYCCKUX WMEH MpPUJIaraTelIbHBIX, HE
MUMEIOT KaTeropuu poja, 4ucia, majexa. KadecTBeHHbIE HMEHa NpUiIaraTtelibHble B aHTTIMICKOM S3BIKE,
TaK k€ KaK M B PYCCKOM S3bIKE€, UMEIOT TPU CTETICHH CPaBHEHHS: ITOJIOKHUTEIbHYIO, CPDABHUTEIBHYIO U
npeBocxoHyto. OJHaKO B OTJIMYHME OT PYCCKOTO $I3bIKa, B KOTOPOM KaXK[0o€ MpuiaraTeibHOe, Kak
MPaBUIIO, UMEET M CIIOXKHYIO (COCTOSIIYI0 M3 ABYX CJIOB) M MPOCTYIO (HOpMBI CTENEHEH CpaBHEHUSI
(Hampumep: WHTepecHee W 0Oojee WHTEPECHBI, WHTEPECHEHIMI ¥ caMbIii WHTEPECHBIN), KaXKIOE
aHTTUICKOE MPHUJIaraTelbHOe, KaK MPaBUIIO, UMEET TOJBKO OJHY (POPMY — MPOCTYIO UK CIOKHYIO.

1. OmHOCIOXKHBIE TIpUIIATaTeNbHBIE U IBYXCIIOXKHBIE MpHIaraTelbHble, OKAaHYMBAIOIIMECS Ha -Y, -
e, -€r, -OW, 00pa3yloT CpaBHUTEIHHYIO CTENEHb ITyTeM NpPUOAaBICHUS K TOJOXKUTEIHLHOW CTETeHU
cydukca -er, KOTOPHIl YATAETCS, U MPEBOCXOAHYIO CTEIIeHh — IyTeM mpubaBienus cyddurca -est,
KOTOPBIN YUTAETCS:

small manenvkuii smaller menvuuuii smallest naumenvuiuii

easy nezkuil easier nezcue easiest camblil nezkut

2. llpaBuna opdorpadun. [Ipn oOpazoBaHuM CcTENEHEH CpaBHEHUS MPH TOMOLIH CYPPHUKCOB -er
U -est cieyeT MOMHUTH cieaylomiee.

a) Ecnu npunaratensHOe B TIOJMOKUTENFHOW CTETIEHN OKAaHYMBAETCS HA HEMYIO OYKBY €, TO TIpH
npuOaBJiIeHNH -el 1 -€St 3Ta OykBa OImycKaeTcs:

large 6orvwon largrer 6oavwut  largtest naubonvuiuil

0) Ecnu mpunaratenbHOEe B IMOJIOKHUTEIBHOW CTENEHW OKAHYMBAETCS Ha COTJIacHYI0 OYKBY ¢
MIPEIIIECTBYIOMIEH TTIACHON, MMEIOIIEH KpaTKoe YTeHHe, TO KOHeUHas corjlacHasi OyKBa yABanBaeTCA:

big 6omvwon  bigtgter onvuui big+gtest naubonvuuii

B) Eciu mpuaratensHOE B MOJIOKHUTEIILHON CTETICHH OKAHYHMBACTCS HA Y C TPEIIICCTBYIONMICH
COrJIacHOM OYKBOM, TO B CPABHUTEJILHOM U MPEBOCXOTHOMN CTEIICHH Y TIEPEXOJIHUT B i

busy sanameii busier 6onee sanamoii busest camwiti sanamori

Onnaxko, ecnii OyKBe y MPEANISCTBYET TIIacHast, TO y OCTaeTcsl 6€3 N3MECHCHUS:

gay secenviti gayer bonee gecenviti gayest camviii secenviti

3. Aurnumiickue npuiararenbHbie good xopowwaii, bad naoxou, little marenvruit, mano, many u
much mroeo, Tak ke Kak U COOTBETCTBYIOIIUE CIIOBA B PYCCKOM sI3bIKE, 00Pa3ylOT CTEIICHH CPAaBHEHHS HE
oCpeACTBOM CY(h(HUKCOB, a OT APYTroro KOpHs:

[TonoxuTeapHas CTECHD

CpaBHI/ITeJ'ILHaﬂ CTCIICHb

HpGBOCXOHHaﬂ CTCIICHb

good xopouwiuii
bad nroxon

little manenvruit
many mroeo

far oanexun

better ryvwe
WOr se xyorce

less menvue

mor e bovuie
further 6ozee
Farther oarexuu

best (naw)nyvwui
wor st (nau)xyowui
least naumenvuiui
most 6obue 6ceco
furthest camoui
farthest oanexuii

I1 puMCE4YaHMUC. PYCCKOC CJIOBO ME€HbIII€ IICPECBOAUTCA Ha aHTJIMACKUI S3BIK CIIOBOM €SS B
TOM CJIy4daec, Korga OHO OTHOCHUTCA K HCUCUHUCIIACMOMY CYIIECCTBUTCIIBHOMY, U CIIOBAMU S’na“er, faNer,

Korga OHO OTHOCHUTCA K UCUHUCIAEMOMY CYHICCTBUTCIIBHOMY:

CeroyiHs y Hac MeHbIIIe CBOOOTHOTO BpeMeHH, YeM BUYepa.

yesterday.

Today we have less free time than

Drta KOMHATa MeHbIe Toi (pazmep). Thisroom issmaller than that one.

S nenaro ceifuac Menbine ommmook . | make fewer mistakes now (koruuecmeo).

4. BOJIBIIMHCTBO JIBYCJIOKHBIX MPHUIAraTelbHbIX, a TAKXKE MPHIaraTelibHble, COCTOSIINE U3 TPEX
U OoJiee CIOroB, 0OpPasyrOT CPaBHUTEILHYIO CTEIEHb MPH MOMOIIK CIIOB MOre Honee i |€Ss menee,
most cameiti, naubonee wim least uaumenee, KOTOpBIE CTaBATCS TeEpen TPHIAraTelbHBIMH B
HOJIOKUTEILHON cTeneHd. TakuM 00pa3oM STH IpUiIaraTejbHble UMEIOT CIOXKHBIE (OPMBI CTEMEHEN
CpaBHEHHS (COCTOSIINE U3 IBYX CIIOB):



mor e active most active

active bonee akmueHwlil camblil aKMuUGHbLIL
AKMUBHbIIL less active least active

MeHee aKMUBHbILI HaumeHee aKmueHblli

moreinteresting most interesting
interesting bonee uHmepecHwiti camwlli UHMepPeCcHbll
UHmMEpeCHbI lessinteresting least interesting

MeHee UHmepecHblll HaumeHee UHIMEPECHbBLI.

ITpumevanus.

1. CYHICCTBI/ITCHLHOG C OIIpPCACICHUEM, BBIPAKCHHBIM MNPUIAraTCJIbHbBIM B npesocxonﬂoﬁ
CTCIICHU, y1'IOTp€6J'IHCTC$I C OINpCACIICHHBIM apTHUKIICM, €CJIU II0O CMBICIY HE Tpe6yeTcsI Kakoe-11u00
MCCTOHMMCHHUC:

Moscow isthe largest city in our country. MockBa camblii 00J1b110§i TOPOJ B HaIIEH cTpaHe.
Ho:
My best friend livesin Leningrad. Moii Jiyummii qpyr *xuBeT B JIeHUHrpae.

2. OnpeneneHHbI apTUKIIb COXPAHIETCS Mepe NPEBOCXOJHOM CTENEHBIO U B TOM CiIy4ae, Koraa
CYIIECTBUTEIHLHOE HE YIIOMSIHYTO (T.€. TOIpa3yMeBaeTCs):

The Moscow Underground is the most beautiful in theworld. MockoBckoe MeTpo — camoe KpacuBoe
B MUpE.

3. B anrnmiickoM s3pIKke TMOCie NpUiIaraTelbHOTO B CPaBHUTENBHON CTENEeHW Bcernaa
ynorpebisiercs coto3 than uem, Toraa Kkak B pycCKOM SI3bIKE 3TOT COKO3 MOXKET OITyCKaThCS:

My son isyounger than you. Moii ceiH MoJ10zKe, 9eM BBL. (Moii CHIH MOJIO3Ke Bac.)

4. Ilpu mepeBoje pPYCCKUX CIOBOCOYECTAHHM €O CIOBaAMHU JYYINMH, XyZIIMid, MJIaIIIuid,
cTapmMii ciexyeT MMeTh B BHJAY, YTO TOJBKO MO KOHTEKCTY MOXKHO OIpPENENUTh, SBISIOTCA JU OHU
CPABHUTEIBHOMN WM IPEBOCXOHON CTETIEHBIO COOTBETCTBYIOLINX MPHUIIAraTeIbHBIX.

Cpasnume:

Jaiite MHe Jyqymmii ueMonan. DToT MHe He HpaBuTcs . Give me a better suit-case. | don’t like this
one. (CpaBHUTENbHAS CTETICHB ).

D10 Jy4inasl yJuna Hairero ropoga.  Thisisthebest street in our town. (ITpeBocxoaHast CTeneHs)

Bbl ganu Xyammii npumep, dem toBapui [1eTpos. Y ou gave a wor se example than Comrade Petrov
did.

Bot xyxmmii nukrant. Hereisthe wor st dictation.

BOl'lpOCbI U 3a1aHUA.
1 Haiioume 6 anzno-pycckom cnoeape IK6UGa1eHmMbl C1eOYIOUUX C1106 U 8bIPANHCEHUIL U BbIYUUME UX:
pretend, sketch pads, adobe, obsolete, software, to design a Web site, smart, nuttier, edit, to sell worms
through the mail, goal, to impress peopl e with fancy-shmancy smoke and mirrors.
2. ITucomenno nepesedume npedﬂo.m'euuﬂ, oﬁpama;l 6HUMAHUE Ha nepeaoo 2714207106, évlnuiume ux,
onpedenume epemennyro gopmy u ykancume ungpunumues. Modern graphic design has evolved into a
profession that is done almost entirely on computers. Common tools include Apple Macintosh computers,
sketch pads, Adobe InDesign, Adobe Photoshop, Adobe lllustrator, and Adobe PageMaker (now
considered obsolete, but used by many U.S. high schools), QuarkXPress, Macromedia Freehand and
Fireworks, Paint Shop Pro, Corel Graphics Suite, and many other software programs.
3. Iucomenno nepesedume mexcm (MeopemMuUUecKoil Yacmu) u3 NPAMOU peuu 6 KOC6EHHYIO.
4. ITucomenno oaitme omeemuvl Ha HOCMAGICHHbIE 6 MEKCHe (meopemuuecxoﬁ uacmu) 80NnpOCHIL.
5. Cocmaevme ceou npedﬂo.)fcenu;l CO cosamu u cioeocouemanHuamu.

galery rajgepest

generous BEJIMKOYIIIHBIN, IEAPHINA

genius TeHUA

glaze r1a3yphb, JECCUPOBKA

gesso THIIC JUIS CKYJIBIITYPBI

ginger PBUKHI [IBET

grace n3AMEecTBO (JIF00E3HOCTD), OIaroCKIOHHOCTh, TaKT, NPUIHYUE,
MUJIOCEPIUE

grade N. KA4YeCTBO, COPT; V. MOCTEIICHHO MEHATHCS, IIEPEXOIUTh

grid pelieTKa, ceTka

grind pactupath (B MOpOMIOK); HUIH(OBATH, MOJUPOBATH, T'PAHHUTH



(ayiMa3) menaTh MaTOBBIM (CTEKIIO)

grisaille rpHU3aiin
grant JKQJIOBATh I€HBIU
grattage pactupaHue

6. Ilepeseoume na anenuiicKuil A3bIK cledyloujue npuilazamesibhole U 00pasyime ux cmenenu
CPDAGHEHUS:

Y3KUU, TPSI3HBINA, BAXKHBIN, IIUPOKUN, MAIICHbKUM, TOHKUH, TOJOJHBINA, KPACUBBIH, IJIOXO0M, CHACTIIMBBIM,
TUIOAOTBOPHBINA, CTPAHHBIN, YAOOHBIHN, CEpIANTHIA, TPOMKHAN, HU3KWH, XOPOIIHH, MPSIMOH, MOJIOIOH,
JIOpPOTOH.

7. Ilepeseoume na anznuiicKuil A3bIK c1e0yOuUe NPEONONHCEHUs, 00pauas 6HUMAHUE HA CHEeNeH
CPAGHEHUS RPUIA2AMETbHBIX:

1. 3mech oueHb TeMHo. JaBaiite 3annMaThbes B KomHare Ne3. Ona cBeTiiee Hameit. 2. Bamre mecTo (Seat)
camoe Heyo0Hoe. 3. 3uMoil THU Kopoye, yeM eToM? 4. Kakoil Mecal caMblii KOPOTKHU# B roay? 5.
Bama nous crapme Moeld. Moeil fouepu TOJIBKO IIECTh JIET, a Balllel yXKe ceMb. 6. 3aBTpa MbI ITOE/IEM 32
ropoJi caMbIM paHHuM moe3aoM (train). 7. Okos0 oKHa X0J10AH0. J{aBaiiTe csiieM Croia, 37eCh Teliee.

I[pakTnyeckoe 3ansitue Ne 26.
Ipaxmuxa peuu: Web sitedesign / Iu3aiin caiita (IpogonKeHue)
T'pammamuxa: UmeHnHble Oe3IMYHbIE MPEAJI0KEHHS.
Heanp: ®opMupoBaHNE KOMMYHUKATUBHBIX KOMIIETEHIIUHM, OBJIaJICHUE JIEKCUKON U TPaMMaTHUKOU
B pesyabTarte 0cBOeHHE T€MBbI CTYAEHT J0JI5KEH
3HATh: HOPMBI YIIOTPEOIICHNUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTH CICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJTHCHUA HpO(i)eCCI/IOHaJ]I)HBIX 3HaHI/II71;
OCYIIECCTBIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YCIIOBIeHa HEOOXOAMMOCThIO OBNIaieHneM Y K-4.

TeopeTnueckasi 4acThb:

Now that you've figured out what your site is about, who the viewers are, and what kind of
technologies you want to use, it's time to think about hier-archies. Not everyone has a huge monitor, so
your most important elements need to be at the top of the page, where viewers will see it immediately.
The smallest monitor out there is 640 by 480 pixels, so your design should work on a basic level within
those parameters. If one of your goalsisto get people to call your 800 number, you better make sure they
can see it without scrolling. (Advertisers don't want their banners placed three clicks down for a reason.)
Think of that first screen as the front page of a newspaper. Really important stuff goes on the front page,
and the most important stuff goes on the top or "above the fold," as newspaper folks say.

Another thing to remember is that people read |€eft to right and top to bottom. They almost always
look at the upper-left corner first, which is a good place to put something really important. None of this
holds true, of course, if you're Japanese and read top to bottom, right to left, but the point is that it's good
to be aware of how your audience's eyes will travel across the page.

When deciding which colours (your paette) you'll use on the site, you need to ask (again with the
guestions):

* Do the colours you pick work well with the goals of your site?

* Do the colours exist on the universal-colour palette?

« In an old browser, will you be able to read black type on the back-ground colour you picked?

Use a limited palette: a few colours can go a really long way. Be smart about the colours you
pick. Don't think in terms of your favourite or least favourite colours. Just make sure they support your
message and tell your story.

HNmennble Oe3jMuHble npemioxeHus. besnuunesie npeanoxenus tuna It is difficult to find
SIBTISIFOTCS. PA3HOBHJHOCTBIO UMEHHBIX OE3JTMYHBIX TPEAJIOKEHUH W OTIMYAIOTCS OT HUX TEM, YTO OHHU
BBIPKAIOT OTHOIICHUE, MHEHUE TOBOPSILETO O JICHCTBUH, BEIPAKEH HOM WH(QHHUTHBOM, CIEIYIONIHM 32
MMEHEM NpHUJiaraTeJbHbIM, HalpuMep:

Itiseasy toread thisbook. DTy KHUry JIerKO YHTaTh.

Korna rosopsimiuii xxenaeT yka3zath JIMIO0, KOTOPOE BBIMOJHSET JICMCTBUE, BHIPAXKEHHOE
HHQUHATHBOM, yIIOTpebisteTcss 060pot ¢ mpemtorom for:

It iseasy for him to read this book. Emy sierko unrarte 3Ty KHHTY,



B Takux O€3IHYHBIX MIPEITOKEHHAX Yallle BCEro yroTpedsiores npuararensasre difficult
mpyouwiti, €8sy nezkuti, trange cmpannwiii, POSS ble sozmoorcnwii, impossible resosmoorcnuiil, NEcessary
HeoOX00UMbIli 1 HEKOTOPBIE JPyTHE.

Bonpocsk! u 3a1aHus:
1. Ilepeseoume:
The other big question with colour is readability. The type should sit comfortably on the background
colour. It's more than an issue of high contrast. White type on a black background is readable, but if you
try light grey type on black, the end result is more comfortable to the eye. If you go for alot of contrast
and then back off a bit, you'll probably end up with something subtle that's a little more complex and
interesting. Of course, you can never go wrong with black type on awhite background. It might not be the
flashiest way to go, but it's bulletproof.
2. Coznacumecs unu He coO2n1acumecs co czzedylomufnu BbICKA3bl6AHUAMU. 060cuyﬁme c60€e MHEHUe.
1. Everyone has a huge monitor, so your most important elements need to be at the top of the page, where
viewers will seeit immediately.
2. If one of your goalsisto get people to call your 800 number, you better make sure they can see it with
scrolling.
3. Another thing to remember is that people read | eft to right and top to bottom.
4. Use unlimited palette: alot of colours can go arealy long way.
5. The type should sit comfortably on the background colour.
6. You can never go right with black type on a white background.
3. Cocmaevme anzno-pycckuii ciogaps 01a padomot WEB-Ou3aiinepa.
4, Coenaiime maxem ceoeiit Hnmepnem-cmpanuuybl.
5. Iloozomoevmecs Kk ponesoit uzpe.
Cumyayusa: Bel — muzaiinep. [lonp3ysce monmydeHHOW WH(pOpMAIHel, MpoBenuTe Oeceqy C KIHUSHTOM,
KOTOpBIA XOueT caenaTh BaM 3aka3 Ha M3rOTOBJIECHHE IUIakata M VIHTepHET-CTpaHULbI ISl CBOEH
KOMITaHUU.
6. Cocmasvme ceou npednoafcenuﬂ CO cjloeamu u cjioeseocouemanuAamnu.

handy yIOOHBIiA, TOPTATHBHBIN

hang BEIIIATh, Pa3BEIINBATH, BHICTABIISATH KAPTHHBI

hatching HITPHX, IITPUXOBKA

cross hatching IPaBUPOBKA, IITPUXOBKA MEPEKPECTHBIMH ITPUXAMU

random hatching IPaBUPOBKA, INTPHUXOBKA OCCIIOPSIOYHBIMH IITPUXAMH

broken hatching IpaBUPOBKA, HITPUXOBKA JIOMAHBIMHU JTHHHSIMHU

haze JIBIMKa, TyMaH

heat-set oils HPEIBAPUTEIBLHO MMOJOTPEThIE MACISIHBIC KPACKU

heir HACJIEJHUK

highlight n. ceeroBodl dddekr, Onmk; Hamboiee SpPKUE YUACTKH
U300pakeHNs; V. BBIIBUTaTh HA EPEAHUI IJ1aH, IPKO OCBEIATh

hire HaHUMATh

hoax 00MaH, MHCTHKA

hue LIBET, OTTEHOK

7. Ilepeseoume npeonosdcenus Ha aHIAUNCKUIL A3bIK, 00pawiasa GHUMAHUEe HA Oe31UYHbIe
npeonosceHun:

1. Ceiiyac cIMIIKOM paHO 0OCYaTh STOT BOIpoC. 2. BaxkHO cka3aTh €My CErojHs, KOTJa MbI YE3KaeM.
3. 3uma. J{oBOIBHO X0J0/1HO. YacTo UAET CHET, U MHOT/IA 1 COBCEM HE XOUY BBIXOJIUTH U3 AoMy. 4. 3UMOi
TPY/ZHO BCTaBaTh paHO, MOTOMY 4YTO. YTPOM ellle TeMHO. 5. Bopuc 3HaeT HeMelkuii u (paHIy3cKuii
SI3BIKH, TIO9TOMY €My JIETKO M3y4aTh aHTIUHCKUI A3bIK. 6. Bam TpynHo maru? /laBaiiTe BO3bMEM TaKcH,
a? 7. CoBceM He cTpaHHO, 4TO IleTpoB, HaKOHEL, 3aKOHYWJI UHCTUTYT, OH MHOTO 3aHuUMaics. 8. Jloxab
yxe uner? — Hert eme, HO ckopo moiaeT. 9. Korna s Beimen u3 qoma, men m1oxas. 10. Kak gacto umyt
3aech goxau? 11. Cerogas yTpoMm erne men J0XIb, a ceifgac uaet cHer. 12. Ha mpommioii Hemene yacto
1IeJT CHET.

Cnucok JuTepaTypbl, peKOMEHAyeMblil K HCIO0JIb30BAHUIO M0 JAHHOM TeMe:

OcHoBHas JuTepaTypa

1. Arab6eksn, U. I1. AHruiickuii s3bIk 17151 OakanaBpoB: yueb. mocooue / U. I1. AradeksH. - Poctos #//1:
®denukc, 2015. - 379 c.

JonoaHuTtenbHas JuTepaTypa



1. MHocTpaHHBIH SI3bIK (QHIVIMACKUAN S3BIK): MPaKkTUKyM / MUHHCTEPCTBO KyNbTypbl Poccuiickoit
Oenepannn, I9bC KeMepoBckuil rocyaapCTBEHHBIH WHCTUTYT KyJIbTypbl, CoIManbHO-TYMaHUTAPHBINA
uHCTUTYT, Kadenpa mHOCTpaHHBIX 3bIKOB. - KemepoBo: KemepoBckuii rocyaapcTBEHHBIN WHCTUTYT
KynbTyphl, 2017. - 212 c.

2. AHrWiACKWHA SI3BIK A CTYJASHTOB YHUBEPCHUTETOB. UTeHWe, NMUChbMEHHAs IMPAKTHKa W TPaKTHKa
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. Bepesuna, F0.A. UBanosa u ap., Y. 1. - 2-¢ w3z,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHTTIUHCKHUH SI3BIK TSI CTYIEHTOB, O0YYAIOIINXCS TI0 criennaibHoCcTH "J{n3aifH": yueOHoe mocobme
JUTSL CTYJIEHTOB, o0y4atomuxcs o cnenuanbrocTH "J{n3ain" / [I. B. llleBnoBa u mp.]. — M.: Beicmr. mik.,
2007.-340c.

4. bapaunckas, T. P. Auramiickuii 5361k B cepe AuzaiiHa DNeKTpOHHBIH pecype: YueOHoe nocodue / T.
P. bapmunckas, E. B. KapmeBa, A. A. ®makcman. - Hwknawmit Hosropoa: Hwmkeropomckuit
TOCY/IapCTBEHHBII apXUTEKTYpHO-CTPOUTENbHBIN YHUBepcuTeT, ObC ACB, 2018. - 127 c.

I[pakTuyeckoe 3ansaTue Ne 27.
Ipaxmuxa peuu: Style of painting and sculpture/ CTuib »KUBONUCH U CKYJIbNTYPbI
I'pammamuxa: CTeneHu cpaBHEeHUs] HAPEYMIA.
Henab: ®opmMupoBaHrEe KOMMYHUKATUBHBIX KOMIETEHIUH, OBIAJCHUE JIEKCUKON U TPAMMAaTHKOMN
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTH CICHHUAIBHYIO JIMTECPATYPY AJIA IOIMOJTHCHUA HpO(i)CCCI/IOHaJ'II)HLIX 3HaHHI>'I;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHM (popMax Ha aHTIIHHACKOM
SA3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

Academic art is a style of painting and sculpture produced under the influ-ence of European
academies or universities.

Specifically, academic art is the art and artists influenced by the standards of the French
Académie des beaux-arts, which practiced under the movements of Neoclassicism and Romanticism, and
the art that followed these two movements in the attempt to synthesize both of their styles, and which is
best reflected by the paintings of William-Adolphe Bouguereau, Thomas Couture, and Hans Makart. In
this context it is often called "academism", "academicism", "art pompier", and "eclecticism”, and
sometimes linked with "historicism" and "syncretism”.

The art influenced by academies and universities in general is also called "academic art". In this
context as new styles are embraced by academics, the new styles come to be considered academic, thus
what was at one time arebellion against academic art becomes academic art.

The first academy of art was founded in Florence in Italy in 1562 by Giorgio Vasari who called it
the Accademia dell' Arte del Disegno. There students learned the "arti del disegno” (a term coined by
Vasari) and included lectures on anatomy and geometry. Another academy, the Accademia di San Luca
(named after the patron saint of painters, St. Luke), was founded about a decade later in Rome. Academia
di San Luca served an educationa function and was more concerned with art theory. than Florentine
Accademia dell’ Arte del Disegno.

Academia di San Luca later served as the model for the Académie royale de peinture et de
sculpture founded in France in 1648, and which later became the Académie des beaux-arts. The French
Académie very probably adopted the term "arti del disegno" which it translated into "beaux arts", from
which is derived the English term "fine arts". The Académie royale de peinture et de sculpture was
founded in an effort to distinguish artists "who were gentlemen practicing a liberal art" from craftsmen,
who were engaged in manual labor. This emphasis on the intellectual component of artmaking had a
considerable impact on the subjects and styles of academic art.

After the Académie royale de peinture et de sculpture was reorganized in 1661 by Louis X1V
whose aim was to control all the artigtic activity in France, a controversy occurred among the members
that dominated artistic attitudes for the rest of the century. This "battle of styles’ was a conflict over
whether Peter Paul Rubens or Nicolas Poussin was a suitable model to follow. Followers of Poussin,
called "poussinistes’, argued that line (disegn) should dominate art, because of its appeal to the intellect,
while followers or Rubens, called "rubenistes’, argued that colour (coloure) should dominate art, because
of its appeal to emotion.



The debate was revived in the early 19th century, under the movements of Neoclassicism typified
by the artwork of Jean Auguste Dominique Ingres, and Romanticism typified by the artwork of Eugéne
Delacroix. Debates aso occurred over whether it was better to learn art by looking at nature, or to learn
by looking at the artistic masters of the past.

Crenenu cpaBHeHus Hapeumii. CTereHN CpaBHEHUS MOTYT B OCHOBHOM MMETh Hapedwst o0pasa
nevcteus, Hanpumep: quickly 6sicmpo, Well xopowo, correctly npasunvro v HeonpeIeIEHHOTO BPEMEHH,
Hanpumep: often uacmo, early pano. Ctenenu cpaBHEHHS OJHOCIONKHBIX HAPEUUH U JBYCIOXKHBIX THIIA
early, quickly, slowly o0Opa3syrorcs Tak ke, Kak ¥ CTEIEHH CpaBHEHHS COOTBETCTBYIOIINX
NpUIaraTelbHbIX; CPaBHUTENbHA W MPEBOCXOAHAs (OPMBI 3THX HAPEUUil TOJHOCTBIO COBMAIAIOT C
COOTBETCTBYIOIIMMHU (POPMAMU MPUIIATaTEIbHBIX
guicker — cpaBHUTENNbHAS CTEIICHB OT MpUIararenbHoro quick u ot Hapeuust quickly
quickest — mpeBocXoHAs CTEMIEHD OT TEX JKE CI0B
CpaBHure:

Comrade Petrov gave a better talk today, (mpunararensHOe, OTBeUaroIIee Ha BONpoc: kakoi?) Ceromus
toBapu [leTpoB caenan goknax aydine (— cAenan 0o1ee XOPOIIHiA JOKIIA).

Comrade Petrov read better today. (napeurie — xax?) Tosapwuir [1eTpOB YKTA JTyUIIIE CETOTHS.
Thisisthe best answer. (mpunaratensnoe — xakoti?) Bot nydiiuii 0TBeT,

You read best of all today. (Hapeune — kak?) Bl 0TBeTHIIH JTyHlIlle BCEX CETOIHS.

3arnomMHuTE:

Badly moxo

bad  moxoii

worse xyxe (boJee TI0Xoit)

worst  Xy)ke Bcex, (Hau) Xy AL

OcranbHbIe HApEUHs, OKAHYMBAIOIIHECS Ha -1y, 00pa3yroT CTETIEHH CPABHEHHUS C IIOMOIIIBIO CIIOB
more, most, HalpuMep:
correctly nmpasuisrHo more correctly 6osee nmpaBuiapHO — MOStE correctly mpasuisHee Beero

Bomnpocsl u 3a1anus:
1. Ilepeseoume:

Academies using the French model formed throughout Europe, and imitated the teachings and
styles of the French Académie. In England, this was the Royal Academy.

Since the onset of the poussiniste-rubiniste debate many artists worked between the two styles. In
the 19th century, in the revived form of the debate, the attention and the aims of the art world became to
synthesize the line of Neoclassicism with the colour of Romanticism. One artist after another was claimed
by critics to have achieved the synthesis, among them Théodore Chassériau, Ary Scheffer, Francesco
Hayez, Alexandre-Gabriel Decamps, and Thomas Couture. William-Adolphe Bouguereau. A later
academic artist, commented that the trick to being a good painter is seeing "colour and line as the same
thing."

Thomas Couture promoted the same idea in a book he authored on art method — arguing that
whenever one said a painting had better colour or better line it was nonsense, because whenever colour
appeared brilliant it depended on line to convey it, and vice versa; and that colour was really away to talk
about the "value" of form.

Another development during this period included adopting historical styles in order to show the
erain history that the painting depicted, called historicism. Thisis best seen in the work of Baron Henrik
Leys, a later influence on James Tissot. It's also seen in the development of the Neo-Grec style.
Historicism is also meant to refer to the belief and practice associated with academic art that one should
incorporate and conciliate the innovations of different traditions of art from the past.

2. Pazoeiime mexcm (meopemuueckoil uacmu) Ha j102uiecKue Yacmu u 03aziagbme Kaxcoyro.

3. H3 kasicoozo ab3aua mexkcma (meopemuueckoil yacmu) évtnuniume npeodiodceHue, 3aKuiouarouiee
6 cebe OCHOBGH)I0 MblCJlb.

4. Hcnonv3zysa ewvibpanuvie Bamu npeonoiicenus, RUCbMEHHO COCMAGbmME NIAH NEPEeCKa3a meKcma
(meopemuueckoii uacmuy).

5. Iloozomoevme pe3rome u unIOCMpPaAyuu K mexcmy (meopemuueckoi 4acmu,).

6. Ilpokommenmupyitme uacmov meKkcma (meopemuueckoil uacmu), KOmopas 6am noKaA3aiach
Haubonee uHmMepecHoll.

7. Cocmaevme ceou npedﬂoafcenuﬂ CO cyioseamu u ciaosocouemanuamu.:



iconoclasm YeloBeK, OOpIOMIMICA C TPaIWIHOHHBIMH BEPOBAHMIMH,
npepaccyaKaMu

illegible Hepa30opUYUBHI, HEYA000UNTaAEMBIN

image obpa3

impasto = impaste IHCcaTh, TYCTO HAKJIAIbIBAst KPACKH

implement HHCTPYMEHT; Pl. MPUHAIICKHOCTH

imply MoJpa3yMeBaTh

impurity MIPUMECH

incise BBIpE3aTh, TPaBUPOBATH

incunabula UHKYHaOyIbl (mepBoneyatHbie KHUrd 10 1500 r. H. 3.); nepuoa
3apOXKICHHS, PAHHSS CTAIUSL

India rubber JTaCTHK

infinitesimal OCCKOHEYHO MaJIbIi

inherent CBOWCTBEHHBIN, IPUCYILIUHA

ink YepHUIIA, TYIIIb

intermittent NPEPBIBUCTBIN, IEPEMEKAFOTIHIACS

issue npobjemMa, peaMeT Cropa

ivory CIIOHOBasi KOCTb, IIBET CIIOHOBOM KOCTH

8. Ilepeseoume cnedyouue Hapeuus Ha GH2IUTCKUIL A3BIK U 00pa3yiime ux CmeneHu CPaGHeHuUsL:
a) OJu3K0, paHO, MO3JIHO, Majo, CKOpPO, YIIOPHO, CYACTIUBO, CWJIBHO, CJ1a00, MEIJICHHO, OBICTpO,
TPOMKO, CEPJUTO, TEILIO;

6) XOpoIIo, MHOTO, aJIeKO, MaJIO, IJI0XO0;

B) PEIKO, YI0OHO, KpacHBO.

9. Omeembvme na sonpocwl, 00pawias GHUMaHUE HA CMENEHU CPAGHEHUS HAPEUUL.

1. Do you speak English better now than you did three months ago, or worse?

2. Where do you usually twspeak slower, in class or at exams?

3. When do we usually ask people to speak louder?

4. Do you work harder at your English now than you did last month?

5. Did the students come to classes yesterday earlier than the teacher did, or later?

I[pakTnyeckoe 3ansitne Ne 28
Tpaxmuxa peuu: |mportance of line and colour / BaxHocTh JUHHM U I[BETA
I'pammamuxa: CpaBHUTEIbHbIE KOHCTPYKIUH «as ... 4§, Not SO ... as».
Heanb: ®opMupoBaHNEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3yiabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMBI YIOTPEOJICHHUS JISKCUKH aHTIIMHCKOTO S3bIKa B IPOECCHOHAIBHOM chepe
YMETh: UNTaTh U NCPEBOJUTH CHCHHUAIBHYIO JIMTEPATYPY AJIA IOIMOJTHCHUA HpO(beCCI/IOHaJ'H)HLIX 3HaHI/II71;
OCYIIECCTBJIATh MPOGECCHOHAILHYI0 KOMMYHHUKAIIAIO B YCTHOW M MHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
A3BIKEC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

TeopeTnueckasi 4acThb:

The art world aso grew to give increasing focus on allegory in art. Both theories of the
importance of line and colour asserted that through these elements an artist exerted control over the
medium to create psychological effects, in which themes, emotions, and ideas can be represented. As
artists attempted to synthesize these theories in practice, the attention on the artwork as an alegorical or
figurative vehicle was emphasized. It was held that the representations in paintings and scul pture should
evoke Platonic forms, or ideals, where behind ordinary depictions one would glimpse something abstract,
some eternd truth. Hence, Keats' famous musing "Beauty is truth, truth beauty”. The paintings were
desired to be an "idée", a full and complete idea. Bouguereau is known to have said that he wouldn't paint
"a war", but would paint "war". Many paintings by academic artists are simple nature-allegories with
titles like Dawn, Dusk, Seeing, and Tasting, where these ideas are personified by a single nude figure,
composed in such away asto bring out the essence of the idea.

Thetrend in art was al so towards greater idealism, which is contrary to realism, in that the figures
depicted were made simpler and more abstract - idealized - in order to be able to represent the ideals they
stood in for. This would involve both generaizing forms seen in nature, and subordinating them to the
unity and theme of the artwork.



Because history and mythology were considered as plays or diaectics of ideas, a fertile ground
for important allegory, using themes from these subjects was considered the most serious form of
painting. A hierarchy of genres, originally created in the 7th century, was valued, where history painting -
classical, religious, mythological, literary, and allegorical subjects - was placed at the top, next genre
painting, then portraiture, still-life, and landscape. History painting was also known as the "grande genre'.
Paintings of Hans Makart are often larger than life historical dramas, and he combined this with a
historicism in decoration to dominate the style of Sth century Vienna culture. Paul Delaroche is a
typifying example of French history painting.

All of these trends were influenced by the theories of the philosopher Hegel, who held that history
was dialectic of competing ideas, which eventually resolved in synthesis.

CpaBHUTe/IbHbIE KOHCTPYKIHH as ... as, Not so ... as. CpaBHEHHE IBYX MPEAMETOB, KOTOPHIM B
PaBHOIA CTENCHU MPUCYIE OJHO U TO K& KAYeCTBO, MPOU3BOIUTCS MPU MOMOIIM CPABHUTEIHLHOTO COK3a
as ... a8 mak gce ... KAk, MaKoul e ... Kax:

Thisbook is asinteresting asthat one. Dta kHUra makas sce UHTEPECHAs, KAK U Ta.

Ecnu sxe mepBblif U3 JBYX CPaBHHBACMBIX MPEIMETOB YCTYNMAeT BTOPOMY IO CTEIECHH KayecTBa
WIM CBOMCTBA, TO YNOTPEOIIeTCsl COI03 NOt SO ... as Ke MAkK ... KAK, He maKou ... Kak I not as ... as,
HpHYeM OTPULIAHHE NOt CTOUT HPH TIaroe:

Thisbook is not so interesting as that one. Dta kuura ne makas UHTEpeCHasl, Kax Ta.
[TpuMmeyanue. DTH COKO3bI YIOTPEOISIOTCS TAKKE U C HAPEUUSIMU TIPH CPABHUTEIBHON XapaKTePHCTUKE
JIBYX JIEHCTBHM:

My friend reads English aswell as| do. Moii ipyr uutaet mo-aHIMHCKH TaK Jice XOpOoulo, KaK U s.
My friend doesn't read English as well as | do. Moii apyr He YWTaeT MO-aHTIUHCKHA MAK JHce XOPoulo,
kak s. (=Mo#l Apyr 4ynTaeT Mmo-aHrIUHCKU HE TaK XOPOIIIO, KaK 5.)

Bomnpocsl u 3a5anus:
1. Ilepeseoume:

Towards the end of the 19th century, academic art had saturated European society. Exhibitions
were held often, and the most popular exhibition was the Paris Salon and beginning in 1903, the Salon
d'Automne. These salons were sensational events that attracted crowds of visitors, both native and
foreign. As much a socid affair as an artistic one, 50,000 people might visit on a single Sunday, and as
many as 500,000 could see the exhibition during its two-month run. Thousands of pictures were
displayed, hung from just below eye level al the way up to the ceiling in a manner now known as "Salon
style." A successful showing at the salon was a seal of approval for an artist, making his work saleable to
the growing ranks of pri-vate collectors. Bouguereau, Alexandre Cabanel and Jean-Léon Gérome were
leading figures of this art world.

During the reign of academic art, the paintings of the Rococo era, previously held in low favor,
were revived to popularity, and themes often used in Rococo art such as Eros and Psyche were popular
again. The academic art world also idolized Raphadl, for the ideality of his work, in fact preferring him
over Michelangelo.

Academic art not only held influence in Europe and the United States, but also extended its
influence to non-Western countries. This was especialy true for Latin American nations, which, because
their revolutions were modeled on the French Revolution, sought to emulate French culture. An example
of aLatin American academic artist is Angel Zarraga of Mexico.

Young artists spent years in rigorous training. In France, only students who passed an exam and
carried a letter of reference from a noted professor of art were accepted at the academy's school, the Ecole
des Beaux-Arts. Drawings and paintings of the nude, called "académies", were the basic building blocks
of academic art and the procedure for learning to make them was clearly defined. First, students copied
prints after classical sculptures, becoming familiar with the principles of contour, light, and shade. The
copy was believed crucia to the academic education; from copying works of past artists one would
assimilate their methods of art making. To advance to the next step, and every successive one, students
presented drawings for evaluation.

If approved, they would then draw from plaster casts of famous classical sculptures. Only after
acquiring these skills were artists permitted entrance to classes in which a live model posed. Interestingly,
painting was not actually taught at the Ecole des Beaux-Arts until after  863. To learn to paint with a
brush, the student first had to demonstrate proficiency in drawing, which was considered the foundation
of academic painting. Only then could the pupil join the studio of an academician and learn how to paint.



Throughout the entire process, competitions with a predetermined subject and a specific alotted period of
time measured each students' progress.

2. Pazbeiime mexcm (meopemuueckoli 4acmu) Ha 102UdecKue YACMU U 03aA21a8bme Kaxcoyio.

3. U3 kasxcoozo ad3zauya mexkcma (meopemuyeckou yacmu) olnuniume npeoioNcenue, 3aKaouaiouiee
6 cefe OCHOBHYIO MBICTD.

4. Hcnonwv3ya eviopannvle Bamu npeonoscenus, nucbmMeHHO cocmasbme NIAH nepecKaA3a meKcma
(meopemuueckoii uacmuy).

5. Iloozomoevme pe3rome u unioCmpayuu K mekcmy (meopemuyeckoii yacmu).

6. Ilpoxommenmupyitme uacmov mekcma (meopemuueckoil uacmu), KOmMopas 6am NOKA3A1ACH
Hauboee uHmMepPeCcHoIl.

7. Cocmasbme c60u npednoHceHus co c108AMU U C71O060COUCHAHUAMU:

joint CycTaB

juxtapose COTOCTABJISATh, HAKJIA/IBIBAThH
kneaded eraser MSTKHH JIACTUK, «KJISYKa
laborious TPYIOEMKHIA

landscape nesax, maHamadr

life-size B HaTypaJIbHYIO BEINYHUHY
light CBETIIBIH

likeness 00pas, MoPTPET; CXOJICTBO
loose He (TJI0OTHO) IPUKPEIUICHHBIN

8. 3anonnume nponycku cowszamu as ... as, (not) so ... as u nepeseoume NPeoONCeHUs. Hd PYCCKUlL
A3BIK:

1. Her husband is ... old ... yours. 2. His daughter is ... young ... mine. 3. Are there ... many places of
interest in Moscow ... there are in Leningrad? 4. Thisbuilding is ... high ... our Institute. 5. “Is Lesson Six
teen ... simple ... Lesson Fifteen?” “No, Lesson Fifteen is not ... simple ... Lesson Sixteen, it’s more
difficult.” 6. Have you got ... many friendsin Kiev ... you have in Moscow? 7. This year you don’t work
at your English ... much ... you did last year, do you? 8. Literature is ... interesting to me ... History. 9. Is
your son doing ... well thisyear ... he did last year?

9. Omeemwvme na sonpocel, 006pawias HUMaNHUE HA COI03bl CPAGHUMENLHBIX KOHCMPYKUWIL:

Is Leningrad as big as Moscow?

Isthe Volgaaslong asthe Don?

Is your friend’s flat as large as yours? Which is larger?

Do you know English as well as Russian?

Can you learn new foreign words as easily now as you did in your childhood?

abrwdpE

IIpakTnyeckoe 3ansitne Ne 29,
Ipaxmuxa peuu: Realistsand impressionists/ PeaqmceTbl 1 AMIPECCHOHUCTHI
I'pammamuxa: I'1arojbHble 6e3TUYHbIE NPEAT0KEHHS.
Heﬂbl (DOpMI/IPOBaHI/Ie KOMMYHHUKATHBHBIX KOMHeTeHHHﬁ, OBJIAJICHUC JIEKCUKOH U FpaMMaTI/IKOfI
B pe3yabTaTe 0OCBOEHHE TeMBbI CTYIEHT J0JKEH
3HATh: HOPMbI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIBHOM chepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY JIA ITOIOJIHCHUA HpO(l)eCCI/IOHaJ'ILHLIX 3HaHHI>i;
OCYLICCTBJIATH HpO(l)eCCI/IOHaJ'H:HYIO KOMMYHUKAIIUIO B yCTHOﬁ A IMTMCbMEHHOM (bopMax Ha aHTJIMACKOM
SI3BIKEC.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlaaeHneM YK-4.
Teoperuyeckasi 4acTh!

The most famous art competition for students was the Prix de Rome. The winner of the Prix de
Rome was awarded a fellowship to study at the Académie frangaise's school at the Villa Medici in Rome
for up to five years. To compete, an artist had to be of French nationality, male, under 30 years of age,
and single. He had to have met the entrance requirements of the Ecole and have the support of a well-
known art teacher. The competition was gruelling, involving severa stages before the final one, in which
10 competitors were sequestered in studios for 72 days to paint their final history paintings. The winner
was essentially assured a successful professional career.

As noted, a successful showing at the Salon was a seal of approva for an artist. The ultimate
achievement for the professional artist was election to membership in the Académie francaise and the
right to be known as an academician. Artists petitioned the hanging committee for optimal placement "on



theling" or a eye level. After the exhibition opened, artists complained if their works were "skyed," or
hung too high.

Academic art was first criticised for its use of idealism, by Redlist artists such as Gustave
Courbet, as being based on clichés and representing fantasies and tales of ancient myth while rea social
concerns were being ignored. Another criticism of Realists was the "false surface" of paintings — the
objects depicted looked smooth, dick, and idealized — showing no real texture. The Realist Theodule
Augustin Ribot worked against this by experimenting with rough, unfinished texturesin his paintings.

Impressionists, who were associated with loose brushstrokes, likewise criticized the smooth finish
of academic art. Actually, such loose brushstrokes were also part of the academic process. When artists
started planning a painting, they would first make drawings and then oil sketches of their subject. These
oil sketches, known as "esquisses’, were painted freely and looked similar to the canvases of the
Impressionists, many of whom were trained in the academic tradition. Only after the oil sketch did the
artist produce the final painting with the trademark academic "fini". Academic artists tried to hide the
brush stroke, as to bring attention to the subject of the art, instead of the means of creating it. The
Impressionists generaly did not create a smooth finish, preferring instead loose brushstrokes that
captured the play of light and attested to the artists' presence. Impressionists and other artists championed
the idea of plein air painting, where the painter would work from life outside, rather than doing dry
academic exercises confined to astudio.

Realists and Impressionists also defied the placement of still-life and land-scape at the bottom of
the hierarchy of genres. It isimportant to note that most Realists and Impressionists and others among the
early avant-garde who rebelled against academism were originaly students in academic ateliers. Claude
Monet, Gustave Courbet, Edouard Manet, and even Henri Matisse were students under academic artists.

I'naronbHble 0e3JIMYHbIE NPET0KEHUs
1. KpomMe HUMEHHBIX OC3JIMYHBIX TMPEIUIOKCHUH, B AHTJIMHACKOM SI3bIKE CYIIECTBYIOT TJIaroJibHbIC
0e3IMYHbIC TPEUIOKCHHUS, KOTOPBIC OTIMYAIOTCS OT MMEHHBIX TEM, YTO CKa3yeMOe ITHUX MPETOKECHUI
— MIPOCTOE, TIIarojbHOE, BRIPAKCHHOE OC3JIMYHBIM TJIaroJioM, TakuM Kak to rain uomu (o doocode), tO
SNOW udmu (o cHeze) 1 HEKOTOPBIE APYTHE.
It often rainsin autumn. OCEHBIO YacTO UAET J0MKAb.
It snowed much last winter.  TIporwioii 3uMoit 4acTo mies1 CHer.

B pycckom sI3bIKE HET TJIAarojoB, COOTBETCTBYIONIMX Tiiaroiam to rain u to SNow (IocioBHO —
002COUMb, CHENCUMB), OJJHAKO B PYCCKOM SI3BIKE TOKE CYIIECTBYET KATErOpHUsl OE3IMYHBIX TJIAroJioB:
TeMHeTb, MOPO3UTb U T.I., KOTOPbIE HCIOJB3YIOTCSA ISl 00pa30BaHUS OE3IMYHBIX MPEIUIOKCHUIA,
MIPUYEM TJIarojl CTABUTCS TaK K€ KaK M B aHTJIMICKOM S3bIKE B 3 JIMIIE €/1. YMC/Ia: TEeMHEeeT, MOPO3HT:

It is getting dark. TemHeeT.

OIHako B PYCCKOM O€3IMYHOM MPEUIOKEHUH HET IOJIEKAIIEro, TOraa Kak B aHTJIHHCKOM
SI3BIKE €T0 HATHYKE 00513aTebHO.

2. BompocurenbHas ¥ OTpUIATeIbHas (OPMBI TJIArOJBHBIX OE3THUYHBIX MPEMIOKEHUH 00pasyroTcs 1Mo
TEM K€ TpaBUJIaM, MO KOTOPHIM 3TH (HOPMbI 00Pa3yrOTCsl B MPEUIOKCHUSAX C OOBIYHBIM TJIArOJbHBIM
CKa3yeMbIM.

Cpasnume:

Doesit oftenrainin autumn?  Yacrto v HAET T0XKAb OCEHbIO?

Does he go to school? XoauT ju oH B 1Koy ?

Did it snow much last winter? Yacrto v miea cHer mpoInIoi 3uMoii?

Did he go to school last year? Yumicsi 1u oH B IKOJIE B IPOLIIOM rogy?

Isit raining now? Hner au noxae ceityac?

Ishewritingnow?  Ou mumer ceiiyac?

It does not often rain herein summer. 3mech He YacTO MAET A0KIAb JIETOM.

He does not go to schoal. OH He y4MTCH B LIKOJIE.
It did not snow much last winter. Ipo1Ioii 3UMO# He YacTO IIeJT CHET.
He did not go to school last year. OH He y4MJICS B IIKOJI€ B TIPOIILIOM TO/Y.

Bonpocsl u 3a1anus:
1. Ilepeseoume:
As modern art and its avant-garde gained more power, academic art was further denigrated, and
seen as sentimental, clichéd, conservative, non-innovative, bourgeois, and "styleless'. The French
referred derisively to the style of academic art as "art pompier" (pompier means fireman) aluding to the



paintings of Jacques-Louis David (who was held in esteem by the academy) which often depicted soldiers
wearing fireman-like helmets. The paintings were called "grande machines' which were said to have
manufactured false emotion through contrivances and tricks.

This denigration of academic art reached its peak through the writings of art critic Clement
Greenberg who stated that all academic art is "kitsch". References to academic art were gradually
removed from histories of art and textbooks by modernists, who justified doing this in the name of
cultural revolution. For most of the 20th century, academic art was completely obscured, only brought up
rarely, and when brought up, done so for the purpose of ridiculing it and the bourgeois society which
supported it, laying a groundwork for the importance of modernism.

Other artists, such as the Symbolist painters and some of the Surredlists, were kinder to the
tradition. As painters who sought to bring imaginary vistas to life, these artists were more willing to learn
from a strongly representationa tradition. Once the tradition had come to be looked on as old-fashioned,
the allegorical nudes and theatrically posed figures struck some viewers as bizarre and dreamlike.

With the goals of Postmodernism in giving a fuller, more sociological and pluralistic account of
history, academic art has been brought back into history books and discussion, though many postmodern
art historians hold a bias against the "bourgeois' nature of the art. Still, the art is gaining a broader
appreciation by the public at large, and whereas academic paintings once would only fetch measly
hundreds of dollarsin auctions, they're now commanding millions.

2. Pazoeiime mexcm (meopemuueckoil uacmu) Ha j102uiecKue Yacmu u 03aziagbme Kaxcoyro.

3. H3 kasicoozo ab3aua mexkcma (meopemuyueckoili 4acmu) évlnuniume npeodioiceHue, 3aKuuarouiee
6 cebe OCHOGHYI0 MblCJlb.

4. ch0ﬂb3y}l GblﬁpaHHble Bamu npedﬂo;)fcenuﬂ, RUCBMEHHO cocmaébme NJIAGH nepeckasa mexkcma
(meopemuueckoit uvacmu,).

5. Iloozomoebme pe3rome u uniioCmpayuu K mexkcmy (meopemuueckoil yacmu).

6. Ilpoxommenmupyitme uacmov mexkcma (meopemuuecKkoil uacmu), KOMopas 6am NOKA3A1ACH
Hauboee unmepecHoll.

7. Cocmaevme ceéou npedﬂoofcenuﬂ CO cjloeamu u cjioeseocouemanuAanu.

Magdalenian smoxa Majyten ( 5-ThicsueneTre 10 H. 3.)
manner of drawing MaHepa PUCOBAHHSI

manor house MOMENTAYNAN TOM

marker Mapkep

master BEJIUKHIA XyJ0)KHHK; OPUTHHAI, 00pa3el]
to be master of OBJIAJETh, 001aaTh Y-II

masterpiece IeICBP

means CPEJICTBO, CIOCO0

medium CPEJICTBO; PacTBOPUTEb

merit 3aciryra, KauecTBO

milestone JTall, BEXa

miscible CIIOCOOHBINM CMEIINBATHCS; JIEFKO CMEIIUBAOIIUICS
mislead BBOJIMTH B 3a0J1yKJICHUE

model MOJIEb

modelling WCTIOJIHEHHE TI0 MOZETIH; JIenHast paboTta
moisten YBIQKHSThH, CMaYMBaTh

movable MIEPEHOCHOM, Pa30OPHBIH, CKITaTHON
mural ¢pecka

muscle MBIIIIA

8. Ilepeseoume na anenuiickuii A3vlK, 00pawias HUManue na ynompeonenue ooopoma it takes:

1. ToBapumr IlerpoB xuBeT 3a ropogoM. EmMy TpeOyercs nBa gaca, 4ToOBI 10exXaTh 10 MHHHCTEPCTBA. 2.
CKoJBbKO BpEMEHH BaM NOTpeOyeTcsi, 4TOObI IPUTOTOBUTH Balll A0KIa? — MHe nmorpedyeTcs Ha 3TO JBE
Heaenu. 3. CKONBbKO BpEMEHH YIIUIO ¥ HErO Ha TO, YTOOBI OTBETHTh HA 3TH MUchMa? — Y HEro yImen Ha
310 yac. 4. CKOJBKO Yy Bac YILIO BUepa BPEMEHH Ha TO, 9YTOOBI BEIYYHTh HOBBIE clIOBa? — Y MEHS YIIIJIO
Ha 3TO 1Ba 4aca. 5. CKOIbKO BpeMEHH UM MOTpelyercsi, 4ToObl 3aKOHYUTH CBOIO padory? — Um
notpedyeTcs AecATh THEH.

IpakTuyeckoe 3ansiTue Ne 30.
Ipakmuxa peuu: Chinese painting / Kuraiickasi ;)kuBonucn
I'pammamuka: CiioBa-3aMeCTHTEIH.



Heab: ®opMupoBaHUEe KOMMYHUKATUBHBIX KOMIIETEHIIUHN, OBJIaJIeHUE JIEKCUKON U TpaMMaTHUKOM
B pe3yabTaTe 0CBOCHUE TEMbI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKY aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U MEPECBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA HpO(l)eCCI/IOHaJ'II)HI;IX 3HaHHI>'I;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MUCHMEHHOH (hopMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIeHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.
TeopeTnueckasi 4acThb.

In imperia times, painting and calligraphy were the most highly appreciated arts in court circles
and were produced amost exclusively by amateurs-aristocrats and scholar-officials who aone had the
leisure to perfect the technique and sensibility necessary for great brushwork. Calligraphy was thought to
be the highest and purest form of painting. The implements were the brush pen, made of animal hair, and
black inks made from pine soot and animal glue. In ancient times, writing, as well as painting, was done
on silk. But after the invention of paper, silk was gradualy replaced by the new and cheaper material.
Original writings by famous calligraphers have been greatly valued throughout Chinas history and are
mounted on scrolls and hung on walls in the same way that paintings are.

Painting in the traditional style involves essentially the same techniques as calligraphy and is
done with a brush dipped in black or coloured ink; oils are not used. As with caligraphy, the most
popular materials on which paintings are made are paper and silk. The finished work is then mounted on
scrolls, which can be hung or rolled up. Traditional painting also is done in albums and on walls, lacquer
work, and other media.

The earliest examples of Chinese painting that we have come from the second century B.C.E.
Common Western histories of Chinese painting hold that before this time period, there was no Chinese
painting. But it is more likely that there are ssimply no surviving pieces from before this time period.
Artistic mediums such as painting, sculpture, pottery tend to show similar trends in certain time periods.
This means that by looking at archaeological finds from B.C.E. (eg. observing the development of lacquer
design on pottery), we can infer that Chinese paintings followed the same trends as the examples we do
have from other mediums.

Beginning in the Tang dynasty (68-907 C.E.), the primary subject matter of painting was the
landscape, known as shanshui (mountain-water) painting. In these landscapes, usually monochromatic
and sparse, the purpose was not to reproduce exactly the appearance of nature but rather to grasp an
emotion or atmosphere so as to catch the "rhythm" of nature. In Song dynasty (1960-79) times,
landscapes of more subtle expression appeared; immeasurable distances were conveyed through the use
of blurred outlines, mountain contours disappearing into the mist, and impressionistic treatment of natural
phenomena. Emphasis was placed on the spiritual qualities of the painting and on the ability of the artist
to reveal theinner harmony of man and nature, as perceived according to Taoist and Buddhist concepts.

Beginning in the  3th century, there developed a tradition of painting simple subjects--a branch
with fruit, a few flowers, or one or two horses. Narrative painting, with a wider colour range and a much
busier composition than the Song painting, was immensely popular at the time of the Ming dynasty
(1368-1644).

During the Ming period, the first books illustrated with coloured woodcuts appeared. As the
techniques of colour printing were perfected, illustrated manuals on the art of painting began to be
published. Jieziyuan Huazhuan (Manual of the Mustard Seed Garden), a five-volume work first published
in 1679, has been in use as atechnical textbook for artists and students ever since.

Beginning with the New Culture Movement, Chinese artists started to adopt Western techniques.
It al'so was during thistime that oil painting was introduced to China

CaoBa-3amecTuTeu. B aHTIHICKOM S3bIKE WMEIOTCS CJIOBa, KOTOpBIE YHOTPEOJSIOTCS B
HPEUIOKEHUH [UISL TOTO, YTOOBI M30ekKaTh MOBTOPEHHUSI OJHOTO U TOTO YK€ CJIOBA, YACTH MPEIOKCHHS
VI BCEro npe ytokerns. Takue cloBa Ha3bIBAIOTCS CJIOBAMH-3aMEHUTESIMH.

1. B kauecTBe cioBa-3aMeCTHUTENS CYIIECTBUTCIILHOI'O B CAWMHCTBECHHOM YHCJIC yHOTpe6HﬂeTCH
Mectonmenue one. OHO uMeeT GpopMy MHOKECTBEHHOTO YHCJIAa — ONnes, Koriaa yrnoTpedisieTess BMECTO
CYIIECTBUTEILHOTO BO MHOKECTBEHHOM YHCIIE:

| haven't got atext-book. | musbuy one.  V mens HeT yueOHuKa, MHE HY)KHO €0 KYIIHTh.

This story is more interesting than that one.  Dtot pacckas 6oitee HHTEPECEH, YEM TOT.



MecToumeHHe one Kak CIOBO-3aMECTUTEIIb MIIM COBCEM HE MEPEBOJUTCS Ha PYCCKUIl S3BIK MM
HIEPEBOANTCS COOTBETCTBYIOIIMM MeCcTOMMEHHeM. Ecin oHO ymoTpedisercsi ¢ onpeeseHHbIM apTHKIEM
WY yKa3aTelIbHBIM MECTOMMEHHEM, TO TIEPEBOIUTCS MECTOUMEHHEM MOm, Mo, md.

MecToumeHre one He yMoTpeOiseTcs Mocie MPHUTSHKATEIbHBIX MECTOMMEHHH, TaK KakK B 3THX
CIydasix ynoTpeOisieTcsi caMoCTosTe bHast (opMa MPUTHKATEIbHBIX MECTOMMEHHH. MecTonMeHue one
HE YIOTpeOIsIeTCs TAKKe TOCTe CYLIECTBUTENIBHBIX B IPUTSKATEIBHOM aIeKe:

Thisisyour pencil. Where's mine? Dto TBoli kapanaami. A rae Moii?

Bonpocsk! u 3a1aHus:
1. Ilepeseoume:

In the early years of the People's Republic of China, artists were encouraged to employ socialist
realism. Some Soviet Union socialist realism was imported without modification, and painters were
assigned subjects and expected to mass-produce paintings. This regimen was considerably relaxed in
1953, and after the Hundred Flowers Campaign of 1956-57, traditional Chinese painting experienced a
significant revival. Along with these developments in professiona art circles, there was a proliferation of
peasant art depicting everyday life in the rural areas on wall murals and in open-air painting exhibitions.

During the Cultural Revolution, art schools were closed, and publication of art journals and major
art exhibitions ceased. Nevertheless, amateur art continued to flourish throughout this period.

Following the Cultura Revolution, art schools and professional organizations were reinstated.
Exchanges were set up with groups of foreign artists, and Chinese artists began to experiment with new
subjects and techniques.

2. Pazoeiime mexcm (meopemuueckoil uacmu) Ha j102uiecKue 4acmu u 03azjiaébme Kaxcoyro.

3. H3 kasicoozo ab3aua mexkcma (meopemuyueckoil 4acmu) évlnuniume npeodioiceHue, 3aKuouarouiee
6 cebe OCHOGHYI0 MblCJlb.

4. ch0ﬂb3y}l GblﬁpaHHble Bamu npedﬂo.ucenuﬂ, RUCbMEHHO cocmasébme niaH nepeckKkasa mekcma
(meopemuueckoii uacmu).

5. Iloozomoevme pe3tome u unIOCMPAYUU K MeKChny (meopemudecKkoil Yacmu).

6. Ilpokommenmupyitme uacmov meKkcma (meopemuueckoil uacmu), KOmopas 6am noKaA3aiach
Haubonee unmepecHoll.

7. Cocmaebme ceou npednoafcenuﬂ CO cjloeamu u cjiaoeseocouemanuiamu.:

oils MacJIsIHbIC KPacKu

heat-set oils »KapoOTBEp/IeBAOIIast KpacKa

oil pase. KapTHHA, HAIIMCAHHAs MACIISTHBIMH KPacKaMu

oilcolour MacisTHast Kpacka

oil painting JKMBOIIUCH MACIISIHBIMH KPacKaMu

oil paper npoMaciieHHast Oymara, BOIaHKa

oil-soluble MAacJIOpacTBOPUMEIH, PACTBOPUMBIH B Mace

oil varnish MAacCJISIHbIH JlaK, onuda

op-art OI-apT, Pa3HOBUIHOCTh aOCTPAKTHOI'O MCKYCCTBA, OCHOBaHHAs
Ha ONTUYECKOM P PeKTe

overlay HOKPBIBATh KPaCKOM, TIEPEKPHIBATE

outline ouepTaHue, KOHTYP

8. 3amenume evloenennvie cnoea coomeemcecmeyrowiumu  ciosamu  3amecmumenianu, 20e mo
603MOMHCHO:

Let’s go and have a good look at them. 4. I think this show will be more interesting than the last show. 5.
Hiswork is more important than your work. 6. The examiner spoke faster than our teacher usually speaks,
7. We reached the wood earlier than our friends reached it. 8. T don’t like this suit. Please show me
another suit. 9. This book is less interesting than the book you gave me yesterday.

IpakTnyeckoe 3ansitne Ne 31.
Tlpaxmuxa peuu: Korean Brush Painting / Kopeiickas kuctb
I'pammamuxa: Ynorpe0dJjeHue apTUKJIsi ¢ AMEHAMH COOCTBEHHBIMH.
Hens: @opmrpoBaHre KOMMYHUKAaTUBHBIX KOMIIETEHIMM, OBJIaJIEHHE JIEKCUKOW U TpaMMAaTHKON
B pe3syabTaTe 0CBOEHHE TEMBI CTYACHT J10JIKEH
3HATh: HOPMBI YIIOTPEOJICHNUS JIEKCUKH aHIIINIICKOTO S3bIKa B MpodeccnoHanbHOM chepe



YMeTb: YUTaTh ¥ MEPEBOJANTDH CICHHUAIBHYIO JIUTEPATYPY IS HOMOJHEHHUS MPO(eCcCHOHAIbHBIX 3HAHUM;
OCYIIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAILIMIO B YCTHOM M IMHUCBMEHHOH (hopMax Ha aHIIIMHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIeHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.

TeopeTnueckasi 4acTh.

One of the characteristics of Chinese and Korean brush painting, as well as Japanese brush
painting, is to be able to reproduce the same image in the same way each time and have the end result
look the same. In this case the students in class will try to produce the same image as the instructor.

Motivation:

Have students look at pictures of live chrysanthemums as well as art work in which it might be
seen and then look at Asian brush painting. As in other Asian paintings there is an economy of line. The
end result is simple and elegant.

Materias:

- "X 8" paper

- Brushes (watercolour)

- Black tempera paint

- Largejar covers or small Styrofoam platesto be used as paint palettes

- Water container/water

- Newspaper

Procedure:

 All students need to be given all painting supplies. Cover the table with newspaper first.
Students should identify the back of their paper first using pencil. Use the paper in a vertica manner.
Every two students can share paint and water.

» Demonstrate how the flower is made:

- Wet the brush and pull it to a point and load it with paint

- Start with acircle or oval and then surround it with a series of circles or ovals. At this point full
strength paint should be used.

« Slightly dilute the paint and draw a series of ovals around the outside of the first group.

* NOTE: DO NOT dilute al of the paint. Pull about half to the side to be diluted.

* Dilute the paint alittle more and repeat another row of ovals around the outside perimeter.

» Again dilute the paint and draw one more row of ovals. Each set of ovals might be dlightly
larger than the row before. All ovals should point out from the centre.

YnorpedJjeHue apTUKIIA ¢ MMEHAMH COOCTBEHHBIMH

1. Kak nmpaBuiio, ”MeHa COOCTBEHHBIE YITOTPEOISIOTCS 0€3 apTUKIIS:

Europe Esporma

London Jlonnon

Mary Mapus

2. C reorpapuyecKuMH Ha3BAHUSAMHU OINPEACICHHBI apTUKIbL YIOTPEOIsIeTCS B CIEAYIOIINX
CITydasx:

a) C ma3BaHMsIMH YETBIpEX CTOpOH cBeta — the South we, the North cesep, the West 3anao, the
East socmok.

0) C Ha3BaHUSAMH CTPaH, OKCAHOB, MOPEH U JPYrUMH reorpa@uIecKuMH HA3BaAHHUSIMU, OCHOBHBIM
3JIEMEHTOM KOTOPBIX SIBIISIETCSI HAPUIIATEILHOE MMl CYIIECTBUTENILHOE: UNION corw3, state wmam, ocean
oKeaH, Sea.mope M pyrue:

the United Statesof America  Coenunennsie IITatel AMepuku

the Pacific Ocean Tuxuit okean

the Black Sea YepHoe Mope

B) C Ha3BaHUSMH OKEaHOB, MOpEH, PeK, Ierel Top, TPYIIT OCTPOBOB:
the Atlantic ATIIaHTHYECKUI OKeaH

the Bdltic Baxruiickoe Mope

the Don Jlon

the Urals VYpan

the West Indies Bect-Unauns

3. OmpeesieHHBIM apTHKIIL YHOTPEOsieTCss Tiepel GaMuIHAME Jjiss 0003HAYEHHS BCEX WICHOB
CeMbH, TIPUYEM CYILECTBUTEIbHOE, 0003Hayaroiee GaMIIHIO, CTABUTCS BO MH. YHCIIE:
the Lavrovs JlaBpoBrbI (ceMbst JIaBPOBEBIX)



the Waynes Vaitnbl (ceMbst YaliHOB)
4. ApTUKITb HE yIIOTPeOIIeTCs:
a) C Ha3BaHUSIMU CTPAH U MAaTCPUKOB:

Japan Snonus

South Africa IOxnas Adpuka
North America CeBepHas AMepuKa
Western Germany 3anagnas ['epmanus
Central Asia LenrpansHas A3us
Siberia Cubupb

0) C Ha3BaHUSAMU TOPOAOB —

M oscow Mockaa

London Jlonnon
Washington Bammnrron

Ho:

the Hague I'aara

B) C HAa3BaHUSAMM TUIOMIAICH U YITHIL:

Kirov Street ynuna Kuposa
Mayakovsky Square IoIaab, MasKoBCKOTO

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:
NOTE: Each set of ovals should be alighter value than the preceding as it moves away from the centre.
+ Clean the brush and again pull it to a point. Use the full strength paint to draw in the stem.
« Scatter several dots down the length of the stem. Place 3 to 5 more can be added later. From these points
lightly draw in the veins of the leaves.
« Slightly dilute some of the remaining paint. Fill the brush. Use the side of the brush and wiggle it to
form the shape of the leave.
» Use full strength paint and practice writing the Korean word for flower on the newspaper. When
satisfied with the results write it next to the image on the paper.
« Sign the work in the lower right hand corner. Do not sign at the bottom of the paper. There should be an
undefined border of white around the entire picture. Asian students can be encouraged to sign their name
using Asian characters as well astheir name in English.
2. Omeemvme nHa 60nPOCHL.
1) What is one of the characteristics of Chinese and Korean brush painting?
2) What materials should be used in Korean brush painting?
3) How isthe flower made? What shouldn't be done?
4) Where should you sign the work?
5) What language can Asian students be encouraged to sign their name?
3. Coznacumecs uiu He CO21ACUMECH CO medyiomumu 6bICKA3bl6AHUAMU. 060cnyﬁme ceoe MHeHue.
1) Slightly dilute the paint and draw a series of ovals around the outside of the first group.
2) Don't dilute the paint alittle more and repeat another row of ovals around the outside perimeter.
3) Each set of ovals might be slightly smaller than the row before.
4) Use thefull strength paint to draw in the stem.
5) Scatter only one dot down the length of the stem.
6) Use full strength paint and writing the English word for flower on the paper.
7) Sign the work at the bottom of the paper.
4. Iucemenno npeobpaszyiime nojayueHHyl0 uHpopmayuio (meopemuueckou yacmu) 6
MOHOJ102UUYECKOEe 6bICKA3bleAHUE.
5. Ilepeckasicume mexcm (meopemuueckou uacmu).
6. Cocmaevme ceéou npedﬂoafcenuﬂ CO cyioeamu u ciaosocouemanusamu:

pageant TeaTpaln30BaHHOE MPE/ICTABICHHE, MBIIIHOE 3PEITUIIS
paint N. Kpacka; V. mucaTh KpackaMu

egg-yolk based paint Kpacka Ha OCHOBE SIUYHOTO KEJTKa

pai nt-by-number prcoBarh (pacKpalinBaTh) 1Mo nudpam

painter YKMBOIIMCEI]

painting JKUBOITUCh, POCITUCH; KAPTHHA

painting knife MaCTHXHMH



peinture brulée M300pakeHHE, TTOIBEPITIICECs 00KHUTY

painstaking KPOITOTIIMBHIi

panel TOHKAsI JOCKA JJIs )KMBOTIMCH; TIAHHO; BHICTABOYHAsI BATPHHA
parchment NepraMeHT, IepraMenTHas Oymara; Koxypa Kodeiinoro 606a
pastel HACTeJNb; CHHSS KPAacKa M3 BalIbl

1. Ilepeseoume:

1. B Poccuu mHoTO Gommbiiux pek: Bonra, [uemnp, Jlena, O6sw, Jlon u npyrue. 2. Inenp yxe JIeHsl, HO OH
OYCHb KpacHBBHIN. DTO caMas IMHMpOKas M caMas KpacuBas peka Ha YkpawHe. 3. S KakIbIit ToIl OTABIXAI0
(mpoBoxy oTmyck) B KpsiMy, HO Ha Oyaymuii rox 51 He moeny B KpeiM, 51 moexy B OAMH U3 JOMOB OTIBIXA
Ha Bonre. 4. Myx Moeii cectpbl He e3aut JieToM Ha KaBka3. Tam odenp kapko jetoM. OH JIFOOUT
oTnbIXaTh Ha bantuiickom mope. 5. Mol CblH O4YeHb Jr0OMT UepHOe MOpe, TO3TOMY KaXKIbIA TOJ Ha
KaHUKYJIbI OH €31UT B KpbIm.

I[pakTnyeckoe 3ansitne Ne 32.
Ipaxmuxa peuu: A Brief History of batik / KpaTkasi ucropusi 6aTuka
T'pavmamuxa: HeonpenesieHHble MeCTOUMEHMSsI, IPOU3BOJHBIE OT «Some, any, No, every».
Heanp: ®opMupoBaHHE KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTHUKOU
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B IPOECCHOHAIBHOM chepe
YMETh: UNTaTh U NCPCBOJUTE CICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJTHCHUA HpO(i)CCCI/IOHaJ'H)HLIX 3HaHHI>'I;
OCYIIECTBIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYaJlbHOCTbH TE€MBI: 06yCJIOBJIeHa HE00X0AUMOCTHRIO oBlIafeHueM YK-4.

TeopeTnueckasi 4acThb:

It would be impossible to visit or live in Indonesia and not be exposed to one of the country's
most highly developed art forms, batik. On your first visit to a batik store or factory you will undoubtedly
experience an overwhelming stimulation of the senses - due to the many colours, patterns and the actual
smell of batik. Only through repeated visits and a bit of study will the types of designs and their origins
become apparent.

The word batik is thought to be derived from the word "ambatik" which translated means "a cloth
with little dots'. The suffix "tik" means little dot, drop, point or to make dots. Batik may aso originate
from the Javanese word "tritik" which describes aresist process for dying where the patterns are reserved
on the textiles by tying and sewing areas prior to dying, similar to tie dye techniques. Another Javanese
phase for the mystical experience of making batik is "mbatik manah" which means "drawing a batik
design on the heart".

Although experts disagree as to the precise origins of batik, samples of dye resistance patterns on
cloth can be traced back, 500 years ago to Egypt and the Middle East. Samples have also been found in
Turkey, India, China, Japan and West Africafrom past centuries. Although in these countries people were
using the technique of dye resisting decoration, within the textile realm, none have developed batik to its
present day art form as the highly developed intricate batik found on the island of Java in Indonesia
Although there is mention of "fabrics highly decorated" in Dutch transcripts from the 7th century, most
scholars believe that the intricate Javanese batik designs would only have been possible after the
importation of finely woven imported cloth, which was first imported to Indonesia from India around the
1800s and afterwards from Europe beginning in 1885. Textile patterns can be seen on stone statues that
are carved on the walls of ancient Javanese temples such as Prambanan , however there is no conclusive
evidence that the cloth is batik. It could possibly be a pattern that was produced with weaving techniques
and not dying. What is clear is that in the 19th century batik be-came highly developed and was well
ingrained in Javanese cultural life.

Some experts feel that batik was originally reserved as an art form for Javanese royalty. Certainly
it's roya nature was clear as certain patterns were reserved to be worn only by royalty from the Sultan's
palace. Princesses and noble women may have provided the inspiration for the highly refined design
sense evident in traditional patterns. It is highly unlikely though that they would be involved in any more
than the first wax application. Most likely, the messy work of dyeing and subsequent waxings was left to
court artisans who would work under their supervision.

Heonpenenennsie MecTOMMeHHUsI, TPOU3BOAHLIE OT SOME, any, no, every
1. HeompenenenHable MecTOMMEHHS SOME, any, NO, every o0pa3yroT psiji MPOU3BOAHBIX CO CJIOBAMU



thing sews, body meno, one nexmo, Wher e 2de, kyoa, a UMeHHO:

something YTO-TO, YTO-HUOY1b, YTO-JIN00, KOE-4TO, HEUTO
somebody

someone KTO-TO, KTO-HUOY /b, KTO-JTH00, KOS-KTO, HEKTO
somewhere rzae-To, rae-Hubynp, rae-nmmdo, Kyaa-To, Kyaa-HuOyb, Kyna-mu0o
anything YTO-HUOYIb; BCE, YTO YTOJTHO

anybody . .
anyone KTO-TO, KTO-JTN0O, KTO-HUOY/Ib, BCAKHMA, JTFOO0
anywhere re-HuOy b, Kya-HUOY b, TJIC YTOAHO, Ky/1a YTOTHO
nothing HUYTO, HUYETO

nobody HHUKTO, HUKOT'O

no one

nowhere HUT/Ie, HUKY/a

everybody

everyone BCC

everything Bcé

everywhere Be3/1e, MOBCIOY, BCIOLY

IIpumMedaHue MecroumeHnue NO ONE Beerja MUILETCS Pa3esbHO.

2. IIpou3BoHbIC MECTOMMEHHS YHMOTPEOISIOTCS B MPEUIOKEHHUAX MO TEM K€ MpaBUIlaM, 4TO W
HEOIpe/Ie/ICHHbIe MeCTOMMEHH s SOME, any, no, every. [IpousBoansie co cnoBamu thing cooTBeTcTBEeHHO
yIoTpeOISIFOTCS, KOT/Ia peub MICT O Bellax; co cioBamu body u one — o mronsx: co cioBom Where o
mecTe:

| can see something white in that room. 51 BuKy (MOTY BHICTB) umo-mo 6enoe B TOi KOMHATe.
Can you see anything in that room? Bbl umo-nu6yow BuamTe B TOI KOMHaTe?
| can see nothing in that room. A nuueeo He BIKY B TOI KOMHATe.

Thereis something interesting in this magazine. B atom sxypHaiie eCTb Koe-uno UHTEPECHOE.
Isthere anything interesting in thismagazine? B atom sxypHaiie ecTb umo-Hub6yO0b UHTEpeCcHOE?

Thereisnothing interesting in thismagazine. B sToMm KypHajie HET Huue20 HHTEPECHOTO.

3. Tockosbky B cocTtaB cioB Something, anybody u np. Bxomsr cymectsurenshbie thing, body
OHH BCET/Ia B MPEIOKECHUN YIOTPEOISIFOTCS KaK CaMOCTOSITENbHBIE YWICHBI TPEIOKeHus (ToUIeKaIiee,
JIOTIOJIHEHKE) B OTJMYHE OT SOME, any, NO, eVery KOTopble YIOTPEOISIOTCS B KAYE€CTBE OMPEICICHHUS K

CYIIECTBUTEIHHOMY.

Cpasnume:
Give me some book to read. (onpedenenue) JlaiiTe MHE KaKyi0-HuOyOb KHUTY ITOYHUTATb.
Give me something to read. (dononwnenue) Jaiite MHE umo-HuOyOb TOYUTATD.

Did you read any interesting book last month? (onpedenenue) Bwl npounu kakyo-nu6yO0b HHTEPECHYIO
KHUTY B TIPOILIJIOM Mecsitie?

Did you read anything interesting last month? ( 0ononnenue)  Bvl mpounu umo-1ubyO0b MHTEPECHOE B
MPOILIOM MecsIe?

Do any engineers work here? PaboTaroT J1 31eCh Kakue-aubo WHKEHEPhI?
Was anybody here yesterday? Kmo-nu6yows 6b11 371€Ch Buepa?

There are no pictures in that room. B Toli KOMHaTe HeT (Hukaxux) KapTuH.
Thereis nothing in that room. B Toli KOMHate Huuezo Hem.

4. Korma mecrommenus somebody, someone, something, anybody, anyone, anything, nobody,
no one, nothing, everybody, everyone, everything ynorpeouisitoTcst B QyHKIIMH MOJISKAIIETO, TIIaroi-
CKa3yeMoe€ Bceraa CTouT B e AMHCTBEHHOM YHUCJI€:

Cpasnume:

Everybody wastherein time.
All werethereintime.
Areall of you here?

Bce 6b111M TaM BoBpeMsI.

Bce mu 3gecs?

Is everyone here?
Everybody is listening to Comrade Bce caymalor gokiax  ToBapHILa
Semenov’s report with great interest. CeMeHOBa € OOJBIIMM UHTEPECOM.

IIpumeuanue Mecronmerns anybody (anyone), anything ue ymorpebistorcss B QyHKIHH



MTOJICKAIIETO B OTPHUIATEIBHBIX MPEMIOKECHUSIX. B Takux CIlydasx yImoTpeOJsIIOTCs OTpHIATEeIbHBIC
mecronmenus hobody (no one), none, nothing:

HukTo ero 37iech He BH/ICI BUEpA. Nobody saw him here yesterday.
(noonesxcawee)

A HMKOro He BHIEN 3ECh BUEpa. | didn’t see anybody here yesterday.
(0ononnenue) | saw nobody here yesterday.

5. IMocne nMpOW3BOIHBIX HEONpECICHHBIX MECTOMMEHHH co cioBamu body u one: somebody
(someone), anybody (anyone), nobody (no one), everybody (everyone) ne MOXeT ymoTpeOasSThCs
npemior Of; B TakMX Cliydasx yHmoTpeOJSIFOTCS COOTBETCTBEHHO HEOMPEIEC/ICHHBIE MECTOMMEHHUS SOMe
(one), any, none, each kaocowiil:

Some of them spoke about it a the meeting.  Kto-to w3 Hux rosopuia o0 3TOM Ha COOpaHHH.
(HeKoTOpBIE U3 HUX TOBOPHIIH ...)

One of them spoke about it at the meeting. KTo-TOo M3 HuMX (0AMH W3 HHUX) TOBOpPHJ 00 3TOM Ha
coOpaHuu.

6. TTocne HeompeneneHubix Mectoumenuii somebody (someone), anybody, nobody, something,
anything, nothing, somewhere, anywhere, nowhere wdacro ymorpebmsercss ciaoBo €lSe wiu
OTpe/Ie/ICHHE, BBIPAKCHHOE MPHIIAraTeIbHBIM:

Isthere anybody else here? 31ech eCTh KTO-HUOYIb enne?
Give me something interesting to read. JlaiiTe MHE TIOYUTATh YTO-JTHO0 HHTEPECHOE.

I[IpuwMeuanue. OnpeaeneHue, OTHOCSIIEECS K TaHHBIM HEOIPEIEICHHBIM MECTOMMEHHSIM
CTaBHTCS, TaK )K€ KaK M B PYCCKOM sI3bIKE, MOCJIe HUX:

Thereis nothing strange in his question. B ero Bonpoce HET HUYEro CTPAHHOTO.

7. Heomnpenenennnsie MectouMenust somebody (someone), anybody, nobody, everybody moryt
HMMCTb OKOHYAHUEC MPUTKATCIIBHOTO IMaZACKa:

Y esterday | found somebody’s book. Isit e yours?  Buepa st Hamiesn ybio-To kHury. OHa Baria?

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:

Javanese royalty were known to be great patrons of the arts and provided the support necessary to
develop many art forms, such as silver ornamentation, wayang kulit (leather puppets) and gamelan
orchestras. In some cases the art forms overlap. The Javanese dalang (puppeteer) not only was responsible
for the wayang puppets but was also an important source of batik patterns. Wayang puppets are usually
made of goat skin, which is then perforated and painted to create the illusion of clothing on the puppet.
Used puppets were often sold to eager ladies who used the puppets as guides for their batik patterns. They
would blow charcoal through the holes that define the patterns of clothing on the puppets, in order to copy
the intricate designs onto the cloth.

Other scholars disagree that batik was only reserved as an art form for royalty, asthey aso fed its
use was prevalent with the rakyat, the people. It was regarded an important part of a young ladies
accomplishment that she be capable of handling a canting (the pen-like instrument used to apply wax to
the cloth) with a reasonable amount of skill, certainly as important as cookery and other housewifery arts
to Central Javanese women.

2. Pazoeiime mexcm (meopemuueckoil uacmu) Ha j102udecKue Yacmu u 03aziagbme Kaxcoyro.

3. H3 kaoicoozo ad3aua mexkcma (meopemuyueckoii 4acmu) évtnuniume npeodioiicenue, 3axKauanouiee
6 cebe OCHOBGH)I0 MblCJlb.

4. Hcnonvzysa evibpannsvie Bamu npeodnoscenusn, nucCbMeHHO COCHAGbMmeE NJIAH HEPecKa3a mekcma
(meopemuueckoii uacmu).

5. Iloozomoebme pe3rome u unIOCMpayuu K mexcnty (meopemuueckoi 4acmu,).

6. Ilpokommenmupyiime uacmov mekcma (meopemuueckoil uacmu), Komopas 6am noKaA3aiach
Haubonee unmepecHoll.

7. Cocmaevme ceéou npedﬂoafcenuﬂ CO cyioeamu u ciaosocouemanusamu:

pencil KapaH/ar

simple pencil MPOCTOH KapaHJaIl

perfection 3aKOHYEHHOCTbh, COBEPIICHCTBO, O€3yNPEYHOCTh
perspective HEepCHEeKTHBA, BU] BJIajlb; BUJBI Ha Oyyiiee
linear perspective JIMHENRHAs TIEPCIEKTHBA

two-point perspective JIBYXMEpHas epCIEeKTHBA

three-point perspective TpeXMepHas IEPCIIEKTHBA



picture KapThHa

piece KapTHHa, IeTalb

~ of art MPOU3BEACHHE UCKYCCTBA

pivotal OCHOBHOI, TTIaBHBIH

point rpaBHUpOBaIbHAs UTJIa

silverpoint cepeOpsAHBIi HAKOHEYHUK (TpaBUPOBAlIbHAS UTJIa, PE3EIN)

primary OCHOBHOI1 LIBET

prior MIPEIIIeCTBYIOMINIA, O0JIee BayKHBIN

prior to paHbIIIe, 10, IPEKIE

project HPOCKT

putty MOPOIIOK, MACTHUKA MM CMECh JUIs HUTH()OBKH HJIHM TTOJHPOBKH;
3amasKa

putty-rubber MSTKHH JTACTHK

8. Ilocmasvme cnedyrouiue nPedioIHceHUS 8 GORPOCUMEIbHOU U OMPUYAMENbHOU (hopme:

1. Someone is waiting for you in that room. 2. He invited everybody to his country-house for the week-
end. 3. Thereis something interesting on in our club to-day. 4. Everybody is proud of thiswork. 5. They
are laughing at something funny. 6. Somebody is knocking at the door. 7. He sees someone on the other
bank of theriver. 8. You will find this book somewhere.

IIpakTHyeckoe 3ansitue Ne 33.
Ipaxmuxa peuu. Selection and Preparation of the Cloth / ITongop 1 moaroToBka TKaHu
I'pavmamuxa: lTlpuyactHbie o0opoThl ¢ mpuuactueM | wu |l B (yHKHuM omnpeneineHusi u
00CTOATEILCTBA.
Heans: ®opMupoBaHHE KOMMYHUKATUBHBIX KOMIIETEHIIUHM, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3yiabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTE CIICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJTHCHUA HpO(i)CCCI/IOHaJII)HLIX 3HaHHI>'I;
OCYIIECCTBJIATh MPOGECCHOHAIILHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
A3BIKEC.
AKTYyaJIbHOCTh T€MbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

TeopeTnueckasi 4acThb:

Natural materias such as cotton or silk are used for the cloth, so that it can absorb the wax that is
applied in the dye resisting process. The fabrics must be of a high thread count (densely woven). It is
important that cloth of high quality have this high thread count so that the intricate design qualities of
batik can be maintained.

The cloth that is used for batik is washed and boiled in water many times prior to the application
of wax so that all traces of starches, lime, chalk and other sizing materias are removed. Prior to the
implementation of modern day techniques, the cloth would have been pounded with a wooden mallet or
ironed to make it smooth and supple so it could best receive the wax design. With the finer machine-made
cotton available today, the pounding or ironing processes can be omitted. Normally men did this step in
the batik process.

Strict industry standards differentiate the different qualities of the cloth used today, which include
Primissima (the best) and Prima. The cloth quality is often written on the edge of the design. A lesser
quality cloth which is often used in Blaco.

Design Tools

Although the art form of batik is very intricate, the tools that are used are still very simple. The
canting, believed to be a purely Javanese invention, is a small thin wall spouted copper container
(sometimes called a wax pen) that is connected to a short bamboo handle. Normally it is approximately
cm. in length. The copper container isfilled with melted wax and the artisan then uses the canting to draw
the design on the cloth.

Canting have different sizes of spouts (numbered to correspond to the size) to achieve varied
design effects. Dots and parallel lines may be drawn with canting that have up to 9 spouts. Sometimes a
wad of cotton is fastened over the mouth of the canting or attached to a stick that acts as a brush to fill in
very large areas.

Ipuyactasie 06opotsl ¢ [Ipuyactuem I u Il pynkuuu onpenenennss — 51o HenMyHast hopma
IJIarojia, KOTOpas SIBJISETCS IIPOMEKYTOUHON KaTeropueil MexIy IJIarojioM, ¢ OJHON CTOPOHBI, U


http://en.wikipedia.org/wiki/Silverpoint

MIpUJIaraTebHBIM M HapedheM, ¢ APYroi cTOpoHbI. [IpryuacTust aHMIHHCKOM SI3BIKE MTOAPA3IENAIOTCA Ha
npudactue | u nmpugactue II: writing (mpuuactue 1) mumrymwit written (mpuaactue 1) HanrcanHbId
1. dopma npuvactus Il moxer ObITh OOpa3oBaHa OT JrOOOro IJIarosia, Kak MEpexomHoro (To ecTb
CIOCOOHOTO MPUHUMATh MPSIMOE JIOTIOJIHEHKE), TaK M OT HEMEepeXoAHOro (He MPUHUMAIOIIETO MPSIMOTo
JoToJTHeHus ), taken (OT mepexoIHOTOo Tiaroa to take) B3sTHIM.

OpHaKo caMOCTOATENHHO YMOTPEOIATHCS MOXKET TOIBKO mpuuacThe Il mepexomHBIX TIaroos.
OT0 00BsicHsIETCA TeM, uTo puuacThe I, kak mpaBuiIo, MeeT cTpagaTelbHOE 3HAUCHUE, HAIPUMED:
discussed obOcyxnaembrii, 006CyXIEHHBIN, 00CYKIAOIIHIACS, 00CYKIABIIUICS

®opma mpuvactusi Il HemsMmeHsema, TO €CTh HE WMEET HH BpPEMEHHBIX, HH 3aJIOTOBBIX, HU
BUJIOBBIX Pa3Iu4HU.
2.  Ipuuacte | moxer ObITh 00pa30oBaHO OT JOOOro maroja (Kak NPUHUMAIOIIETO MPSIMOE
JIOTIOJTHEHHUE, TaK U HE MPHUHUMAIOIIETO €ro0).

Haunbonee ymotpebutenbHOll Qopmoil mpuyacTusi siBisieTcss mpocrtas (HemepdekTHas) (opma
JICWCTBUTEIIBHOTO 3aJI0Ta, TaK Ha3biBaeMas ing- form:
reading umTaronwit
discussing o6cyxmaronHii

Ora (opMa BbIpaxkacT OJHOBPEMEHHOCTb JCHCTBHIA, BRIPAXKCHHBIX MPUYACTHEM | U cKazyeMbIM
TIPEIOKECHHUS.

BOl'lpOCbI U 3a1aHUA.
1. Ilepeseoume:

Wajan

The wajan is the container that holds the melted wax. It looks like a small wok. Normally it is
made of iron or earthenware. The wajan is placed on asmall brick charcoal stove or a spirit burner called
an 'anglo'. The wax is kept in amelted state while the artisan is applying the wax to the cloth.

Wax

Different kinds and qualities of wax are used in batik. Common waxes used for batik consist of a
mixture of beeswax, used for its malleability, and paraffin, used for its friability. Resins can be added to
increase adhesiveness and animal fats create greater liquidity.

The best waxes are from the Indonesian islands of Timor, Sumbawa and Sumatra; three types of
petroleum-based paraffin (white, yellow and black) are used. The amounts mixed are measured in grams
and vary according to the design. Wax recipes can be very closely guarded secrets. Varying colour s of
wax make it possible to disguise different parts of the pattern through the various dying stages. Larger
areas of the pattern are filled in with wax that is cheaper quality and the higher quality wax is used on the
more intricately detailed sections of the design.

The wax must be kept at the proper temperature. A wax that istoo cool will clog the spout of the
canting. A wax that istoo hot will flow too quickly and be uncontrollable. The artisan will often blow into
the spout of the canting before applying wax to the cloth in order to clear the canting of any obstruc-tions.
2. Pazbeiime mexkcm (meopemuueckoil 4acmu) Ha A02udecKUe YacCmu U 03a21aébme Kaxcoyio.

3. H3 kasicoozo ab3aua mexcma (meopemuyeckoil 4acmu) evlnumiume npeoodceHue, 3axuodaiouiee
6 cebe OCHOBGH)YI0 MblCJlb.

4. Hcnonv3zysa evibpanuvie Bamu npeonoiicenus, RUCbMEHHO COCMAGbmME NIAH NEPEeCcKa3a mekcma
(meopemuueckou uacmu).

5. Iloozomoevme pe3ome u unarocmpayuu K mexcny (meopemuueckoi vacmu).

6. Hpoxwwnenmupyﬁme yacmos mexkcma (meopemuuecxoﬁ uacmu), Komopas eéam nokKasaiaco
Haubonee unmepecHoll.

7. Cocmaevme ceou npedﬂoafcenuﬂ CO cyioseamu u ciaoesocouemanuamu.:

rag rolling MaJISIPHBIA BAJIUK

ranging U3MEpEHUE JATBHOCTH; KIIACCU(PHUKALHS
ratio COOTHOIIICHHE, POIIOPIIUS

Golden Ratio 30JI0TOE CEUCHUE

reappraisal nepeoLeHKa

refer to CCBUIAThCSI Ha

refinement 006paboTKa, YCOBEPIIIEHCTBOBAHIE

render BOCIIPOHM3BO/IUTh, H300paKaTh, MepeiaBaTh
restrict OI'PaHUYMBATh, CTABUTH IIPEAEII

revival OKUBIIEHHUE, BO3POXKICHHE



rival COITEPHHUK, KOHKYPEHT

rough IIepIIaBeIi, He0OpaOOTaHHBIN; YSPHOBOKH

8. Ilepeseoume cnedyrouiue npuacmus Ha GH2AUICKUT A3bIK:

CIIPOLIEHHBIN — CIPaIlMBAOIINN

MPOBEJICHHBIA — MPOBOALTUN

MTOCJIAHHBIN — MOCHUIAFOIIHNIA

HaIMCAaHHBIN — MUY

YUTAEMBIN — YUTAIOLINAH

CTPOSILUNCA — CTPOSILUN KYIUICHHBIA — MOKYHAarOUINi

HAa4yaTblii — HAYMHAKOUIUI IPOAAHHBINA — IIPOJAOLIUI OLYIAEMbII — Y4yBCTBYIOIUN

M3y4YaeMblii — H3y4arolnii 3a0bIThI — 3a0bIBaIOLIMI TPUTIAIICHHBIA — MPUTIAMAIOIINT

9. Ilepeseoume npednoxcenun na pyccKkuil A3vlK, 00pauias gHumanue na ynompeonenue npuuacmuii 1
u Il u na ux ghynxyuro é npeonoscenuax:

1. All the engineers working at the Ministry of Foreign Trade must know foreign languages. 2. Y ou must
learn all the words given on page 125. 3. Travelling about Siberia, he saw a lot of newly-built towns. 4.
When speaking at the meeting yesterday, | forgot this fact. 5. The question discussed at the meeting was
very important. 6. The boy sometimes went to seep while watching TV. 7. Not knowing his address, |
couldn’t visit him. 8. He liked to sit on the sofa smoking a cigarette and watching TV.

I[pakTnyeckoe 3ansitne Ne 34.
Ipaxmuxa peyu: Traditional batik designs/ TpaguuuonHublii qu3aiin 6aTuka
I'pammamuxa: llppuacTHbIe 000POTHI ¢ MpuYacTueM | B pyHKIUHM 00CTOATENHCTBA.
Heanb: ®opMupoBaHHE KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
yMeTh: YUTaTh M MEPEBOANTD CIEIHATHHYIO JINTEPATYPY IS TOMOIHEHHUS MPOo(decCHoHaIbHBIX 3HAHUH;
OCYIIECCTBIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMaxX Ha aHIIIMHACKOM
SA3BIKEC.
AKTYyaJIbHOCTh TeMBbI: 00YyCIIOBIIeHa HEOOXOAMMOCThIO OBJIaieHneM Y K-4.

TeopeTnueckasi 4acThb:

Cap

Creating batik is a very time consuming craft. To meet growing demands and make the fabric
more affordable to the masses, in the mid- 19th century the . cap. (copper stamp - pronounced chop) was
developed. This invention enabled a higher volume of batik production compared to the traditional
method which entailed the tedious application of wax by hand with a canting.

Each cap is a copper block that makes up a design unit. Cap are made of 1.5 cm wide copper
stripes that are bent into the shape of the design. Smaller pieces of wire are used for the dots. When
complete, the pattern of copper stripsis attached to the handle.

The cap must be precisely made. This is especially true if the pattern is to be stamped on both
sides of the fabric. It isimperative that both sides of the cap areidentical so that pattern will be consistent.

Sometimes cap are welded between two grids like pieces of copper that will make a base for the
top and the bottom. The block is cut in half at the center so the pattern on each half isidentical. Cap vary
in size and shape depending on the pattern they are needed for. It is seldom that a cap will exceed 4 cmin
diameter, as this would make the handling too difficult.

Men usually handle the application of wax using cap. A piece of cloth that involves a complicated
design could require as many as ten sets of cap. The usage of cap, as opposed to canting, to apply the wax
has reduced the amount of time to make a cloth.

Today, batik quality is defined by cap or tulis, the second meaning hand-drawn designs which use
acanting, or kombinasi, a combination of the two techniques.

Dyes

Traditiona colours for Central Javanese batik were made from natural ingredients and consisted
primarily of beige, blue, brown and black.

The oldest colour that was used in traditional batik making was blue. The colour was made from
the leaves of the Indigo plant. The leaves were mixed with molasses sugar and lime and left to stand
overnight. Sometimes sap from the Tinggi tree was added to act as a fixing agent. Lighter blue was
achieved by leaving the cloth in the dye bath for short periods of time. For darker colour s, the cloth
would be left in the dye bath for days and may have been submerged up to 8 - 10 times aday.



In traditional batik, the second colour applied was a brown colour called soga. The colour could
range from light yellow to a dark brown. The dye came from the bark of the Soga tree. Another colour
that was traditionally used was a dark red colour called mengkuda. This dye was created from the leaves
of the Morinda Citrifolia.

The final hue depended on how long the cloth was soaked in the dye bath and how often it was
dipped. Skilled artisans can create many variations of these traditional colour s. Aside from blue, green
would be achieved by mixing blue with yellow; purple was obtained by mixing blue and red. The soga
brown colour mixed with indigo would produce a dark blue-black colour.

IpuyacTubie 000poThI ¢ npuyactueM I B pynkuuu odcrosarensersa. [Ipuuactaeie 000pOTHI €
npuvactieM | ynorpeOnsirorest a GyHKINHU CIETYIOMIX 00CTOSATEIBCTB!

1. o6cTosITENBCTBA BPEMEHH:

Travelling in Africa, he saw a iot of interesting things. ITyremiectByst mo Adpuke, OH BUAET MHOTO
MHTEPECHOTO.

[TpruacTturo | B ¢yHKIMHM 0OCTOSITENHCTBA BPEMEHH YacTO MPEAMIECTBYIOT COIO3BI When koe2oa,
while ¢ mo epems rax, kotopbie Ha pycckuil si3pIk He mepeBosircs. Cow3 when ymotpebinsiercs, kKak
MPaBUIIO, KOTJa pedb UAET 00 0OBIYHOM, MHOTOKPAaTHOM JEHCTBUH, KOTOPOE MOXKET OBITh BBHIPAKECHO B
COOTBETCTBYIOIIEM MPUAATOYHOM ITPEJIOKESHHIH TIIAroJIoM- ckazyeMbiM B hopme Indefinite, a coro3 while
ynoTpebisiercsi 0ObIYHO, KOrAa pedb HMAET 00 OJHOKPATHOM JEWCTBHM, MPHYEM IIOAYEPKUBACTCS
JIeicTBUE B TPOILIECCE; 3TO MOXET OBITh BBHIPAYKEHO B COOTBETCTBYIOLIEM NPUAATOYHOM MPEATIOKCHUU
TJIarojoM-ckaszyeMbIM B popme Continuous.

2. 00CTOATENHCTBA TPHYUHBL:

Knowing the subject well, the student was not afraid of the coming exam. 3mas mpeamer xopoiio,
CTYZACHT He OO0sIICS PEICTOSIIETO SK3aMeHa.

3. oOcrosiTenbcTBa 00paza JEHCTBHS WITH COIYTCTBYIOMIETO  JEHCTBHSA:

He stood at the window, think Ing of hisfuture. Owu crosi y okHa, Tymasi 0 CBOeM OyIyIIeM.

(meenpuuactue) (= OH CTOSUT Yy OKHA U [yMall 0 CBoeM  OyaymieM.) (IBa cka3yembIX)

Bomnpocsl u 3a1anus:

1. Ilepeseoume:

Design Process

The outline of the pattern is blocked out onto the cloth, traditionally with charcoal or graphite.
Traditional batik designs utilize patterns handed down over the generations. It is very seldom that an
artisan is so skilled that he can work from memory and would not need to draw an outline of the pattern
be-fore applying the wax. Often designs are traced from stencils or patterns caled pola. Another method
of tracing a pattern onto a cloth is by laying the cloth on a glass table that is illuminated from below
which casts a shadow of the pattern onto the cloth. The shadow is then traced with a pencil. In large batik
factories today, men usually are in charge of drawing the patterns onto the cloth. Click here to see the
step-by-step process of making batik.
2. Pazbeiime mexcm (meopemuueckoil 4acmu) Ha J102UYECKUE YACHU U 03A2148bMe KAMCOYIO.
3. H3 kastcoozo ab3aua mexcma (meopemuyeckoil 4acmu) evlnumwiume npeoiodiceHue, 3axadaouiee
6 cebe OCHOGHYI0 MblCJlb.
4. Hcnonv3zysa evibpanuvie Bamu npeonoiicenus, RUCbMEHHO COCMAGbME NIAH NEPEeCKa3a mekcma
(meopemuueckoit wacmu).
5. Iloozomoevme pe3tome u uniOCmpayuu K meKkcmy (meopemuyecKkoil yacmuy).
6. Hpoxwwuenmupyﬁme yacmos mexkcma (meopemuuecxoﬁ uacmu), Komopas eéam nokKasaiaco
Hauboee uHmMepecHoll.
7. Cocmaevme ceou npedﬂoafcenuﬂ CO cyioseamu u caosocouemanuiamu.

sandpaper HaXJayHas Oymara, HIKypKa

sanserif IPOTECKOBBIH HIPUPT

scene KapTHHA, Nei3ax

sketch HaOPOCOK, 3CKH3

scumble CJIeTKa MMOKPBIBATh KPACKOM, JIECCHPOBATh
sea-scape MOPCKOM mei3zax

scribble KapakyJu, Ma3Hs

secular MHUPCKOH, CBETCKUH

seek o0pamiarscs, NCKaTh



set HAIPaBIICHUE

shade N OTTEHOK; V IITPUXOBATh, OTTEHATH

sheet JIUCT

8. Muicns, 3aK110UeHHYI0 8 NPUOAMOUHOM RPEOIONCEHUU, 6bIPA3UME NPUUACMHBIM 000pOmoM, 20e
IMO 603MOIHCHO?>

|. Students who read a lot in English know the lan guage better than those who read less. 2. While | was
reading the book you gave me yesterday, | found atot of new words. 3. | live in a house which was built
more than a hundred years ago. 4. Since I didn't know my friend’s new address, | could hardly hope to
find him. 5. In this shop you can buy things which are made in different parts of the Soviet Union. 6.
Once when | was walking in the wood, | found a flower which | had never seen before. 7. | aways read
books which describe the lives of great people with interest. 8. What’s the name of the teacher who's
examining Group Three? 9. When we discussed this book, we found out a lot of interesting things. 10.
When he was asked the same question, he didn’t know what to say either. 11. /Is | was very busy, |
couldn’t help them.

IIpakTuyeckoe 3ansitue Ne 35.
Tpaxmuxa peuu: Waxing/ IlokpbiTHE BOCKOM
T'pavmamuxa: KoHCTPYKIUSA: CJI0KHOE JONOJHEHHE IOCJe IJarojioB «to want, to expect, should
(would) like».
Heab: ®opMupoBaHHE KOMMYHUKATUBHBIX KOMIIETEHIIUHN, OBJIaJE€HUE JIEKCUKON U TPaMMaTHUKOMN
B pesyabTarte 0cBOeHHE T€MBbI CTYAEHT J0JI5KEH
3HATh: HOPMBI YIIOTPEOIICHNUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTH CICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJTHCHUA HpO(i)CCCI/IOHaJ'H)HLIX 3HaHHI>'I;
OCYIIECCTBIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMaxX Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMbI: 00YCIIOBIeHa HEOOXOAMMOCThIO OBNIaieHneM Y K-4.

TeopeTnueckasi 4acThb:

Once the design is drawn out onto the cloth it is then ready to be waxed. Wax is applied to the
cloth over the areas of the design that the artisan wishes to remain the original colour of the cloth.
Normally thisis white or cream.

Female workers sit on a low stool or on a mat to apply the wax with a canting. The fabric that
they are working on is draped over light bamboo frames called gawangan to allow the freshly applied wax
to cool and harden. The wax is heated in the wajan until it is of the desired consistency. The artisan then
dips her canting into the wax to fill the bowl of the canting.

Artisans use the wax to retrace the pencil outline on the fabric. A small drop cloth is kept on the
woman's lap to protect her from hot dripping wax. The stem of the canting is held with the right hand in a
horizontal position to prevent any accidental spillage, which greatly reduces the value of the fina cloth.
The left hand is placed behind the fabric for support. The spout does not touch the fabric, but it held just
above the area the artisan is working on. To ensure the pattern is well defined, batik is waxed on both
sides. True tulis batik is reversible, as the pattern should be identical on both sides.

The most experienced artisans normally do first waxings. Filling in of large areas may be
entrusted to less experienced artisans. Mistakes are very difficult to correct. If wax is accidentally spilt on
the cloth, the artisan will try to remove the unwanted wax by sponging it with hot water. Then a heated
iron rod with a curved end is used to try and lift off the remaining wax. Spilled wax can never be
completely removed so it isimperative that the artisans are very careful.

If the cap method is utilized, this procedure is normally done by men. The cap are dipped into
melted wax. Just under the surface of the melted wax is a folded cloth approximately 30 centimetres
sguare. When this cloth is saturated with wax it acts like a stamp pad. The cap is pressed into the fabric
until the design side of the cap is coated with wax. The saturated cap is then stamped onto the fabric,
leaving the design of the cap. This process is repeated until the entire cloth is covered. Often cap and
canting methods are combined on the same piece of cloth.

Better quality batik may be waxed utilizing canting in one part of Indonesia and then sent to
another part of Indonesia where the cap part of the processis completed. On better quality cap fabric great
care is taken to match the pattern exactly. Lower grade batik is characterized by overlapping lines or
lightened coloured lines indicating the cap was not applied correctly.

KOHCprKHl/Iﬂ: CJI0KHO€ JOIIOJTHCHHE ITOCJIC IJ1arojioB



«towant, to expect, should (would) like»

1. B aHIIIMICKOM $3bIKE CYLIECTBYET KOHCTPYKIHS, Ha3bIBaeMasi CIIO)KHBIM JIOTIOJHEHHUEM,
KOTOpasi COCTOMT M3 JBYX 4YacTeil: mepBas 4YacTb — CYIICCTBHTEIbHOS B OOLIEM MafeKe HIH
MECTOMMEHHE B OOBCKTHOM Majieke, 0003HAYAOIINE JIMIIO HJIA MPEAMET; BTOpasi 4acTh — WHOUHUTHUB,
HNPUYACTHE WM MPUIAraTelbHOe, KOTOPbIE BBIPAKAIOT JCHCTBUE WIM KAuyeCTBO, MPHCYILEE JIUIY HWIH
npeaMeTy, 0003HaYeHHOMY B TEPBOW 4acTH. BCsi KOHCTPYKIMS BBINOJHSET B MPEUIOKECHUN (QYHKIHIO
JIOTIONTHEHHMS, YIIOTPEOISIETCS JIUIIb OCIIE HEKOTOPBIX TJIAr0JI0B M YacTO MEPEBOAUTCS HA PYCCKHUIA SI3BIK
JIOTIOJTHUTENBHBIM MIPUAATOYHBIM MPEIOKECHHEM:

(morroHEeHME)

What do | want?
I want him to go there. A xouy, umobwvl on nowen myoa.
nepBas 4acTb BTOpast 4acTh
(o) (meiicTBHC)

2. Tlocne rnaronoB to want, to expect u Boipaxkenust should (would) like B koHCTpyKIMH
CIIO)KHOE JIOMOJIHEHHE BTOpasi 4acTh BhIpaXkeHa MHOUHUTUBOM riiarona ¢ yactuieit to. Ha pycckuit s3Ik
CIIOXKHBIE JOTIOJIHEHUsT mocie rimarona to want u Beipakenus should (would) like mepeBomsitcs
JOTIOJTHUTENBHBIM TIPUAATOYHBIM TPEJIOKEHUEM C COI030M ymobwl, a Tocie riarona to expect —
JIOTIOJTHUTENLHBIM MPUAATOYHOM MPEIOKEHHEM C COI30M Ymo:
| want you to understand me. 51 xo4y, 4T00bI BbI MOHSIJIH MEHSL.

What do you want him to do for you? Yro Bbl XOTUTE, YTOOBI OH JJIsI Bac caesaa?
| should like you to read thisbook. S xoten Gbl, YTOGBI BBI IPOYUTAJIHM ITY KHHTY.

Bomnpocsl u 3a5anus:
1. Ilepeseoume:

Dyeing

After the initial wax has been applied, the fabric is ready for the first dye bath. Traditionally
dying was done in earthenware tubs. Today most batik factories use large concrete vats. Above the vats
are ropes with pulleysthat the fabric is draped over after it has been dipped into the dye bath.

The waxed fabric isimmersed in the dye bath of the first colour. The amount of time it isleft in
the bath determines the hue of the colour; darker colours require longer periods or numerous immersions.
Thefabric isthen put into a cold water bath to harden the wax.

When the desired colour has been achieved and the fabric has dried, wax is reapplied over the
areas that the artisan wishes to maintain the first dye colour or another colour at alater stage in the dying
process.

When an area that has been covered with wax previously needs to be exposed so that it can be
dyed, the applied wax is scraped away with a small knife. The area is then sponged with hot water and
resized with rice starch beforeit is re-immersed in the subsequent dye bath.

If amarble effect is desired, the wax is intentionally cracked before being placed in the dye bath.
The dye seeps into the tiny cracks that create the fine lines that are characteristic of batik. Traditionally,
cracks were a sign of inferior cloth especially on indigo colour batik. On brown batik, however, the
marble effect was accepted.

The number of colour sin batik represents how many times it was immersed in the dye bath and
how many times wax had to be applied and removed. A multicolour ed batik represents a lot more work
that a single or two-colour piece. Numerous dye processes are usualy reflected in the price of the cloth.
Nowadays, chemica dyes have pretty much replaced traditional dyes, so colour s are endless and much
more liberally used.

2. Pazbeiime mekcm (meopemuueckoil 4acmu) Ha 102UYECKUE YACHU U 03A2/148bMe KaMNCOYIO.

3. H3 kastcoozo ab3aua mexcma (meopemuyeckoil 4acmu) evlnumwiume npeoioddceHue, 3axadaouiee
6 cebe OCHOGHYI0 MblCJlb.

4. Hcnonv3zysa ewvibpanuvie Bamu npeonoiicenus, RUCbMEHHO COCMAGbmME NIAH NEPEeCKa3a meKcma
(meopemuueckoit wacmu).

5. Iloozomoevme pe3tome u uniOCmpayuu K meKkcmy (meopemuyecKkoil yacmu,).

6. Hpoxoanenmupyﬁme yacmos mexkcma (meopemuuecxoﬁ uacmu), Komopasa eam nokasaiaco
Hauboee uHmepecHoll.

7. Cocmaevme ceou npedﬂoafcenuﬂ CO cyioseamu u ciaosocouemanuamu.:

shield LAT

shift yepeoBaHne



shrink COKpAIIaThCS

significant 3HAYNTENBHBIN, BHIpA3UTEIbHbIH
silhouette CHITYIT

since TaK Kak, TIOCKOJIbKY

site MECTOIIOJIOKEHHE, LIEHTP

size [UINXTOBATH, KIICHTh

skeleton CKeneT

smear Ma3aTh, MaYKaTh

soft MSITKU

8. lononnume cnedyrowue npeodnodxicenus.

1. We wanted them to ... . 2. I did not expect him to ... . 3. We should like them to ... . 4. I don’t want
my sister to ... . 5. I didn’t expect you to ... . 6. I should like my son to ... . 7. We don’t want our friends
to ... . 8. My sister would like you to ... . 9. They wanted their children to ... .

9. Ilepegeoume:

1. Mu1 He xoTenH, YTOOBI BBl OCTABAIKCH TaM Tak J0JT0. 2. 5l He OKual, 4TO BBl IIepelyMaeTe, BBl BEllb
TaK XOTeNH MoexaTh Ha for. 3. MHe OBl XOTeNnoCh, YTOOBI BBl IIPUCMOTPENH 32 JIETHMH, TTOKa S CXOXKY B
MmarasuH. 4. Bpaun oxxuganu, yTo O0NBHOM cKopo monpaBuTcs. 5. Ham Okl X0Tenoch, 4ToObI BB CeIau
BCE BO3MOXKHOE, YTOOBI BEPHYTHCS BOBpeMs. 6. S He oxuman, 9ro onepanus OyaeT Takoil 00JIe3HEeHHOMH.
7. MHe OBl XOTeNoCh, YTOOBI BBl MPOYUTAIN STy KHUTY B MOUIMHHUKE. 8. Sl X0Tenm, 4ToOBI OH CcKazam
npaeay. 9. Mbl paccuuThiBaiu (0KHIAJIN), YTO BB cAepxkuTe cBoe obemanue. 10. S He xo4dy, 4TOOBI BbI
samumany ToBapuina Comoa. OH ommnbaetcs. PazBe Bam Bc€ errie 3To He SICHO?

I[pakTnyeckoe 3ansitue Ne 36.
Tpaxmuxa peyu: Special Treatmentswith batik / CiennanbHbie mpoueaypsl ¢ 6aTHKOM
I'pavmamuxa: JIBOliHbIE CTEeNIEeHU CPABHEHHUSI.
Henb: ®opmupoBaHre KOMMYHUKATUBHBIX KOMIETEHIU, OBIaACHUE JIEKCUKOU U IPaMMAaTHKOU
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: YuTaTh U NMEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITONOJIHCHUA HpO(1)€CCI/IOHaJ'ILHLIX 3HaHHﬁ;
OCYIIECCTBJIATh MPOGECCHOHAIILHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMBbI: 00YCIIOBIIeHa HEOOXOAMMOCThIO OBJNIaieHneM Y K-4.

Teoperuyeckasi 4acTh!

Prada or Gold Cloth

For special occasions, batik was formerly decorated with gold lead or gold dust. This cloth is
known as Prada cloth. Gold leaf was used in the Jogjakarta and Surakarta area. The Central Javanese used
gold dust to decorate their Prada cloth. It was applied to the fabric using a handmade glue consisting of
egg white or linseed oil and yellow earth. The gold would remain on the cloth even after it had been
washed. The gold could follow the design of the cloth or could take on its own design. Older batiks could
be given a new look by applying gold to them. Gold decorated cloth is till made today; however, gold
paint has replaced gold dust and |eaf.

Batik Designs

Although there are thousands of different batik designs, particular designs have traditionally been
associated with traditiona festivals and specific religious ceremonies. Previoudly, it was thought that
certain cloth had mystical powersto ward off ill fortune, while other pieces could bring good luck.

Certain batik designs are reserved for brides and bridegrooms as well as their families. Other
designs are reserved for the Sultan and his family or their attendants. A person's rank could be determined
by the pattern of the batik he/she wore.

In general, there are two categories of batik design: geometric motifs (which tend to be the earlier
designs) and free form designs, which are based on stylized patterns of natural forms or imitations of a
woven texture. Nitik is the most famous design illustrating this effect.

Certain areas are known for a predominance of certain designs. Central Javanese designs are
influenced by traditional patterns and colour s. Batik from the north coast of Java, near Pekalongan and
Cirebon, have been greatly influenced by Chinese culture and effect brighter colour s and more intricate
flower and cloud designs.

High fashion designs drawn on silk are very popular with wealthy Indone-sians. These
exceptionally high-quality pieces can take months to create and costs hundreds of dollars.



JBoiiHbIE CcTeleHU CpPaBHEeHUA. B aHTIIMIICKOM $3BIKE €CTh PsJl HpHilaraTelbHbIX, KOTOpbIE
UMEIOT ZiBe (DOPMEBI CTETICHEH CpaBHEHUS, PA3THYAIOIIHECS IO 3HAUCHHIO H YIIOTPEOICHHIO, HATPUMED:
|. far namexuii farther Gomee manexkuit farthest camplii manexuit
further 1. Gosee nanexHi

2. JaNbHEHIIMH (Q0NO HUMENbHLLIL)

furthest camslii nanexuii

Kpome o6o3nauenns paccrosaus, further 6onee Oanexuti ymorpebnsieTcs B 3HaUYCHUH
«100aBOYHBIH, TaTBHEHIINIT, HATIPUMED:
You will bereceiving furthe information later. Bei nonyunre danvheriuiue cBeieHUsT  TTO3IHEE.

elder — eldest crapmmii camblii cTapimii

older crapee oldest cambIii cTapbIit

Cnosa elder cmapwwuii n eldest camviii cmapwuti ynotpeONsIOTCS TOJIBKO CO CIIOBAMH: SOM,
daughter, sister, brother:
My elder sister islive years older than me.Most cmapwas cecmpa Ha 5 net crapiie MeHs.

3. near — nearer 6mm3Kko Oroke Nearest OmKanTwi

next ciueayrommii (no nopsoxy) Oynyumi (no epemenu)
What's the nearest station? We are getting off at the next stop. Kax naswiBaetcs Gnuoicativias cTaHus?
M1 cxouM Ha ciiedyrouell OCTaHOBKE.

4. |ate mo3auuii later mosxe

latter mocmennuit (u3 06yx) latest mocnenuuit (no epemenu nosenenus)

last mocnenHU (n0 nopsaOKy) MPONULIBIN (N0 6pemeHU)
What's the latest news? Kaxkossl nocrednue nosoctu? When does the last train leave? Korna orxogut
nocneonun noesn?

Bomnpocsl u 3a5anus:
1. Ilepeseoume:

Kawung is another very old design consisting of intersecting circles, known in Java since at least
the thirteenth century. This design has appeared carved into the walls of many temples throughout Java
such as Prambanan near Jogjakarta and Kediri in East Java. For many years, this pattern was reserved for
theroyal court of the Sultan of Jogjakarta. The circles are sometimes embellished inside with two or more
small crosses or other ornaments such as intersecting lines or dots. It has been suggested that the ovals
might represent flora such as the fruit of the kapok (silk cotton) tree or the aren (sugar palm).

Ceplok is a general name for a whole series of geometric designs based on sguares, rhombs,
circles, stars Although fundamentally geometric, ceplok can also represent abstractions and stylization of
flowers, buds, seeds and even animals. Variationsin colour intensity can create illusions of depth and the
overal effect is not unlike medallion patterns seen on Turkish tribal rugs. The Indonesian population is
largely Mudlim, areligion that forbids the portrayal of animal and human formsin arealistic manner. To
get around this prohibition, the batik worker does not attempt to express this matter in arealistic form. A
single element of the form is chosen and then that element is repeated again and again in the pattern.

Parang was once used exclusively by the royal courts of Central Java. It has several suggested
meanings such as 'rugged rock’, 'knife pattern' or 'broken blade'. The Parang design consists of slanting
rows of thick knife-like segments running in parallel diagonal bands. Parang usually alternated with
narrower bands in a darker contrasting colour. These darker bands contain another design element, aline
of lozenge-shaped motifs call mlinjon. There are many variations of this basic striped pattern with its
elegant sweeping lines, with over forty parang designs recorded. The most famous is the 'Parang Rusak’
which in its most classical form consisting of rows of softly folded parang. This motif also appears in
media other than batik, including woodcarving and as ornamentation on gamelan musical instruments.

2. Pazbeiime mexcm (meopemuueckoil 4acmu) Ha A02UdeCKUe YACMU U 03a2/148bHe KAXCOYIO.

3. H3 kasicoozo ab3aua mexcma (meopemuueckoil 4acmu) évlnumiume npeoiodceHue, 3aKuiouarouiee
6 cebe OCHOBGH)I0 MblCJlb.

4. Hcnonv3zysa evibpannsvie Bamu npeodnoscenus, nUCbMEHHO COCHIAGbME NJIAH HEPECcKa3a meKkcma
(meopemuueckou uacmu).

5. Iloozomoevme pe3tome u unirocmpayuu K mexcmy (meopemuueckoi vacmu).

6. Ilpokommenmupyitme uacmov meKkcma (meopemuueckoi udacmu), KOMopasa 6dam noOKaA3auiach
Haubonee uHmMepecHoll.

7. Cocmaevme ceou npedﬂoafcenuﬂ CO cjioseamu u ciaosocouemanusamu.:



solubility pacTBOPUMOCTH

spray IyJbBEPU3aTOP

statue crarys

stem noauep. OCHOBHOM IITPUX, HOXKKA (JTUTEPHI)

il life HATIOPMOPT

stipple PHCOBATh WIIK TPABUPOBATH ITyHKTHPOM

stria (pl striae) MoJIOCKa, Oopo3a

stroke IITPHX, MA30K, 4epPTa

Stray CIIy4YalHbII

stump pacTyiieBKa; Majxoydka Ajsl pacTyLIeBKH
subtractive OTHUMAIOLIHH, JINMIAIOMINHN; u3. CyOTpaKTUBHBIHI
subtle TOHKH, €/1Ba YIOBUMBIi

survive yILeJeTh, COXPaHUTBCS, TOWTH O HAIINX JTHEH
support OTIOpHasl CTOWKA, IITATHB

suspend BEIIaTh, [TOIBEIINBATH

8. IIpoumume cneoyroujue npeonorHceHus, 6b10PA8 HYHCHOE C1060 U3 OAHHBIX 8 CKOOKAX, U 00bACHUME
ux ynompeonenue:

1. My (older, elder) brother took part in many battles when he was on the front. 2. My sister’s husband is
five years (older, elder) than mine. 3. We haven’t read the (last, latest) novel by this writer yet. 4. Have
you heard the (last, latest) news (rnoBoctn) yet? 5. Excuse me, I didn’t hear the (last, latest) word. Please
repeat it. 6. I must get off at the (nearest, next) stop. 7. Which is the (nearest, next) station? 8. I’ve got two
brothers, Paul and Peter. The (for mer, first) is an engineer and lives in the North, the (latter, second) is a
teacher and livesin the Crimea.

Pasznea 4. Architecture and buildings/ ApxutexkTypa u 31aHust

I[pakTnyeckoe 3ansitue Ne 37.
Tlpaxmuxa peuu: A wider definition of architecture/ Bosee minpokoe onpeaeieHne apxXuTeKTypbl
Tpammamuxa: YnorpedaeHue repyHausi mocjie rjiarojoB «to stop, to finish, to continue, to begin, to
g0 on, to mind».
Heﬂbt (DOpMI/IPOBaHI/IC KOMMYHHKATHBHBIX KOMHGT@HL{I/IIZ, OBJIAJICHUC JIEKCUKOH U FpaMMaTHKOﬁ
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO I3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: YuTaTh U MEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA HpO(l)eCCI/IOHaJ'ILHLIX 3HaHHﬁ;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMaxX Ha aHTIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh T€MbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

Architecture is the art and science of designing buildings and structures. A wider definition would
include within its scope the design of the total built environment, from the macrolevel of town planning,
urban design, and landscape architecture to the microlevel of furniture.

Scope and intentions

According to the very earliest surviving work on the subject, Vitruvius De Architectura, good
buildings should have Beauty (Venustas), Firmness (Firmitas) and Utility (Utilitas); architecture can be
said to be a balance and coordination among these three e ements, with none overpowering the others. A
modern day definition sees architecture as addressing aesthetic, structural and functiona considerations.
However, looked at another way, function itself is seen as encompassing al criteria, including aesthetic
and psychological ones.

Architecture is a multi-disciplinary field, including within its fold mathematics, science, art,
technology, social sciences, politics, history, philosophy, and so on. In Vitruvius words, "Architecture is
a science, arising out of many other sciences, and adorned with much and varied learning: by the help of
which a judgement is formed of those works which are the result of other arts’. He adds that an architect
should be well versed in fields such as music, astronomy Philosophy is a particular favourite; in fact one
frequently refers to the philosophy of each architect when one means the approach. Rationalism,
empiricism, structuralism, poststructuralism, and phe-nomenology are some directions from philosophy
influencing architecture.



Theory and practice

The relevance of theory in informing practice cannot be overemphasised, though many architects
shun theory. Vitruvius continues: "Practice and theory are its parents. Practice is the frequent and
continued contemplation of the mode of executing any given work, or of the mere operation of the hands,
for the conversion of the materia in the best and readiest way. Theory is the result of that reasoning
which demonstrates and explains that the material wrought has been so converted as to answer the end
proposed. Wherefore the mere practical architect is not able to assign sufficient reasons for the forms he
adopts; and the theoretic architect aso fails, grasping the shadow instead of the substance. He who is
theoretic aswell as practical, is therefore doubly armed; able not only to prove the propriety of his design,
but equally so to carry it into execution.”

YnortpedJienne repyHaus nocJje riaarojios
«to stop, to finish, to continue, to begin, to go on, to mind»
lepynauii — 310 Takas Henu4Has ¢opMma TIIllaroia, KOTOpas SBJSIETCS MNPOMEXYTOUHOU
KaTeroOpuel MEeXIy TJarojioM W CYIIeCTBUTENbHBIM. DPOpMBI TepyHIUS W HpuvacTus | OIWHAKOBBI
IMpocras (HenepdexTHas) hopMa repyHIusi OKAHIUBACTCS Ha -iNQG, HATIPHUMED:
Reading books is necessary for anyone. JIio6omy denoBeKy HEOOXOAMMO YHTATH KHUTH.
B npennoxxennn repyHnnii ynorpeoduseTcst B QyHKIUAX, CBONCTBEHHBIX CYIIECTBUTEIHHOMY.

CpaBnure:

He finished hiswork. He finished working.
OHn xoHumn padory.  OH KOHYMJI pabOTaTh.
He began his work. He began working.
OH Hauan padory. OH Hauan padoTaTk.

Do you mind my corrections? Do you mind my correcting your mistakes?
Be1 He Bo3paskaeTe MPOTUB MOMX MONpPaBoK? Bl He Bo3paxkaeTe MPOTHB TOTO, YTO 51 HCIPABIISIO BAIIN
omnoOku?

ITocse riarosoB tO StOP B 3HAUeHWH Mpekpamarh, t0 go ON mpomomkars, t0 finish konyars u to
mind (B BOIPOCHUTEIBHBIX M OTPUIATENBLHBIX MPEITOKEHHUAX) BO3PaXKaTh, UMETh YTO-JIMOO MPOTHB
yIOTPeOISETCS TePYHTHIA:

He didn’t want to stop smoking when I asked himto. O He xoTen mepecrath KypuTh, KOTJa S €ro
TIOTIPOCHJI 3TO C/IENATh.

He has already finished reading this book. OH yXe KOHYMII YATaTh 3Ty KHHTY.

Go onreading! TIpogomkaiite 4nTaTh!

Do you mind waiting for me? BsI Hiuero He MMeEETe POTHB TOTO, YTOOBI MOJ0XK/IATH MEHS?

I don’t mind your smoking here! 41 He Bo3pakaro MPOTUB TOTO, YTOOBI BBl KYPHIIH 371eCh!

IIpuwmeuanue Korma repynauii ynorpebusiercst nocie riaroia to mind u Beipaxaer
JIeficTBUE, COBEPILIAEMOE HE JINI[OM, BBIPAXKCHHBIM MOJICKAIINM TPETIOKEHUS, 8 APYTHM JIHIIOM, TO JJIs
0003HAaYCHUsI STOTO JIMIA YHOTPEONseTCs MPUTHKATEIBHOE MECTOMMEHHE WM CYIIECTBHTEIHLHOE B
NPUTSHKATEITLHOM TaJIeXKe, KOTOPBIE CTaBsITCS Mepe]l TepYHIUEeM:

Do you mind my smoking here? BbI HUYero He UMeeTe MPOTHB TOTO, YTOOBI ST KypHII 371eCh?
ITocse riarosos to begin HaunHath 1 tO CONtiNUE MPOIO/KATh MOXKET YIIOTPEOISATHCS KaK TepyH/Inil, Tak
Y MHQHUHUTUB, OJJHAKO Yallle BCTPEYACTCS TePyHANI:

He began to read reading this book yesterday. O Hawan yuTaTh 3Ty KHUTY BUepa.

Bonpocsl u 3a1anus:

1. Ilepeseoume:

Washing Batik

Harsh chemical detergents, dryers and drying of fabrics in the sun may fade the colour sin batik.
Traditionally dyed batiks should be washed in soap for sensitive fabrics, such as Woolite, Silky or Halus.
Fine batik in Indonesia is washed with the lerak fruit which can be purchased at most traditional markets.
A bottled version of this detergent is also available at batik stores. Be sure to line dry batik in a shady area
and not in direct sunlight.

Modern Batik

Modern batik, although having strong ties to traditional batik, utilizes linear treatment of leaves,
flowers and birds. These batiks tend to be more dependent on the dictates of the designer rather than the
stiff guidelines that have guided traditional craftsmen. This is also apparent in the use of colour that
modern designers use. Artisans are no longer dependent on traditional (natural) dyes, as chemical dyes



can produce any colour that they wish to achieve. Modern batik still utilizes canting and cap to create
intricate designs.

Fashion designers such as Iwan Tirta have aggressively introduced batik into the world fashion
scene. They have done much to promote the Indonesian art of batik dress, in its traditional and modern
forms.

The horizon of batik is continuing to widen. While the design process has remained basically the
same over the last century, the process shows great pro-gress in recent decades. Traditionally, batik was
used for kain panjang or sarong in traditional dress. Now, not only is batik used as a material to clothe the
human body, its uses aso include furnishing fabrics, heavy canvas wall hangings, tablecloths and
household accessories. Batik techniques are used by famous artists to create batik paintings which grace
many homes and offices.

Fine quality handmade batik is very expensive and the production of such works is very limited.
However, in aworld that is dominated by machines there is an increasing interest in materias that have
been handmade. Batik is one of these materials.

During your stay in Indonesia, take advantage of your time here to learn more about the
fascinating world of batik. Have a batik dress or men's business shirt made for you by a seamstress or
tailor. Vigit batik factories in Jogjakarta, Surakarta or Pekalongan to see for yourself how the intricate
process is conducted or ask questions of batik artisans giving demonstrations in stores such as Sarinah or
Pasaraya in Jakarta. Y ou will come away with sense of wonder over the time, effort and patience put into
the creation of each batik cloth. Y ou too may soon grow to love the distinctive waxy smell of batik and
your batik acquisitions will provide many memories of your stay in Indonesia. Y our support of the batik
industry will also ensure that this art form grows to even greater peaks.

2. Coxpamume mexcm (ynp. 1) 3a cuem noopoénocmeit, komopoie mozym 6vimo onyuietsl 6e3 yuwiepoa
0715 cooeprrcanus.

3. Cocmasvme k mexcmy (ynp. 1) eonpocel, omeemsl Ha Komopble mo2nu 0bl CAYHCUMDb RIAHOM
nepeckasza mekcma.

4, Ilepeckascume mexcm (ynp. 1) na pycckom asvixe. Coenaitme uiniocmpayuu K meKcmy.

5. Boibepume nooxooawue no cmoicty nazeanue. Interior, The Dome, St. Peter's Square, History, St.
Peter's Basilica, Details:

Walking along the right aide of the basilica, there are several noteworthy monuments and
memorials. The first is Michelangelo's Pieta, located immediately to the right of the entrance. After an
incident in 1972 when an individual damaged it with an axe, the scul pture was placed behind protective
glass. Up the aidle is the monument of Queen Christina of Sweden, who abdicated in 1654 in order to
convert to Catholicism. Further up are the monuments of popes Pius XI and Pius X1, as well as the altar
of St Sebastian. Even further up is the Chapel of the Blessed Sacrament, which is open during religious
services only. Inside it is a tabernacle on the atar resembling Bramante's Tempietto at San Pietro in
Montorio. Bernini sculpted this gilded bronze tabernacle in 1674. The two kneeling angels were added
later. Further still are the monuments of popes Gregory X111 (completed by Carlo Rusconi) and Gregory
X1V,

In the northwestern corner of the nave sits the statue of St. Peter Enthroned, attributed to late
3th century sculptor Arnolfo di Cambio (with some scholars dating it back to the 5th century). The foot of
the statue is eroded due to centuries of pilgrims kissing it. Along the floor of the nave are markers with
the comparative lengths of other churches, starting from the entrance (not an original detail). Along the
pilasters are niches housing 39 statues of saints who founded religious orders.

Walking down the left aide there is the Altar of Transfiguration. Walking down towards the
entrance are the monuments to Leo XI and Innocent XI fol-lowed by the Chapel of the Immaculate Virgin
Mary. After that come the monuments to Pius X and Innocent V11, then the monuments to John XXII|
and Benedict XV, and the Chapel of the Presentation of the Blessed Virgin. After that comes the
Monument to the Royal Stuarts, directly opposite the one to Maria Clementina Sobieska. Symmetrically,
the two monarchs who gave up their thrones for their Catholic faith in the 7th century, are honoured side
by side in the most important church in Catholicism. Finaly, right before the end of the church, is the
Baptistry.

The right transept contains three altars, of St. Wenceslas, St. Processo and St. Martiniano, and St.
Erasmus. The left transept also contains three altars, that of St. Peter's Crucifixion, St. Joseph and St.
Thomas. West of the left transept is the monument to Alexander V11 by Bernini. A skeleton lifts afold of
red marble drapery and holds an hourglass symbolising the inevitability of death. He is flanked on the



right by a statue representing religion, who holds her foot atop a globe, with a thorn piercing her toe from
the British Isles, symboalizing the pope's problems with the Church of England.

Over the main altar stands a 30 m tall baldachin held by four immense pillars, all designed by
Bernini between 64 and 63 . The baldachin was buiilt to fill the space beneath the cupola, and it is said that
the bronze used to make it was taken from the Pantheon. Underneath the baldachin is the traditional tomb
of St. Peter. In the four corners surrounding the baldachin are statues of St Helena (northwest, holding a
large cross in her right hand), St Longinus (northeast, holding his spear in his right hand), St Andrew
(southeast, spread upon the cross which bears his name) and St Veronica (southwest, holding her veil).
The statue of Longinusis by Bernini and the others are by his followers. Each of these statues represents
arelic associated with the person, respectively, a piece of The Cross, the Spear of Destiny, St Andrew's
head (as well as part of his cross) and Veronicas Veil. In 964, St Andrew's head was returned to the
Greek Orthodox Church by the Pope. It should be noted that the Vatican makes no claims as to the
authenticity of severa of these relics, and in fact other Catholic churches aso possess "the same” relics.
Along the base of the inside of the dome is written, TV ES PETRVS ET SVPER HANC PETRAM
AEDIFICABO ECCLESIAM MEAM. TIBI DABO CLAVES REGNI CAELORVM. Near the top of the
dome is another, smaller, circular inscription: S. PETRI GLORIAE SIXTVS PP. V. A. M. D. XC.
PONTIF. V. (To the glory of St. Peter; Sixtus V, pope, in the year 1590 and the fifth year of his pontifi-
cate).

At the apse of the church is the Triumph of the Chair of Saint Peter (1666) by Bernini, a focus of
the Feast of Cathedra Petri celebrated annually on February 1 in accordance to the caendar of saints. The
triumph is topped by a yellow window in which is a dove, portraying the Holy Spirit, surrounded by
twelve rays, symbolising the apostles. Beneath it is the bronze encasing of the relic of the chair of St.
Peter, given to the Vatican from Charles the Bald in 1875. To the right of the chair are St Ambrose and St
Augustine (fathers of the Latin church), and to the left are St Athanasius and St John Chrysostom (fathers
of the Greek church). Further to the right is the monument to Urban VIII, by Bernini, and further to the
left is the monument to Paul 111.

6. Oopamume enumanue na ynompeonenue 2epyHous U UHYUHUMUBA ROCIE CTIeOYIOMUX 21420106, 10
stop, to begin, to go on, to finish, to continue, to mind. Tam, 20e 603moaicno, daiime déa éapuanma:

1. IlepecranbTe pasroBapuBaTh. Sl HE CIBINTY, O YeM TOBOPUT AOKIAIAUUK. 2. XOTS OBLIO YK€ OYeHBb
MO37THO, OH TPOJI0JKAT paboTaTh, TaK KaK €My HYXXHO OBLJIO MOATOTOBHUTH JOKIIAJ K CIEAYIOMEMY JTHIO.
3. ,,Bbl HauMHaeTe BBI3IOpPABIMBATh. DTO 3aMeyaTelbHO, MOJIO/ON YeloBeK™, ckazal Bpau OOJIbHOMY,
CUACBIIEMY Y OKHAa. 4. Mol OCTaHOBMJINCH, 4TOOBI OTAOXHYTb, TAK KaK OYCHb YCTaJId IIOCJC
HpO}:[OJ'I)KPIT@J'IBHOfI (HOHFOﬁ) XO,[[L6I>I. 5. 4 ue BO3pakaro, €CJIN Bbl MPOAOJDKUTC YTCHHUC, HAIIMCAHHOTO
BaMH paccka3za. MHe OH odeHb HpaBUTCS. 6. 51 He Bo3pakaro, ecid BBl OCTaHETeCh y Hac. Mama
nmo3aboTurcs o Bac. 7. Bel He Bo3pakaere, eciu s MPOBOXKY Bac 10 Bok3ana? — KoneuHo, Het. S Oyay
O4YCHb pan. 8. Yuurenan mpoaoJIKall OOBSICHSITh HOBOE rpaMMaTUiCCKOC MpaBuJIO TOJIBKO TOrAa, KOrJa
YY4EHUKH TIPEKpaTUiIN pa3roBapuBaTh. 9. OH MpoaoIDKal HCKaTh KHUTY, Moka He Hamien ee. 10. Bwl He
BO3paXkaeTe, €Clid s TO3BOHIO BaM ceromHs Bedepom? 11. Mul Hauanm mnucaTh H3JIOXKeHHE (@
reproduction) MocJie TOro, Kak NpenojaBaTellb IMpoYell paccka3 IBaxAbl. 12. Kak TOIbKO OH KOHYHUT
YUTaTh 3Ty KHUTY, OH JaCT €€ MHC. 13 )l YBEPCH, 4TO €CJIM Bbl HAYHETC NCPECBOJUTH 3Ty CTATBIO TOTYAC
K€, Bbl 3aKOHYUTE €€ K 3aBTPAIIHEMY ITHIO. 14 OH BCIIOMHHJI CBO€ JACTCTBO U MEPECTAI IEPEIUCTBIBATH
JIC)KABIIYIO IEPEC]I HUM KHUTY.

IIpakTHyeckoe 3ansitue Ne 38.
IIpaxmuxa peuu: The difference between ar chitecture and building / Pazauna mexkay apXuTeKkTypoii
H CTPOHUTETbCTBOM
I'pammamuxa: Tipomennee BpemMs rpynnbl Perfect.
Heanb: ®opMupoBaHUEe KOMMYHUKATUBHBIX KOMIIETEHIIUHN, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yabTaTe 0cBOeHHE TeMbI CTYACHT 10JIKEH
3HATh: HOPMBI YIOTPEOJICHHST JIEKCUKH aHTIUICKOTO S3bIKa B PO eCCHOHANBHON cdepe
YMeTb: YUTATh U MEPEBOJINTH CHEIUANBHYIO JINTEPATypy JJIsl MOTONHEHHs TPO()EeCCHOHAFHBIX 3HAHUN;
OCYHIECTBIATh MPOGECCHOHAIEHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMaxX Ha aHTIIUHACKOM
A3BIKE.
AKTYaJIbHOCTBH Te€MbI: 00yCIIOBJICHA HEOOXOANMOCTRIO OBlIafieHueM Y K-4.
TeopeTuyeckasi YacTh:

The difference between architecture and building is a subject matter that has engaged the

attention of many. According to Nikolaus Pevsner, European historian of the early 20th century, "A



bicycle shed is a building, Lincoln Cathedral is a piece of architecture”. In current thinking, the division is
not too clear. Bernard Rudofsky's famous Architecture Without Architects consolidated a whole range of
structures designed by ordinary people into the realm of architecture. The further back in history one
goes, the greater is the consensus on what architecture is or is not, possibly because time is an efficient
filter. If like Vitruvius we consider architecture as good building, then does it mean that bad architecture
does not exist? To resolve this dilemma, especially with the increasing number of buildings in the world
today, architecture can also be defined as what an architect does. This would then place the emphasis on
the evolution of architecture and the architect.

Architecture is also the art of designing the human built environment. Buildings, landscaping, and
street designs may be used to impart both functional as well as aesthetic character to a project. Siding and
roofing materials and colours may be used to enhance or blend buildings with the environment. Building
features such as cornices, gables, entrances, and window treatments and borders may be used to soften or
enhance portions of a building. Landscaping may be used to create privacy and block direct views from or
to a site and enhance buildings with colourful plants and trees. Street side features such as decorative
lighting, benches, meandering walkways, and bicycle lanes may either enhance or degrade the experience
of aproject site for passersby, pedestrians, and cyclists.

Ipomenmee Bpemsi rpynmnbi Perfect
1. TIpomemmee Bpems rpymmbsl Perfect ymorpeGmsiercst s 0003Ha4YeHHs JACHCTBUS, yiKe
COBEPILIUBILETOCS] IO OINpPEJCICHHOr0 MOMEHTa B MPOIUIOM W COOTHECEHHOTO C STHM MOMEHTOM B
OpoLIOM, a HE C MOMEHTOM peud. [lostomy mpomenmee Bpems rpymmsl Perfect HasbiBaroT
OTHOCHTEIILHBIM BPEMEHEM.

JlaHHBIIE MOMEHT B MPOILJIOM MOXeET OBbITh BHIPQKEH TOYHBIM YKa3aHHUEM BpeMeHH (Tol1a, YHCIa,
yaca M T.J0.) C NPEIIOroM BpeMeHH DYy x wium apyrum mpolmeAmiuM AeHCTBHEM, COOBITHEM HIIH
cutyauueil. B mporrenmem Bpemenu rpynmnbl Perfect BcmomorarenbHbiii rmaron to have crout B
IpOLIe/IIeM BpeMEHH:

My friend had read the book by five o’clock yesterday. Buepa x msitm 4acam Moit apyr (yxke)
IIpoYuTall KHUTY.

2. B moBecTBOBaHMH, IIPU OMHCAHUU TTOCIIEIOBATEIBHBIX COOBITHI B MPOIUIOM B aHTTIMHCKOM SI3bIKE, KaK
U3BECTHO, ymNoTpeOiseTcs mpoineaiee Bpems rpynmel |ndefinite. Ecim ke mocnenoBarenbHOe
W3II0KEHUE COOBITUN HapyIlaeTcs, T.. €CIM yKas3blBaeTCsA JCHCTBHE, KOTOPOE MPOU3OILIO paHee, OHO
BBIpaXKaeTCs MPOLICNINM BpeMeHeM rpyrnsl Perfect:

We hurried to the theatre. We entered M5l [OCTIEIIIN B TeaTp. Mbl BOILTH B
hall at a quarter to eight and took 3aj1 63 YeTBEPTH BOCEMb M 3aHSITH
our seats near the door. The concert CBOM MecTa 0KoJ10 aBepu. KoHiept
had already begun. My friend looked y:ke HavaJjicst. Moii Apyr mocMoTpet
around. He had never been to this BOKpYT. PaHbIlle OH HUKOT/Ia He OBLT
theatre before and wanted to see what B 3TOM TeaTpe, U eMy XOTeJIOCh YBU-
the hall looked like... JIeTh, YTO TPEICTABIISAET COOOKO 3all...

3. B CI0KHOTIOMYMHEHHOM TTPEUTOKEHUN ¢ TIPHUAATOYHBIM TPEIIOKEHHEM BPEMEHH TIPOIIE/IIIee BPEMSI
rpymmsl Perfect moker ymoTrpebmsaThesi Kak B TIIABHOM MPEIIOKEHHWH, TaK W B IMPHUIATOYHOM B
3aBHCHUMOCTH OT TOTO, KaKOe JICHCTBUE COBEPIIMIOCH paHbIiie. ECu cka3zyeMoe TJIaBHOTO MPEAIONKCHUS
o0o03HayaeT JeHCTBHE, COBEPINUBINCECS paHee IeHCTBUS, 0003HAYCHHOTO CKa3yeMbIM MPHUAATOYHOTO
TPEIOKEHNS, TO TEPBOE CTABUTCS B MpoImeArieM BpemeHu rpymmsl Perfect, mpuuem mpumarounoe
NPe/JIOKEHUE BPEMEHH BBOUTCS coto3amu DeEfor e do moeo, kax; neped mem, kax vim when kozoa:

My friend had rung me up before Moti ApyT MO3BOHMII MHE TIEpel YXOA0M

he went home. nmomoit. (ITepen TeM, Kak MOIIEI JTOMOM).
We had dready reached thevillage = Mgl yxke mo6paiuch 10 1epeBHH, KOTAa
when it began to rain. MOLIEN TOXKIb.

Ecim ke ckazyeMoe MpuaaTOIHOTO MPEIIOKEHHsI 0003HaUaeT NEHCTBHE, KOTOPOE COBEPIIUIIOCH
paHee ZICfICTBI/IiI, BBIPAXXCHHOT'O CKa3y€MbIM TIJIaBHOI'O IIPEAJIOKEHHA, TO CKa3zyeMO€ BPEMCHHOI'O
MNpUAATOYHOI'O NPCAJIOKCHUA CTOUT B NPOIICAIIEM BPEMCHHU T'PYIIIBI Perfect 1 BBOAUTCA B 3TOM CJiydyac
corosamu after, as soon as, when:

As soon asthey had had dinner, they Kak Toabko (0HH) moo6exaan, OHH IMo-
went for awalk. IIUTH TTOTYJISTh.
They went for awalk after they had OHHM NOLTH MOTYJISTH MOCJIe TOr0, KaK

written lettersto their friends. HAMKCAJTH [TUCHMA JIPY3bsM.



Il puwmeuamnune Korma omHo aeiicTBue OBICTPO CIIEAyeT 3a IPYTUM, OCOOCHHO JEHCTBHS,
BRIpa’KacMble Tarojamu Tma t0 come, to enter, to finish, mocme coros3oB when, as soon as, after
ynoTpebisieTcs ckazyemoe B TpolieanieM Bpemenu rpymms | ndefinite:

Assoon as| finished work, | went home. Kak Tosibko s 3akoHYHI paboTy, 5 (Cpa3y) Mouiesi J0MOi.

4. B moBecTBOBaHUHM Mpolie/niee Bpems rpymnmbl Perfect ymorpebisiercs B Tex ke ciydasx, KOTAa B
JIMAIIOTMYECKOM peur ynoTpeodisieTcs: HacTosiiee Bpems rpymisl Perfect:

When | was going along the strest, | Korga s men no ysuue, s BETPETHI OJAHOTO
met an old friend of mine whom | U3 CBOMX CTapbIX JIpy3eii, KOTOPOTO s He
hadn’t seen since he left for Leningrad. BH/I€JI C TeX MOP, KaK OH yexas B JICHHHTpaI.

5. lpomenmee Bpems rpynmnsl Perfect ymorpedisiercst Takxke it 0003HaUCHHUS ACHCTBUSI, KOTOPOE €Ile
HE YCIIEJIO0 COBEPIIUTHCS JO JaHHOTO MOMEHTA B ITPOILLIIOM.

DTOT MOMEHT YacTo 0003HAYAETCs IPYTHM TIPOIIEIINM JecTBHEM. B 3TOM ciydae ckazyemoe B
npoure/meM BpeMeHu rpynmsl Perfect crour B orpunarensHoit hopme:
They had not yet got on the tram when it started off.  Onwu eme He ycmenu cecTh B TpaMBaid, Kak OH
TPOHYJICSL.

Bonpocs! 1 3a1anust:
1. Boibepume nooxooswue no cmoicay nazeanue. Interior, The Dome, St. Peter's Square, History, St.
Peter's Basilica, Details:
1

Directly to the east of the church is the éliptical St. Peter's Square (Piazza San Pietro), built
between 1656 and 1667, in the center of which is a 25.5 m tall obelisk. The obelisk was moved to its
present location in 1585 by order of Pope Sixtus V. The obelisk dates back to the 13th century BC in
Egypt, and was moved to Rome inthe st century to stand in Nero's Circus some 250 m away. Including
the cross on top and the base the obelisk reaches 40 m. On top of the obelisk there used to be a large
bronze globe allegedly containing the ashes of Julius Caesar, this was removed as the obdlisk was erected
in St. Peter's Square. There are also two fountains in the square, the south one by Maderno (1613) and the
northern one by Bernini (1675).

2

The dome or cupola was designed by Michelangelo, who became chief architect in 1546. At the
time of his death (1564), the dome was finished as far as the drum, the base on which domes sit. The
dome was vaulted between 1585 and 1590 by the architect Giacomo della Porta with the assistance of
Domenico Fontana, who was probably the best engineer of the day. Fontana built the lantern the
following year, and the ball was placed in 1593.

As built, the double dome is brick, 4.3 min interior diameter (almost as large as the Pantheon),
rising to 120 m above the floor. In the early 18th century cracks appeared in the dome, so four iron chains
were installed between the two shells to bind it, like the rings that keep a barrel from bursting. (Visitors
who climb the spiral stairs between the dome shells can glimpse them.) The four piers of the crossing that
support it are each 18 meters across. It is not simply its vast scale (136.57 m from the floor of the church
to the top of the added cross) that makes it extraordinary. Michelangelo's dome is not a hemisphere, but a
paraboloid: it has avertical thrust, which is made more emphatic by the bold ribbing that springs from the
paired Corinthian columns, which appear to be part of the drum, but which stand away from it like
buttresses, to absorb the outward thrust of the dome's weight. The grand arched openings just visible in
the illustration but normally invisible to viewers below, enable access (not to the public) al around the
base of the drum; they are dwarfed by the monumental scale of their surroundings. Above, the vaulted
dome rises to Fontana's two-stage lantern, capped with a spire.

The dome designed by Michelangelo was completed by Giacomo della Portain 1590.

The egg-shaped dome exerts less outward thrust than a lower hemispheric one (like Mansart's at
Les Invalides) would have done. The dome conceived by Donato Bramante at the outset in 1503, was
planned to be carried out with a single masonry shell, a plan that was discovered not to be feasible. San
Gallo came up with the double shell, and Michelangelo improved on it. The piers at the crossing which
were the first masonry to be laid, which were intended to support the origina dome, were a constant
concern, too dender in Bramante's plan, they were redesigned several times as the dome plans evolved.

Other domes around the world built since, are always compared to this one, which served as
model: Saint Joseph's Oratory in Montreal, Quebec, St Paul's Cathedral in London, Les Invalidesin Paris,
United States Capitol in Washington, DC, Harrisburg, PA, and the more literal reproduction at the
Basilicaof Our Lady of Peace of Y amoussoukro, Cote d'lvoire.



Above the main entrance is the inscription IN HONOREM PRINCIPIS APOST PAVLVS V
BVRGHESIVS ROMANVS PONT MAX AN MDCXII PONT VII (In honour of the prince of apostles;
Paul V Borghese, pope, in the year 1612 and the seventh year of his pontificate). The fagade is 114,69
metres wide and 45,55 m high. On top are statues of Christ, John the Baptist, and eleven of the apostles;
St. Peter's statue is inside. Two clocks are on either side of the top, the one on the left is electricaly
operated since 1931, with its oldest bell.

Between the fagade and the interior is the portico. Mainly designed by Maderno, it contains an
18th century statue of Charlemagne by Cornacchini to the south, and an equestrian sculpture of Emperor
Constantine by Bernini (1670) to the north. Entering the southernmost door, designed by Giacomo
Manzu, is called the "Door of the Dead". The door in the centre is by Antonio Averulino (1455), and
preserved from the previous basilica.

The northernmost door is the "Holy Door" in bronze by Vico Consorti (1950), which is by
tradition only opened for great celebrations such as Jubilee years. Above it are inscriptions. The top reads
PAVLVS V PONT MAX ANNO XIlII, the one just above the door reads GREGORIVS XIII PONT
MAX. In between are white slabs commemorating the most recent openings.

2. Pazbeiime mexkcm (meopemuueckoil 4acmu) Ha A02udecKUe Yacmu u 03az1aebme Kaxcoyio.

3. U3 karxcoozo a63aua mekcma (meopemuueexoﬁ uacmu) eévlnuuiume npedﬂoafcenue, 3aKnuawuiee
6 cebe OCHOGHYIO MblCJlb.

4. ch0ﬂb3y}l GblﬁpaHHble Bamu npeOJloafceHuﬂ, RUCbMEHHO cocmasébme NJIGH nepeckKkasa mekcma
(meopemuueckoii uacmu).

5. Iloozomoevme pe3tome u unIOCMpayuu K meKkcmy (meopemuyeckoil yacmuy).

6. Ilpoxommenmupyiime uwacmov meKkcma (meopemuyecKoi uacmu), KOmopas 6am NOKA3A1Ach
Hauboee uHMepPecHoll.

7. Illepesedume na aneAUCKUIL A3bIK, 00PAUIAA 6HUMAHUE HA YOPMY BPEMEHU 211A20NA-CKAZYEMO20:
a) 1. Comurie yxe B30ILIO, H MBI MOXKEM OTITPABIIATHCS Ha peKky. Hamm mogku yxe Tam. 2. [logemy BB
He mpuriaacuwiu Topapuma KimnmMoBa npuHATE ydacTue B Hamieil pabore? OH 09eHb XOPOIIO 3HAET 3TOT
IpeaMeT U MoKeT HaM noMoub. 3. ChIH MOel cecTpbl O4eHb CrocoOHbIM. EMy Tonbko deTkipe rona, Ho
OH y)X€¢ Hay4mJicsl unutathb. 4. [louemy Thl ocTajcs qoma? JIokTop eiie He pa3pemuya Te0e BHIXOAUTh? 5.
S Toxe HUKOIrJa HE CJablIIaJd 3TOro pacckasa. HOBTOMY A AyMaro, s TOXE IMOIydy OoJIbIIIoE
YAOBOJLCTBUE CiyInas ero (0T Hero). 6. Uto cayumiioch ¢ [letpom? Tlouemy on eme He mpuren? 7. S
pan, uro ToBapul JlaBpoB mpucoenuHuICA K BaMm. Terepb BaM Oy/eT Jierde 3aKOHYUTH 3Ty pabory. 8. 5
AyMaro, 4TO HaM MMPUACTCA OCTAThCA 3ACCh 1O CEMHU HaCOB. 9. F)le MoH KHHUTHU? S TOIBKO YTO OCTABHJI MX
3nech. Kto-aHnbynp 0bLI 316Ch?

IIpakTnyeckoe 3ansitne Ne 39.
Tpaxmuxa peuu: Architectural history / Ucropusi apxuTeKkTypbl
FpaMMamuKa: KOHCprKHHH «CJIOKHO€ TO0IMOJTHECHHE» MOCJIE IJ1aroJioB BOCIIPpUATHSI.
Heanb: ®opMupoBaHNE KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOeCCHOHAIBHOM chepe
YMeTb. YUTATh U IEPEBOIUTH CHEIHUANBHYIO JIUTEPATYpPy ISl MOTOJHEHHS TPOo(ecCHOHAFHBIX 3HAHU;
OCYLICCTBJIATH HpO(i)eCCI/IOHaJ'H:Hy}O KOMMYHUKAIIUIO B YCTHOﬁ A IMTMCbMEHHOM (bopMax Ha aHTJIHHCKOM
SI3BIKEC.
AKTYaJIbHOCTH Te€MbI: 00yCIIOBJICHA HEOOXOANMOCTRIO OBlafeHueM Y K-4.

Teoperuyeckasi 4acTh!

Architecture first evolved out of the dynamics between needs (shelter, security, worship) and
means (available building materials and attendant skills). Prehistoric and primitive architecture constitute
this early stage. As humans progressed and knowledge began to be formalised through oral traditions and
practices, architecture evolved into a craft. Here there is first a process of trial and error, and later
improvisation or replication of a successful trial. The architect is not the sole important figure; he is
merely part of a continuing tradition. What is termed as Vernacular architecture today falls under this
mode and still continues to be produced in many parts of the world.

Early human settlements were essentially rural. As surplus of production began to occur, rural
societies transformed into urban ones and cities began to evolve. In many ancient civilisations such as the
Egyptians' and Mesopotamians' architecture and urbanism reflected the constant engagement with the
divine and the supernatural. However, the architecture and urbanism of the Classical civilisations such as
the Greek and the Roman evolved from more civic ideas and many new building types emerged.



Architectural styles developed and texts on architecture began to be written. These became canons to be
followed in important works, especialy religious architecture. Some examples of canons are the works of
Vitruvius, the Kaogongji of ancient China and Vaastu Shastrain ancient India. In Europe in the Classical
and Medieval periods, buildings were not attributed to specific individua architects who remained
anonymous. Guilds were formed by craftsmen to organise their trade. Over time the complexity of
buildings and their types increased. General civil construction such as roads and bridges began to be built.
Many new building types such as schools, hospitals, and recreational facilities emerged.

Islamic architecture all by itself merits a special discussion. The concept of Islamic architecture
can be understood in several ways. But perhaps a concise way of defining it would be to say that Islamic
architecture is smply the architecture characteristic of predominantly Islamic societies as well as similar
architecture elsewhere.

Using this definition, Islamic architecture has a long and complex history beginning in the 7th
century CE continuing today. Examples can be found throughout the countries that are, or were, Islamic -
from Morocco and Spain to Iran, and Indonesia. Other examples can be found in areas where Muslims are
aminority. Islamic architecture includes mosgues, madrasas, caravansarais, palaces, and mausolea of this
large region.

With the Renaissance and its emphasis on the individual and humanity rather than religion, and
with all its attendant progress and achievements, a new chapter began. Buildings were ascribed to specific
architects - Michaelangelo, Brunelleschi, Leonardo da Vinci - and the cult of the individual had begun.
But there was no dividing line between artist, architect and engineer, or any of the related vocations. At
this stage, it was still possible for an artist to design a bridge as the level of structural calculations
involved were within the scope of the generalist.

With the consolidation of knowledge in scientific fields such as engineering and the rise of new
materials and technology, the architect began to lose ground on the technical aspects of building. He
therefore cornered for himself another playing field - that of aesthetics. There was the rise of the
"gentleman architect" who usually dealt with wealthy clients and concentrated predominantly on visual
qualities derived usually from historical prototypes. In the 19th century Ecole des Beaux Arts in France,
the training was toward producing quick sketch schemes involving beautiful drawings without much
emphasis on context.

Meanwhile, the Industrial Revolution laid open the door for mass consumption and aesthetics
started becoming a criterion even for the middle class as ornamented products, once within the province
of expensive craftsmanship, became cheaper under machine production. Such products lacked the beauty
and honesty associated with the expression of the process in the product.

The dissatisfaction with such a general situation at the turn of the twentieth century gave rise to
many new lines of thought that in architecture served as precursors to Modern Architecture. Notable
among these is the Deutscher Werkbund, formed in 1907 to produce better quality machine made objects.
The rise of the profession of industrial design is usually placed here. Following this lead, the Bauhaus
school, founded in Germany in 1919, consciously rejected history and looked at architecture as a
synthesis of art, craft, and technology.

KoHcTpyKiust «cJI05KHOE T0NMOJTHEHHE) MOCJe IJ1arojioB BOCIPUATHS

IMocse T1aros0B, BRIPAKAIOIMINX BOCIPUATHE TIOCPEACTBOM OPraHOB YyBCTB, Hampumep: {0 see
sudemsn, t0 watch nabrooams, to notice zameuams, 10 hear caviuwams, to fed uyscmeosamos u np. B
KOHCTPYKI[UH CJI0KHOE JOTOJTHEHHE BTOpas 4acTh MOXKET OBbITh BBIpaKeHAa MHOUHUTHBOM Tiaroia 0e3
yacTtuipl tO minm mpudactueM [ Ha pycckuil s3bIK CIIOKHOE [JOIOJHEHUE IIOCHE 3TUX IJIarojoB
TIEPEBOUTCS JTOTIOHUTENBHBIM PHUIATOYHBIM ITPEUTOKEHUEM € COI03aMHU KAK HIIH YTO:
| saw them enter the room. Sl Buzien, 4YTO OHU BOILTH B KOMHATY.
| saw him writing aletter. A Buzen, Kak (4T0) OH MUCAJ IHCHMO.
We noticed him entering theroom.  MbI 3amMeTHIH, KaK OH BXOJAMJI B KOMHATY.
Did you hear him singing yesterday? Bsr ciblianu, Kak oH meJj pyepa?

3HaYeHHE Pa3UYHBIX BHJIOB CJIOKHOTO JIOTOJHEHHS HE BCErja OJUHAKOBO. Tak, CIOXKHOE
JOTTOJTHEHHE ¢ TIpudYacTreM | MepeBOAWTCS MPEMTOKEHHEM C TJIarojoM HECOBEPIIEHHOrO BHIA, a
CJIO’KHOE JIOTIOJHEHUE ¢ WHGUHUTHBOM MEPEBOIUTCS MPEATIOKCHUEM C TIIAr0JIOM COBEPIICHHOTO BHUJA.
CyliecTByeT W HEKOTOpas pasHUIA B YHNOTPEOJCHHH pa3NUYHBIX BHOB CIIOKHOTO OTMOJHEHUS.
Tlockonbky npuuactvie [ Mmoka3bpIBa€T OJHOBPEMEHHOCTb BBIPAKAEMOI'O0 UM JEHCTBUSI C JICHCTBUEM,
BBIPOKEHHBIM CKa3yeMbIM, TO JJisi 0003HAYCHHs psjia TOCIEIOBATEIBHBIX JEHCTBHHA YIOTPEOIISIOTCS
WH(QUHUATHBGIL:



| saw him enter the room, sit S Bugen, 4to (Kak) OH BOIIEN B KOM-

down at the table, open his HaTY,CeJI 33 CTOJ, OTKPBLT CBOIO

book and begin reading it. KHUTY ¥ Ha4aJl YUTaTh.

ITpumedanue. [naronsr tO See sudems, 10 hear crviiwams, MOJOOGHO COOTBETCTBYIOIIMM PYCCKUAM
rJIarojiaM, MOTYT YIIOTPEOJISThCS TakKe B 3HAYCHUsIX: t0 See — nonumame, 10 hear — ysnamo umo-1u6o
om Kkoeo-1ub60. B 3THX 3HAYEHHUSX TIOCIAE HHUX YHOTPEOJISIOTCS IOMOJHUTEIbHBIC TMPHIATOYHBIC
NPEUIOKCHUS:

| seethat you areright. S BHXKY (= 51 IOHMMAI0), YTO BbI IIPABHI.

Bonpocs! u 3a1aHus:
1. Ilepeseoume:

When Modern architecture first began to be practiced, it was an avant-garde movement with
moral, philosophical, and aesthetic underpinnings. Truth was sought by rejecting history and turning to
function as the generator of form. Architects became prominent figures and were termed masters. Later
modern architecture moved into the realm of mass production due to its simplicity and economy.

However, a reductive quality began to be perceived in modern architecture by the general public
from the 1960s. Some reasons cited for this are its perceived lack of meaning, sterility, ugliness,
uniformity, and psychological effects.

The architectural profession responded to this partly by attempting a more populist architecture at
the visual level, even if at the expense of sacrificing depth for shallowness, a direction called
Postmodernism. Robert Venturi's contention that a "decorated shed" (an ordinary building which is
functionally designed inside and embellished on the outside) was better than a "duck” (a building in
which the whole form and its function are considered together) gives an idea of this approach.

Another part of the profession, and also some non-architects, responded by going to what they
considered the root of the problem. They felt that architecture was not a personal philosophical or
aesthetic pursuit by individualists; rather it had to consider everyday needs of people and use technol ogy
to give a liveable environment. The Design Methodology Movement involving people such as Chris
Jones, Christopher Alexander started searching for a more inclusive process of design in order to lead to a
better product. Extensive studies on areas such as behavioural, environmental, and social sciences were
done and started informing the design process.

As many other concerns began to be recognised and complexity of buildings began to increase in
terms of aspects such as services, architecture started becoming more multi-disciplinary than ever.
Architecture now required a team of professionals in its making, an architect being one among the many,
sometimes the leader, sometimes not. This is the state of the profession today. However, individuaity is
still cherished and sought for in the design of buildings seen as cultural symbols - the museum or fine arts
centre has become a showcase for new experiments in style: today Deconstructivism, tomorrow maybe
something else.

2. Pazbeiime mexcm (meopemuueckoil 4acmu) Ha J102UYECKUE YACHU U 03A2148bMe KAMNCOYIO.

3. U3 Kadcoozo ab3aua mexkcma (meopemuueckoli 4acmu) evlnuuiume npeodioHceHue, 3aKaniarnuiee
6 cebe OCHOGHYI0 MblCJlb.

4. ”Cno./lb’jy}l 6bl6paHHble Bamu npeoﬂoafcenu}l, RUCBMEHHO cocmaebme njiadn nepeckasa mexkcma
(meopemuueckou uacmu).

5. Iloozomoevme pe3tome u uniOCmpayuu K mekcmy (meopemuyecKkoil yacmu).

6. Ilpokommenmupyitme uacmov meKkcma (meopemuueckou uacmu), KOMopas 6am HOKA3AaIaAcCh
Haubonee unmepecHoll.

7. Cocmaevme ceéou npedﬂo.)fcenu;l CO cosamu u cioeocouemanHuamu.

temporary BPEMEHHBIHN

tendon CYXOXKHUITHE

texture TEKCTYpa, PpakTypa

tortile KPYYEHBIi, CKpY4YEHHBIN

trace 4EpPTEXK Ha KAJIbKE

tracing 4epTexk, KajbKa, PUCYHOK; KOITMPOBKa

tracing paper BOCKOBKA, KaJlbKa

trick preM

turn one’s mind to smth JIyMaTh O 9-JI; COCPEIOTOYNTHCS, OOPAaTUTh BHUMAHKE Ha U-JI,

typeface rapHHUTYypa, OTIIEYaTOK



8. Iloouepknume cnoxcHoe 0ONOHEHUE 6 CICOYIOWUX NPEOSIONCCHUAX U Nepeseounte UX Ha pyccKuil
A3bIK?

1. | have never heard her sing. 2. When we entered the room, we saw Comrade |vanov writing something.
3. We didn’t notice him enter the room. 4. The pioneer saw a stranger coming up to the house at the
corner of the street. 5. | did not notice him going out of the room. 6. | watched the young girl playing the
piano. 7. Have you ever seen them play chess together?

IIpakTuyeckoe 3ansTue Ne 40,

Ipaxmuxa peuu: Therole of the architect / Posib apxurexTopa
I pammamuxa: Bo3BpaTHbIe MECTOMMEHHUS.
Heﬂb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHeTeHHHﬁ, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOfI
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U MEPECBOAUTH CIICHUAJIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA HpO(l)CCCI/IOHaJ'H)HI)IX 3HaHI/II>'I;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHN (popMax Ha aHTIIHHACKOM
SI3BIKEC.
AKTYaJbHOCTbH TE€MBbI: 06yCJIOBJIeHa HE00X0AUMOCTHRIO oBlIafeHueM YK-4.

Teoperuyeckasi 4acTh!

Buildings are one of the most visible productions of man, and vary greatly in design, function,
and construction implementation across the globe from industrialized countries to "third world", or
developing countries. The role of the Architect aso varies accordingly. The vision (or lack of) that
Architects project on the society in which they practice has a profound effect on the built environment,
and conseguently on the people who interact with that environment. The skills of the architect are sought
after in many situations ranging from complex building types such as the Skyscraper, Hospital, Stadium,
Airport to less complicated project types such as commercial and residential buildings and devel opment.
Many types of projects or examples of Architecture can be seen as cultural and political symbols.
Generdly, thisis what the public perceives as architecture. The role of the architect, though changing, has
been central to the successful (and sometimes unsuccessful) design and implementation of the built
environment in which we live. There is always a dialogue between society and the architect. And what
results from this dialogue can be termed architecture - as a product and as adiscipline.

Bo3BpaTHble MecTOUMEHHS
1. V Bcex NMYHBIX MECTOMMEHHUI B AHIJIMHACKOM SI3bIKE €CTh COOTBETCTBYIOILIME BO3BPATHBIC
MECTOMMEHHSI, KOTOpbIe MMEIOT OKOH4YaHusI -Self B ex1. uncie u -Selves Bo MH. uncre.

JImgnbIe
B03BpaTHL16 MECTONMECHUA
MECTOMMCECHUA
[ myself
you yourself
he himself
she herself
it itself
we ourselves
you yourselves
they themselves

Kpome TOro, cyimecTByeT BO3BpaTHOE MECTOMMEHHE, COOTBETCTBYIOLIEE HEONPEIETICHHOMY
MecTouMmeHHno one — oneself, kotopoe ymorpedasieTcst mpu Iiaroe, CTOSAIEM B MHPUHUTUBE, YTOOBI
0003HaYUTh 00s3aTENbHOE YIMOTPEOJEHHE BO3BPATHOIO MECTOMMEHHS B COOTBETCTBYIOIIEM JIHMIE B
npemoxennn: t0 enjoy oneself nacaascoamocs, xopowo nposecmu epemsi.

2. Bo3BpaTHbIE MECTOMMEHHUS YIIOTPEOIIAIOTCS:

1) Kak nmokasaresb BO3BPaTHOTO 3HAYCHHUS IIaroja —

At last he found himself in abig hall Haxonern oH o4yTHIICSI B OTPOMHOM
with large windows and... 3aj1e ¢ OOJBIIUMH OKHAMH H ...
Be careful! Y ou may cut your self. Bynpre ocropoxHsl! Bel MokeTe mope3aTbes.

B cOBpeMEHHOM aHTIIMICKOM S3bIKE TIPH CIEAYIOIUX Tiaronax: to wash ymwsieamocs, to dress
odesamwcs, to bathe xkynamoca, to shave 6pumscsa, to hide npamamoecs, to behave secmu cebs



BO3BpAaTHOE MECTOMMCHHE, KaK TMPaBWIIO, HE YHOTPEOJSETCS, XOTS ITH TJIArojbl HE TEPSIOT CBOETO
BO3BPATHOT'O 3HAYCHHUS:

Do you like to bathein the sea? Br1 mobute kynaThesi B Mope?

IIpuwmeuanwue Korma atu riaronbl yooTpeOISIOTCS B MOBETUTEILHOM HAKIIOHEHHH, OHU
COXpPAaHSIOT NpH cebe BO3BPATHOE MECTOMMEHHE BTOPOTO JIHIIA:
How dirty you are! Go and wash your self! Kaxoii o1 rpsi3ubiii! [oiian ymoiics.
Hide your selvesin that forest! CropsiubTech B TOM Jiecy!

2) Bo3BpaTHbIE MECTOMMEHHS MOTYT YHOTPEOIATHCS CaMOCTOSTEIBHO B KAdeCTBE TOrO WA
HHOTO YIeHA MPEeIOKEHHs (IIPSIMOTO JOMOIHEHHUS, PESUIOKHOTO IOTOJHEHUS):

When | saw myself in the looking glass, Korpna s yBuzen cedst B 3epkaiie, s ObLI
I got very much surprised: I’ve changed so greatly. OYCHbB YJIMBIICH: TaK CHJILHO ST U3MEHUJICS.
He never speaks of himself. OH HUKOT/Ia HE TOBOPHT O cede.

Pycckoe MecTouMeHHUe ceOsi (coboil) 4acTO COOTBETCTBYET B AHTJIMMCKOM SI3bIKE JIHYHOMY
MECTOMMEHUIO B OOBEKTHOM IIaJIEXKE:

BruI BoseMeTe ¢ ¢000ii cBOMX HeTeii? Will you take your children with you?

BosBpaTHOE XK€ MeCTOMMEHHE YHOTPEOJsSeTCs TOria, KOrja B COOTBETCTBYIOIEM PYCCKOM
NPEIOKEHUH UMEETCS MECTOMMEHHE cam (cam cebst, camozo cebs, camum coboil):

OH Bcerga J0BOJIEH cO0O0IA. He isaways pleased with himself.

3) BosBpaTHblE  MECTOMMEHHs  YINOTPEOJAIOTCS  TaKXKe Kak  CPEACTBO  YCHIICHHS
CYIIECTBUTEIBHOIO MM MECTOMMEHHMS, YIIOTPEOIAEMBIX B (DYHKIMHU TTOIEKAIIETO WK AOMOJHEHUs. B
9TOM 3HAYEHUH OHU COOTBETCTBYIOT PYCCKOMY YCHIIUTEIBHOMY MECTOMMEHHIO CAM.

I[IpuMedaHwue. B aHMIHICKOM A3BIKE ¢ BO3BPATHHIMH MECTOMMEHHUSMH YACTO YIIOTPEOIISIETCS
JUIst GOJIbIIEN BBIPA3UTENLHOCTH MpPeIor Dy, B PYCCKOM s3bIKE HCIOJB3YIOTCSA JPYrHe CpEACTBa
YCUIIEHHSI, HATIPUMED, CIIOBA: COBEPULCHHO, AOCOIIOMHO, MOAbKO.

He did it all by himself. OH crenai 3TO CO8ePUIeHHO CAMOCMOSIMENbHO.

Bonpocsb! 1 3a1anust:
1. Botbepume nooxoodsmue no cmoicny nazeanue. Interior, The Dome, St. Peter's Square, History, St.
Peter's Basilica, Details:
1

The Basilica of Saint Peter, officially known in Italian as the Basilica di San Pietro in Vaticano
and colloquially called Saint Peter's Basilica, ranks second among the five magjor basilicas of Rome and
its Vatican City enclave. Possibly the largest church in Chrigtianity, it covers an area of 23,000 m? and
has a capacity of over 60,000 people. One of the holiest sites of Christendom, it is believed to be the site
of crucifixion and burial of the basilica namesake Saint Peter, one of the twelve apostles of Jesus and first
Bishop of Antioch and later first Bishop of Rome. Tradition holds that his tomb is below the baldachino
and altar; for this reason, many Popes, starting with the first ones, have been buried there. The current
basilica was started in 1506 and was built over the Constantinian basilica.

Contrary to popular belief, the basilica does not hold the distinction in the Roman Catholic
Church of being the ecumenical motherchurch, as it is not the cathedral of the Pope (in fact, it is not a
cathedral at all). That distinction belongs to the Basilica di San Giovanni in Laterano. However, due to
the proximity of the Papal residence, most Papal ceremonies take place at St. Peter's. The basilica also
holds arelic of the Cathedra Petri, the Episcopal throne of the basilica's namesake when he led the Roman
church, but which is no longer used. These are the sources of the confusion.

2

The current location is probably the site of the Circus of Nero in the first century. After Emperor
Constantine officially recognized Christianity he started construction in 3 4 of a great basilica in this
exact spot, which had previously been a cemetery for pagans as well as Christians.

In the mid- 15th century it was decided that the old basilica should be rebuilt. Pope Nicholas V
asked architect Bernardo Rossellino to start adding to the old church. This was abandoned after a short
while. In the late 15th century Pope Sixtus IV had the Sistine Chapel started nearby.

The basilica in itself is an artwork composed of many valuable artistic ele-ments. Construction
started under Pope Julius Il in 1506 and was completed in 1615 under Pope Paul V. Donato Bramante
was to be the first chief architect. Many famous artists worked on the "Fabbrica di San Pietro" (as the
complex of building operations were officially caled). Michelangelo, who served as main architect for a
while, designed the dome. After the death of Julius Il building was halted until Pope Paul 111 asked
Michelangelo to design the rest of the church. After Michelangel o's death his student Giacomo della Porta



continued with the unfinished portions of the church. Carlo Maderno became the chief architect later on,
and designed the entrance.

2. O3aznasvme mekcm (meopemuueckoi Hacmu).

3. U3 mexcma (meopemuueckoii yacmu) eplnuuiune npeonodicenue, 3akaouaiouiee 6 cedbe 0CHOBGHYI0
MBbICTb.

4. Hcnonwv3ya eviopannvle Bamu npeonoscenus, nucbmMeHHO cocmasbme NIAH nepecKaA3a meKcma
(meopemuueckoi uacmu).

5. Iloozomoevme pe3rome u unaocmpayuu K mekcmy (meopemuyeckoil yacmu,).

6. Ilpoxommenmupyiime uacmov meKkcma (meopemuyecKoi uacmu), KOmopas 6am NOKA3a1dach
Hauboee uHmMepPeCcHoIl.

7. Cocmasbme c60u npednoHceHus co c108AMU U C71O060COUCHAHUAMU:

ubiquitous BCTPEYAIOIIUICS TIOBCIOLY

upper BTOpast MOJIOBHHA (ICCATUIICTHS, BEKa U T.]1.)
urban TOPOJICKOI

usage 00x0XIeHre, 00BIYaid, CIIOBOYIOTPEOICHNE
vanish ucues3arhb

vanishing line JIMHUS CXO0JIa MapajUIeNbHBIX TUNIOCKOCTE!
vanishing point TOYKA CXO/Ia MapaIeIbHbIX THHUM

vellum BelicHeBas Oymara

view BHUJ

violet ¢$uoeToBbIH

virtualy (aKTUYECKH, B CYIIHOCTH, TIOMCTHHE
viscosity BSA3KOCTb, JINTIKOCTH, TATYYECTh, KIEHKOCTD
visual HaIJISIHBIN, BUAMMBIN

8. Jlaiime omeembi Ha chedylouiue anbmepHAmMuUEHblE BONPOCHl, 00pAULAA GHUMAHUE HA
ynompeoienue 6036PAMHBIX MECHOUMEHUIL:

1. Do you usualy prepare your meals your self or does anybody else do it for you?

2. Did you teach your son to read (write, draw) or did he learn to read (write, draw) by himself
(camocTOATENBHO)?

3. Does your son (daughter) always prepare his (her) lessons himself (her salf) or does he (she) sometimes
turn to you for help?

4. Do your children go to school by themselves or does anybody accompany them?

5. Do you do your English exercises by your selves or do your friends help you to do them?

Q. Ilepeseoume cnedyrowiue npeoiodiceHus, o0pawias GHUMAHUE HA YNOMpeOieHUue 6036PAMHbBIX
MeCmOouMeHuI:

1. 4 cam y3Hato, nonpasuics ju ToBapuill OunuH. 2. Mbl caMu He oxuaany, yto ToBapuil [leTpoB Tak
IUIOXO clacT dk3ameHbl. 3. OHa cama HaMm Bce oObscHUT ceiiyac. 4. Ilpodeccop Oyner nenath 3Ty
oneparuio cam? 5. 51 Hazmeroch, 4TO BbI OOCYIUTE 3TOT BOMNpOC camu. 6. Hamwm netu Obut JieToM 3a
ropoJoM u Xopoiio mposeaun Tam Bpemsi (to enjoy oneself). 7. JlaBaiiTe caMH NpOYUTAEM STOT
AHTJIMACKUHN TEKCT.

Paznen 5. Painters/ Xyno:xHuku

IIpakTnyeckoe 3ansitue Ne 41,
IIpaxmuxa peuu: Raphael / Padaran
I'pammamura: KOHCTPYKIMS CJI0KHOE JIONOJHEHHE TOCJIe TiIaroja «to makey.
Heanb: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yabTaTe ocBOeHHE TeMBbI CTYACHT 10JIZKEH
3HATh: HOPMBI YIOTPEOJICHHST JIEKCUKH aHTIUICKOTO S3bIKa B PO eCCHOHANBHON cdepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpPy JJIsl MOTOJHEHHS TPOo(ecCHOHABHBIX 3HAHUN;
OCYHIECTBIATh MPOGECCHOHAIEHYI0 KOMMYHUKAIIWIO B YCTHOW M MUCHMEHHOH (hopMax Ha aHTIHICKOM
A3BIKE.
AKTYaJIbHOCTBH Te€MbI: 00yCIIOBJICHA HEOOXOANMOCTRIO OBlIafieHueM Y K-4.

TeopeTuyeckasi YacTh:



Raphadl was born in Urbinoin 1483. At an early age Raphad must have come under the in
fluence of Pietro Perugino’s art. In the inspired beauty and tranquil flowing lines of Perugino’s
compositions, the young Raphael recognised the perfection of his own artistic aspirations.

Raphael went to Florence late in the autumn of 1504. Soon his works bear evidence of the
impressions which had conquered him there. All those world-famous Madonnas which Raphadl painted
during his Florentine period, from the end of 1504 to the end of 1508, are but the more mature sisters of
the “Madonna Connestabile” and of the “Marriage of the Virgin”, painted by him earlier.

In all his Madonna compositions the movements and groupings are handled with such ingenuity
and natural ness that the spectator can hardly ever be aware of the careful planning, the precise aculation
of even each brush stroke. Thus, Raphael’s artistic connection w ith Leonardo is a very particular one; he
was the only immediate follower capable of further developing Leonardo’s ideas and of adding his own.

Towards the end of the year 1508, Raphael left Florence to participate in the decoration of the
Vatican. The first room which Raphagel was commissioned to paint is referred to as Stanza della
Segnatura. The completion of the frescoes in the Stanza della Segnatura in signified agreat triumph for
Raphadl.

The Pope immediately decided to have Raphadl paint the decorations in the adjoining room,
which was used for private audiences, w ithout regard to aready existing paintings by older as well as
contemporary artists. A careful examination of the existing documents on this subject leaves no margin
for doubt that works by Piero della Francesca, Bramantino and others had to be effaced in order to make
room for the new paintings with which the Stanza d’Eliodoro was to be adorned.

In the very years when the immediate work in the first and second Stanze was done, Raphael's
activity extended to numerous easel-paintings, altarpieces, mythologies and portraits. Besides the many
excellent portraits in serted in the murals of the Stanze several individua easel-portraits emerged from
Raphael’s studio. During the brief seven years before Raphael’s death an astonishing number of
masterpieces were created. In addition, innumerable ideas and artistic inventions of Raphael survive
inengravings, woodcuts and studio-paintings.

In the Madonna paintings of Raphael’s last period only a few compositions with half-l ngth
figures, such as the “Madonna della Tenda” in Munich and the “Madonna with the Rose” in the Prado,
need be mentioned. Theothers are compositions with full-length figures, mostly of large dimensions.

Among them the most famous Madonna representation of all times: the “Madonna with St Sixtus
and St Barbara” in the Dresden Gallery. Apparently neither Raphael nor his contemporaries were aware
what a unique masterpiece they sent to the Black Monks of St Sisto in Piacenza. It is not until the 8th
century that the picture gained the enthusiastic admiration which it has retained ever since. This was the
last Madonna which Raphael painted. It was executed entirely by his own hand, and while all the other
Madonnas and easel pictures by Raphael (except the St John of the Uffizi, Florence) were painted on
wood, this oneis on canvas of very finetexture.

KoHcTpyKIusi CJI03KHOE I0MOTHEHHE MocIe riaroyia «to make»

IMocne rnarona to make szacmasnsimes B KOHCTPYKIMHU CJIOKHOE JOMOJHEHHE BTOpas 4YacTh
BBIpakeHa HHOUHUTHBOM §e3 yacTuisl tO:
Who makesyou do thiswork at once? Kro 3acrasJisieT Bac aej1ath 3Ty paboTy HEMEIEHHO?
[IpumMedaHue. B KOHCTPYKIMH CJ10KHO€E TOMOJTHEHHeE TT0cie riaronia t0 make Bropast 4acte MOXKET
OBITh BBIP@KEHA TPHIIATaTENIbHBIM, U BCE COYETAHHE CJIOB BMecTe ¢ riiaronioM t0 make B aTom ciydae
HIEPEBOIUTCS HA PYCCKHIA SI3BIK TJIar0JIOM:
to make smb. sorry ocopuamo
to make smb. angry paccepoums, cepoums
to make smb. happy o6padosamv

Hampumep:
“Don’t make Mother angry, Bob, go to bed at once,” said his elder sister. ,He cepam matb, boO,
WM ceiyac JkKe CIaTh, — cKasajia ero crapimas cecTpa.

Bonpocsl u 3a1anus:
1. Cocmagbvme ceou npeodnoxycenus co c106amMu U C1080COYEMAHUAMU:

wash TOHKHH CITON JKHUIAKON KPACKH
wax BOCK
withhold yIep>KUBaTh, yTauBaTh, OTKA3bIBATh

workshop MacTepcKas



yolk KEITOK

Zigzag 3WUT3aro00pa3HbIi
zincography UHKOTpadust
zone pa3nesnsaTh Ha 30HBI

2. Ilepeseoume:

A pretty, but not authentic, legend says that the idea of the angels at the base of the picture was
suggested to Raphad by seeing two little boys w ho had climbed up to one of the windows of his studio
and were intently gazing at him while he worked. This masterpiece by Raphael has been regarded by
manycritics as the firgt paintingin the world. In force and sentiment and in the ease and harmony of its
composition, this work has hardly an equal; whilst in the dignity and grandeur of the Divine Mother, no
work can be compared with it. The peculiar “divine” expression of the Madonna’s face isduein part to an
exaggerated breadth between the eyes, and partly to the peculiarn on focussing of the eyes by which they
are made to look at no par—ticular point, but into in definite distance .

We have no direct know ledge of Raphael’s working habits, except what we candeduce from his
pictures and drawings. Each picture by Raphael seems to tell that the search for perfection even in the
smallest detail was his compelling passion. And his drawings show what in finite pain she took to achieve
perfection. Raphad was born with an uncommonly keen eye and a sensitive hand which was entirely at
his eye’s command. He transformed the drapery motifs of his teachers. The clothes that hepainted look no
longer as though artfully arranged over a puppet and frozen forever; they flow and they reflect the live
body underneath. Nowonder that some artists of the early eiteenth century suspected them to be drawn
from draped live models rather than from an immobile wooden figure.

Raphael’s figures are true to life and reveal a complete command of the human form. He often
drew a figure in its entirety, though it was to appear in the picture only partially, so as to avoid the
impression that a composition was pieced to gether from fragments. Thus, Raphael succeeded in giving
the appearance of completeness to each figure in a crowd, however much it may be concealed behin do
thers (as, for instance in his famous “The School of Athens”). Former centuries highly valued the
expressiveness of Raphael’s art. It was for this that every young artist was expected to devote him self to
the study of Raphael’s composition.

3. Jlaiime anznuiickue IK6UGATEHMDL.
THIATENILHO TPOyMaHHAs KOMITO3HIIUS; CTPYKTYPHOE TIOCTPOCHHUE; N300paKeHHE 3alyMaHO KaK eInHOe
eJIoe; y4acTBOBaTh B pocnHcd Bartukana; edf (3ToW KapTHHE) HET paBHOM; HEOOBIKHOBEHHO OCTPOE
BOCIIPUATHUC; KU3HCHHOIIPABANBOC I/1306pa)l<€HI/I€; B COBCPIICHCTBEC NEpCAaBaTb AHATOMHUIO (I)I/Il"ypbl;
pHUcoBaTh QUTYPY ETUKOM.
4. Omeemovme Ha 6ONPOCHI.
1. What is characteristic of Raphael’s Madonna compositions? 2. What commission did Raphael
undertake in Rome and how did he fulfil it? 3. How is Raphael’s Sistine Madonna regarded by many
critics? What does it represent? How does Raphael achieve the “divin€” expression of the Madonna’s
face? 4. What do Raphael’s pictures and drawings tell us of his working habits? 5. How did Raphael
succeed in making his figures so trueto life?
5. Ilepeseoume ¢ pycckozo Ha aGu2IUICKUIL A3bIK Cledyiouiue nPeonoxHcenus, oopauias 6HUMAHue HA
ynompeﬁﬂelme C/L0IICHO20 OONOJIHEHUSA:

€T0 MpOYUTATh 3TY KHUTY.

CBOC€T'O ChIHA HAIIMCaTb UM IMMUCHMO.
1. S 3acTaBiro €€ U3MCHUTH CBOMU IIJIaHBI.

WX caMUuX CIeNaTh 3Ty padory.

€ro caMoro 1mo3ad0THUTLCA O HHX.

ee MPEKPaTUTh PadoTy.

2. Bul HE MOXeTe HX HECTH TAKHE TSHKEIbIC YEMOIaHBbI.

3aCTaBHUTh €ro TOBOPHUTD C ITUM YEJIOBEKOM, €CIIH OH 3TOTO HE XOYeT.
ee BBITIOJIHUTD CBOE O0CIIaHue, TaK KaK OHa y)Ke yexaua.

€ro IpeKpaTUTh KypeHue?

€€ BEITIOJTHUTE PaboTy B CPOK?

UX JCKYPUTH KOKIBIN TeHb?

HAC TMOBEPUTH BaM?

MEHS JIeaTh 3Ty paboTy eXeTHEBHO?

3. Bel MOXkeTe
3aCTaBUTH




UX TIPUATH ClO/a ellle pas.
4. M5l 3acTaBUM ero cJep)kaTh cBoe oOeIaHme.
JleTel BEIMBITh PYKH MPEXKIC YeM CECTh 3a CTOJL.

IIpakTuyeckoe 3ansiTue Ne 42,
IIpaxmuxa peyu: Michelangelo / Mukenanaxesio
I'pammamuxa: Coro3 «neither ... nor».
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIU, OBIaACHHUE JIEKCUKOU U IPaMMAaTHKOM
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JT0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY HJIA ITONOJIHCHUA HpO(beCCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYUICCTBJIATH HpO(l)eCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B yCTHOfI U NHUCHMEHHOM q)opMax Ha aHTJIUHCKOM
SI3BIKEC.
AKTYyaJIbHOCTbh TeMbI: 00YCIIOBIeHa HEOOXOAMMOCThIO OBNaieHneM Y K-4.

Teoperuyeckasi 4acTh!

Michelangelo was without doubt one of the most inspirational and talented artists in modern
history. During his life, the western world underwent what was perhaps the most remarkable period of
change since the decline of the Roman Empire. The Renaissance saw changes in all aspects of life and
culture, with dramatic reforms sweeping through the worlds of religion, palitics, and scientific belief.
Michelangelo was one of the most fervent advocates of this exciting new philosophy, working with a
remarkable energy that was mirrored by contemporary society. One of the leading lights of the Italian
Renaissance, his extraordinary talents emerged in early works such as the Pieta for the Vatican, and the
statue of David commissioned for the city of Florence. His paintings and frescoes were largely taken from
mythological and classical sources works. He managed to combine his high level of technical competence
and his rich artistic imagination to produce the perfect High-Renaissance blend of aesthetic harmony and
anatomical accuracy in hisworks.

Michelangel o was born on March 6, 1475 in Caprese near Arezzo, Tuscany. He was the first artist
who was recognized during hislife time. He is also the first western artist whose biography was published
when he is till alive. Two biographies for him was written, one was by Giorgio Vasari, who praised
Michelangelo as the greatest artist since the beginning of renaissance. He is the best documented artist in
16th Century and has influenced so many areas of art developement in the West. Together with Leonardo
DaVinci, the two stood out as strong and mighty-personalities with two irreconcilably opposed attitudes
to art, yet with abond of deep understanding between them.

At age of 6, Michelangelo was sent to a Florence grammar school but he showed no interest in
schooling. He would rather watch the painters at nearby churches, and draw what he saw there. His father
realized he had no interest in family's financial business and agreed to send him to the painter Ghirlandaio
to be trained as an apprentice. He was 13 years old at time. In this fashionable Florentine painter's
workshop, Michelangelo learned the technique of Fresco and draftsmanship.

Michelangelo spent only a year at the workshop the moved into the palace of Florentine ruler
Lorenzo the Magnificent, of the powerful Medici family, to study classica sculpture in the Medici
gardens. He studied under famous sculptor Bertoldo di Giovanni there and exposed himself to many of
the great artists of past centuries, Giotto, Masaccio, Donatello, as well as the masterpiece antiquities of
ancient Greece and Rome: works that were held in Medici's vast collection. He also met many living
artists, philosophers, writers and thinkers of the day, including Poliziano, Marsilio Ficino and Pico della
Mirandola. It was while he was with the Medicis that Michelangelo completed his first two commissions
as a sculptor: marble reliefs, Madonna of the Stairs, and Battle of the Centaurs. Both amazingly
sophisticated and complex works for a teenager. Michelangelo became, during this time, an expert in
portraying the human form, drawing from life and studying anatomy. He also obtained special permission
from the Catholic Church to study human corpses to learn anatomy, though exposure to corpses had
worsened his health condition.

After the death of Lorenzo de Medici, Michelangel o |eft the Court and, soon after, the arrival of
Savonarola and the expulsion of the Medicis from Florence brought huge change for the young artist.
After a short return to his father's house, Michelangelo left Florence during the political upheaval and,
maintaining hislinksto his patrons, the Medicis, he followed them to Venice, then on to Bologna.



Coro3 neither ... NOr wu .. Hu SIBASETCS OTPHLIATEIBHBIM COHO30M M MOXET COCIUHSATH
OJTHOPOJIHBIC WICHBI MPEIUIOKEHHSI, BBICTYIIAIOIINE B JIF000H (PYHKIIMK B TIPEANIOKEeHUH (II0]IEKAIIIETO,
CKa3yeMoro, JIOTIOJHEHHS, 00CTOSITENbCTBA, ONPEACIICHHS):

Neither my friend, nor | am fond of skating.  Hu moii dpye, Hu s He MIOOMM KaTaTbCsi HA KOHBKAX.
(coeounsem noonesxcauue)

My daughter could neither write, nor  read when she went to school. Most 1o4b He ymena wu nucamo,

HU 4umamo, KOTJa TOIUIA B MIKOIY. (coedunsiem ckazyemvie)

We shall get neither to the theatre, nor to the cinema to-night. Msr He momazgeM HH B TeaTp, HA B

KHMHO ceroHs. (coedunsem obcmosmenscmea)

| like neither football, nor hockey. S re mo60 HU PyTOOI, HU XOKKEii. (coedunsem donoanenus,)

Shelikes neither green, nor red coats. Ona He JIOOUT HM 3eJIeHbIX, HU KPACHBIX NaIbTO. (coedunsem

onpedenenust)

IIpumeyanus.

1. Korna coro3 neither ... nor... coenuHseT moaiexaiiue, ckazyeMoe IpeUIoKeHUs COTIacyeTcs
(T.€. CTOUT B COOTBETCTBYIOIIEM JIUIIE ¥ YHCIIE) C OMVHKAUIITIM TTO/JIEKATITIIM:

Neither they, nor he intends to stay here for another week. Hu onu, Hu OH He COGHPAIOTCSI OCTABATHCS
3[IeCh €llle Ha HeJEIIO.

2. B aHITTHIICKOM TPEUIOKCHUH MOXKET OBITh TOJILKO OJTHO OTPHUIIaHKE, B TAHHOM ciydae neither
... NOr, cre0BaTeNbHO CKa3yeMoe CTOUT BCET/Ia B YTBEPAUTEILHON hopMe.

BOl'lpOCbI U 3aJaHUA.
1. Ilepegeoume:

In Bologna, Michelangelo continued his work as a scul ptor. He carved three statues for the Shrine
of St. Dominic, an angel with a candlestick, and saints, Petronius and Proculus. Continuing to be heavily
influenced and inspired by classical antiquities, Michelangelo aso became involved in a scheme to pass
off one of his sculptures, a marble cupid, as an ancient work. Allegedly, he was told by Lorenzo di
Pierfrancesco de Medici to make it look as though it had been dug up, so he could sdl it in Rome.
Cardina Raffagle Riario, who bought the piece, discovered the deception, but was so impressed by the
quality of the sculpture that he invited the artist to Rome.

Michelangelo arrived in Rome in 1496 when he was 21 years old. It was while in Rome, in his
early twenties, that Michelangelo sculpted Pieta, now in St. Peters in the Vatican, in which the Virgin
Mary weeps over the body of Jesus. Michelangelo went to the marble quarry and selected the marble for
this exquisite piece himsalf. It was frequently said that Michelangelo could visualise the finished
sculpture just be gazing at ablock of stone.

He was now a man at the height of his creative powers, and, in 1504, back in Florence, he
completed his most famous scul pture, David. David, depicted at the moment he decides to battle Goliath,
was a symbol of Florentine freedom. It is said to be a masterpiece of line and form. A committee,
including Leonardo da Vinci and Sandro Botticelli, was created and decided on its placement, in front of
the Palazzo Vecchio.

Michelangel o accepted many commissions, sculptures and paintings during his time in Florence,
many of which went unfinished when, in 1505, he was called back to Rome to work on a Tomb for Pope
Julius I1. It was planned to be finished within 5 years but he worked on it (with frequent interruptions) for
over forty years, and it seems it was never finished to his satisfaction. Fortunately, Michelangelo aso
completed some of his best, and most well-known work, during this time, most notably the fresco on the
ceiling of the Sistine Chapel, which took him four yearsto finish.

This grand fresco contains over three hundred figures over five hundred square meters of ceiling.
It took Michelangelo four years, lying on his back, to complete this masterful work, which stands even
today as atestament to this one man's dedicated and accomplished artistry. The scenes depicted are from
the Book of Genesis, the most famous of which is The Creation of Adam. The outstretched hands of God
and Adam are an iconic image, perhaps the most widely known and imitated detail from any renaissance
piece. Michelangelo, in this work, demonstrated his deep understanding of the human form, and how to
depict it in ahuge array of different poses.

The complex, twisting figures and vibrant colors of this work, and the sculptures with their
writhing forms, played a huge role in the birthing of an entire artistic movement. Mannerism, largely
derived from the work of Michelangelo, is a ddiberately stylized form of sophisticated art, in which the
human body isidealized. It can be characterized by often complex, and sometimes witty, composition and
unnatural use of vibrant colors. Without Michelangelo, the works of later Mannerist artists like, for



example, Pontormo and Bronzino, would not exist. Raphael was also strongly influenced by
Michelangelo, as were later ceiling painters in the Barogque period, and many others since. His influence
on art over the past centuries cannot be estimated. He is rightly viewed as a genius, and as the archetypal
Renai ssance man.

One of the leading lights of the Italian Renaissance, Michelangel o's talents were prodigious; not
only was he a superb painter, he was aso a magnificent draughtsman, sculptor, poet, and architect. His
paintings and frescoes were largely taken from mythological and classical sources and were deployed for
the main part in religious work. He managed to combine his high level of technical competence and his
rich artistic imagination to produce the perfect HighRenaissance blend of aesthetic harmony and
anatomical accuracy in hiswork.

Just like William Shakespeare on literature, and Sigmund Freud on psychology, Michelangelo's
impact on art is tremendous. Michelangelo not only outshines all his predecessors; he remains the only
great sculptor of the Renaissance at its best. What most L ate Renai ssance artists lacked was not talent but
the ability to use their own eyes and share a vision with either their contemporaries or posterity.
Michelangelo's extreme genius left little scope for works that escaped his influence, damning all his
contemporaries to settle for aping him. Appreciation of Michelangelo's artistic mastery has endured for
centuries, and his name has become synonymous with the best of the Renaissance Art.

2. O3aznaevme mexcm (meopemuueckou wacmu u ynp.1).

3. U3 mexkcma (meopemuueckou uacmu u ynp.l) evinuwiume npeonodcenue, 3axatouaruiee @ ceoe
OCHOBHYI0 MblCJlb.

4. ”CnOJle'y}l BblﬁpaHHble Bamu npet)ﬂo.ucenuﬂ, RUCbMEHHO cocmaeébme NJIAH nepeckasa mexkcma
(meopemuueckoi wacmu u ynp.1).

5. Iloozomoevme pestome u unrocmpauuu K mexkcmy (meopemuueckoit wacmu u ynp.I).

6. IIpokommenmupyiime uacmop mexcma (meopemuueckoii wacmu u ynp.l), komopas éam nokazanaco
Hauboee unmepecHoll.

7. Ilepeeedoume Ha aH2IUICKUIL A3bIK CleOylouje NPeoloNdceHUsn, o00pauias 6eHUMAHUE HA
ynompeonenue coro3oe neither ... nor:

1. Bo Bpems OreuecTBeHHOW BOWMHBI rpaxaane (oau) JleHuHrpama xpaOpo 3aluiiaid CBOW POJIHOM
ropoa. Hun CTapuKH, HU JICTHU HUKYJAa HC XOTCJIH Yy€3KaTbhb U MOMOrajin cojigaTtaM B HUX 60pb66 IIpOTHUB
Hemelkux ¢ammctoB. 2. MHe cka3aid, yTo HH VBaHOB, HH JIOrOB HE CMOTYT NMOWTH B KWHO, U MHE
NPUAETCS BEPHYTH OUIIETHI B KaccCy.

IIpakTnyeckoe 3ansitne Ne 43
Ipaxmuxa peuu: Rembrandt / Pemopanar
I'pammamuxa: Coroswl «€ither ... or; both ... and» .
Heﬂbt (I)OpMI/IPOBaHI/Ie KOMMYHHUKATHBHBIX KOMHCTQHHHﬁ, OBJIAJCHHEC JIEKCUKOHU U FpaMMaTI/IKOfI
B pesyabTaTte 0cBOeHHE TeMBbI CTYAEHT J0JIKECH
3HATh: HOPMBI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIBHOM chepe
YMETh: YuTaTh U NMEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY IJIA ITONOJIHCHUA Hp0(1)€CCI/IOHaJ'ILHLIX 3HaHPII>i;
OCYIIECCTBJIATh MPOGECCHOHAIILHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlageHneM YK-4.

Teoperuyeckasi 4acTh!

Rembrandt Harmenszoon van Rijn (July 15, 1606 — October 4, 1669) was a Dutch draughtsman,
painter and printmaker. An innovative and prolific master in three media, he is generally considered one
of the greatest visual artistsin the history of art and the most important in Dutch art history. Unlike most
Dutch masters of the 17th century, Rembrandt's works depict a wide range of style and subject matter,
from portraits and self-portraits to landscapes, genre scenes, allegorical and historical scenes, biblical and
mythological themes as well as animal studies. His contributions to art came in a period of great wealth
and cultura achievement that historians call the Dutch Golden Age, when Dutch art (especially Dutch
painting), although in many ways antithetical to the Baroque style that dominated Europe, was extremely
prolific and innovative, and gave rise to important new genres. Like many artists of the Dutch Golden
Age, such as Jan Vermeer of Delft, Rembrandt was also an avid art collector and dealer.

Rembrandt never went abroad, but he was considerably influenced by the work of the Italian
masters and Netherlandish artists who had studied in Italy, like Pieter Lastman, the Utrecht Caravaggists,
and Flemish Baroque Peter Paul Rubens. Having achieved youthful success as a portrait painter,
Rembrandt's later years were marked by personal tragedy and financial hardships. Yet his etchings and



paintings were popular throughout his lifetime, his reputation as an artist remained high, and for twenty
years he taught many important Dutch painters.

Rembrandt's portraits of his contemporaries, self-portraits and illustrations of scenes from the
Bible are regarded as his greatest creative triumphs. His self-portraits form a unique and intimate
biography, in which the artist surveyed himself without vanity and with the utmost sincerity. Rembrandt's
foremost contribution in the history of printmaking was his transformation of the etching process from a
relatively new reproductive technique into atrue art form, along with Jacques Callot. His reputation as the
greatest etcher in the history of the medium was established in his lifetime and never questioned since.
Few of his paintings left the Dutch Republic whilst he lived, but his prints were circulated throughout
Europe, and hiswider reputation was initially based on them alone.

In his works he exhibited knowledge of classical iconography, which he molded to fit the
requirements of his own experience; thus, the depiction of a biblical scene was informed by Rembrandt's
knowledge of the specific text, his assmilation of classical composition, and his observations of
Amsterdam's Jewish population. Because of his empathy for the human condition, he has been called
"one of the great prophets of civilization". The French sculptor Auguste Rodin said, "Compare me with
Rembrandt! What sacrilege! With Rembrandt, the colossus of Art! We should prostrate ourselves before
Rembrandt and never compare anyone with him!" Vincent van Gogh wrote, "Rembrandt goes so deep
into the mysterious that he says things for which there are no words in any language. It is with justice that
they call Rembrandt—magician—that's no easy occupation.”

Coto3 either ... or wiu ... unu, 1ubo ... 16O yNOTPEOIACTCS B YTBEPAUTEIBHBIX MPEATIOKECHHSIX
IUISL COSIMHEHHsS] OJHOPOAHBIX HWICHOB MPEUIOKCHHS, TPUYEM, €CIIH COI03 COCAUHSCT MOJUICKAIIIE,
CKa3yeMoe COIIacyeTcsi ¢ OMMKaIIMM MOUICHKAIIHM.
Either your children, or my son has broken thisvase. JIu6o Bamm aetu, 1u60 MOW CHIH pPa3domiI 3Ty
Ba3sy.

Coro3 either ... or mMoxer ymoTpeOJATHCS TaK)kKe B 3HA4YeHMH coroza Neither ... nor B
OTPHULATENBHBIX PETOKECHUAX.
This old woman never studied either History or Geography.  Dta crapas JKeHIIWHa HHKOTJa HE
M3y4aja HH UCTOPUH, HH reorpapuu.

Coto3 both ... and u ... u, xax ... mak u ynorpeOseTcsi B yTBEpAUTEIbHBIX MPEATOKEHHUSIX IS
COCTMHECHUSI OJIHOPOIHBIX WICHOB MPE/IOKEHHS.
They liked both the acting and the music. MM NOHPaBUIIOCHh M MCIIOJTHEHHUE M MY3bIKa.

BOl'lpOCbI U 3a1aHUA.
1. Ilepegeoume:

In a letter to Huygens, Rembrandt offered the only surviving explanation of what he sought to
achieve through his art: the greatest and most natural movement, trandated from de meeste en de
natuurlijkste beweegelijkheid. The word "beweegelijkheid" is also argued to mean "emotion” or "motive".
Whether this refers to objectives, material or otherwise, is open to interpretation; either way, critics have
drawn particular attention to the way Rembrandt seamlessly melded the earthly and spiritual.

The Storm on the Sea of Galilee, 1633. The painting is still missing after the robbery from the
Isabella Stewart Gardner Museum in 1990.

Earlier-20th-century connoisseurs claimed Rembrandt had produced well over 600 paintings,
nearly 400 etchings and 2,000 drawings. More recent scholarship, from the 1960s to the present day (led
by the Rembrandt Research Project), often controversially, has winnowed his oeuvre to nearer 300
paintings. His prints, traditionally all called etchings, although many are produced in whole or part by
engraving and sometimes drypoint, have a much more stable total of dightly under 300. It is likely
Rembrandt made many more drawings in his lifetime than 2,000, but those extant are more rare than
presumed. Two experts claim that the number of drawings whose autograph status can be regarded as
effectively "certain” is no higher than about 75, although this is disputed. The list was to be unveiled at a
scholarly meeting in February 2010.

At one time about ninety paintings were counted as Rembrandt self-portraits, but it is now known
that he had his students copy his own self-portraits as part of their training. Modern scholarship has
reduced the autograph count to over forty paintings, as well as a few drawings and thirty-one etchings,
which include many of the most remarkable images of the group. Some show him posing in quasi-
historical fancy dress, or pulling faces at himself. His oil paintings trace the progress from an uncertain
young man, through the dapper and very successful portrait-painter of the 1630s, to the troubled but



massively powerful portraits of his old age. Together they give a remarkably clear picture of the man, his
appearance and his psychological make-up, as revealed by his richly weathered face.

In his portraits and self-portraits, he angles the sitter's face in such away that the ridge of the nose
nearly aways forms the line of demarcation between brightly illuminated and shadowy areas. A
Rembrandt face is a face partially eclipsed; and the nose, bright and obvious, thrusting into the riddle of
halftones, serves to focus the viewer's attention upon, and to dramatize, the division between a flood of
light—an overwhelming clarity—and a brooding duskiness.

In a number of biblical works, including The Raising of the Cross, Joseph Telling His Dreams
and The Stoning of Saint Stephen, Rembrandt painted himself as a character in the crowd. Durham
suggests that this was because the Bible was for Rembrandt "a kind of diary, an account of moments in
hisown life".

Among the more prominent characteristics of Rembrandt's work are his use of chiaroscuro, the
theatrical employment of light and shadow derived from Caravaggio, or, more likely, from the Dutch
Caravaggisti, but adapted for very personal means. Also notable are his dramatic and lively presentation
of subjects, devoid of the rigid formality that his contemporaries often displayed, and a deeply felt
compassion for mankind, irrespective of weath and age. His immediate family—his wife Saskia, his son
Titus and his common-law wife Hendrickje—often figured prominently in his paintings, many of which
had mythical, biblical or historical themes.

Drawings by Rembrandt and his pupils have been extensively studied by many artists and
scholars through the centuries. His original draughtsmanship has been described as an individualistic art
style that was very similar to East Asian old masters, most notably Chinese masters. a "combination of
formal clarity and calligraphic vitality in the movement of pen or brush that is closer to Chinese painting
in technique and feeling than to anything in European art before the twentieth century”.

2. O3aznasésme mexkcm (meopemuyeckoii yacmu u ynp.l).

3. U3 mexkcma (meopemuueckou wacmu u ynp.l) eévinumiume npeonoicenue, 3axarouawouiee ¢ cede
OCHOGHYIO MblCJlb.

4. ”CnOJle'y}l BblﬁpaHHble Bamu npec)ﬂo.ucenuﬂ, RUCbMEHHO cocmaeébme NJIAH nepeckasa mexkcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomoevme pe3rome u unnocmpayuu K mekcmy (meopemuyeckoii yacmu u ynp.1).

6. Ilpoxommenmupyiime wacmo mexkcma (meopemuueckoit yacmu u ynp.1l), komopasn eam nokazanacey
Hauboee uHmMepPecHoll.

7. Ynompeoume ¢ cnedyrowux npeonoxycenusx coiwswl neither ... nor, ether... or, both ... and u
nepegeoume nPeonOHCeHUs Ha PyCCKULl A3bIK:

1. My sister and | were excited when we heard that news. 2. Y ou can change trains at this station or at the
next one. 3. The captain and his crew were surprised when they saw our boat. 4. We shall go to the theatre
or to the cinema on our day off. 5. My son and | can cover many miles on foot. 6. My friend and | have
read this Chinesetale. 7. The children and their parents enjoyed the performance. 8. Books and magazines
are sold at this shop. 9. The crew and the ship were in danger. 10. My friend and | are mistaken. 11. The
boat and the ship were seen in the distance.

IIpakTuyeckoe 3ausiTue Ne 44,
Ipaxmuxa peuy: Johannes Vermeer / Moxannec Bepmeep
I'pammamuxa: CokpaleHHbIe YTBepAUTeIbHbIE H OTPHIATEIbHbIE MpeAIoKeHus: THNa «So shall |,
neither did hey.
HeJILZ CDOpMPIpOBaHI/Ie KOMMYHHUKATHBHBIX KOMHCTCHL{I/If/i, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOfI
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JT0JIKEH
3HATh: HOPMbI YIIOTPEOJICHUS JIGKCUKH aHTJIMHCKOTO s3bIKa B PO eCCHOHAIbHOM chepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpy IS MOTOHEHHS TPo(ecCHOHABHBIX 3HAHUN;
OCYLICCTBJIATH HpO(i)eCCI/IOHaJ'H:HYIO KOMMYHUKAIIUIO B yCTHOfI M MUCHBMEHHOM (bOpMaX Ha aHTJIHHCKOM
S3BIKEC.
AKTYaJIbHOCTH Te€MbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlafgeHueM Y K-4.

Teoperuyeckasi 4acTh!

Johannes Vermeer (October 1632 — December 1675) was a Dutch Baroque Period painter who
specialized in domestic interior scenes of middle-class life. He was a moderately successful provincia
genre painter in his lifetime but evidently was not wealthy, leaving his wife and children in debt a his
death, perhaps because he produced relatively few paintings.



Vermeer worked dowly and with great care, and frequently used very expensive pigments. He is
particularly renowned for his masterly treatment and use of light in his work.

Vermeer painted mostly domestic interior scenes. "Almost all his paintings are apparently set in
two smallish rooms in his house in Delft; they show the same furniture and decorations in various
arrangements and they often portray the same people, mostly women."

He was recognized during his lifetime in Delft and The Hague, but his modest celebrity gave way
to obscurity after his death. He was barely mentioned in Arnold Houbraken's major source book on 17th-
century Dutch painting (Grand Theatre of Dutch Painters and Women Artists), and was thus omitted from
subsequent surveys of Dutch art for nearly two centuries. In the 19th century, Vermeer was rediscovered
by Gustav Friedrich Waagen and Théophile Thoré-Biirger, who published an essay attributing 66 pictures
to him, although only 34 paintings are universally attributed to him today. Since that time, Vermeer's
reputation has grown, and he is now acknowledged as one of the greatest painters of the Dutch Golden
Age. Like some major Dutch Golden Age artists such as Frans Hals and Rembrandt, Vermeer never went
abroad. And like Rembrandt, he was an avid art collector and dealer.

CoxpaileHHbIe YTBepAUTeIbHbIE H 0TPULATEIbHbIE Mpeatoxkenusi Tuna «So shall I, neither did he»

COKpaHlCHHLIe YTBEPAUTCIBbHBIC W OTPULATCIBHBIC MPCAJIOKCHUA YHOTpC6J'I$HOTC$I JUISL
pacnpocTpaHeHHsT Ha JPYroe JIMIO KAaKOro-JIMOO BBICKA3bIBAHMS, OTHOCSIIETOCS K OTHOMY JHIY, (cp.
pycck. IleTp xoporro 3HaeT aHTUHCKU SI3BIK. M AHHa mooice).

Ecniu noartBepkiaercs  yTBEpAUTENIbHOE MPEJIOKEHHE, YIOTPEONIAeTCS  COKpAICHHOE
YTBEpAUTEIbHOE MPEIIOKEHUE, KOTOPOE CTPOUTCS IPH MOMOIIN CJIOBA SO makoice, COOTBETCTBYIOILIETO
BCIIOMOTATEIhHOTO (MOJANBHOTO) Tiaroima B TpeOyemolt ¢opMe W IJIMYHOTO MECTOMMEHHS B
HMCHUTCIBbHOM MAaACKE WM CYHICCTBUTCIIBHOI'O B O6IHCM nmagexe, mpuiem BCIIOMOTATEJIbHBIN TJIaroj
COTJ1aCy€eTCs € JIMYHBIM MECTOMMCHHUEM WM CYIICCTBUTCIILHBIM B JIMIC U YHUCJIC:

My friends enjoyed themselvesin the Mowu apy3bsi XOPOIIIO TPOBEITH BPeMs 3a
country yesterday. So did |. ropoaom Buepa. M s1 Toxe.
| am fond of reading. So is my son. Sl mo6nro yntath. M MO CHIH TOXKeE.

Ecniun  noarBepkmaeTcs  OTPUIATENIbHOE — IPEUIOKEHUE,  YHOTpeOIseTcs  COKpaIeHHOE
OTPHULIATENIFHOE MPEJIOKEHHE, KOTOpOe CTPOUTCS TMpu Tomoum cioBa neither makoce He,
COOTBETCTBYIOIIETO  BCIIOMOTaTENIbHOTO (MOAAJIBbHOTO) TJarojiia B yTBEPAUTEIbHOH ¢dopMme W
MECTOMMEHHS B UMEHUTEIFHOM MaJIekKe WIH CYHIECTBUTEIBHOTO B O0IIEM MajIexe:

I haven’t heard him sing. Neither has 51 He ciblnan, Kak oH moet. M Mot Apyr Toxke.
my friend.

My friend cannot go to the theatre to- Moii IpyT HE MOKET IMTOWTH CETOIHS B

night. Neither can . teatp. U st Toxe.

BOl'lpOCbI U 3a1aHUA.
1. Ilepegeoume:

It is unclear where and with whom Vermeer apprenticed as a painter. There is some speculation
that Carel Fabritius may have been his teacher, based upon a controversial interpretation of atext written
in 1668 by printer Arnold Bon. Art historians have found no hard evidence to support this. Loca
authority Leonaert Bramer acted as afriend, but their style of painting israther different. Liedtke suggests
that Vermeer taught himself, using information from one of his father's connections. Some scholars think
that Vermeer was trained under Catholic painter Abraham Bloemaert. Vermeer's style is similar to that of
some of the Utrecht Caravaggists, whose works are depicted as paintings-within-paintings in the
backgrounds of several of his compositions.

On 29 December 1653, Vermeer became a member of the Guild of Saint Luke, atrade association
for painters. The guild's records make clear that Vermeer did not pay the usua admission fee. It was a
year of plague, war, and economic criss, Vermeer was not alone in experiencing difficult financia
circumstances. In 1654, the city suffered the terrible explosion known as the Delft Thunderclap, which
destroyed a large section of the city. In 1657, he might have found a patron in local art collector Pieter
van Ruijven, who lent him some money. It seems that Vermeer turned for inspiration to the art of the
fijnschilders from Leiden. Vermeer was responding to the market of Gerard Dou's paintings, who sold his
paintings for exorbitant prices. Dou may have influenced Pieter de Hooch and Gabrid Metsu, too.
Vermeer aso charged higher than average prices for his work, most of which were purchased by an
unknown collector.



The influence of Johannes Vermeer on Metsu is unmistakable: the light from the l€eft, the marble
floor. (A. Waiboer, however, suggests that Metsu requires more emotiona involvement of the viewer.)
Vermeer probably competed also with Nicolaes Maes, who produced genre works in a similar style. In
1662, Vermeer was elected head of the guild and was reelected in 1663, 1670, and 1671, evidence that he
(like Bramer) was considered an established craftsman among his peers. Vermeer worked slowly,
probably producing three paintings a year on order. Balthasar de Monconys visited him in 1663 to see
some of his work, but Vermeer had no paintings to show. The diplomat and the two French clergymen
who accompanied him were sent to Hendrick van Buyten, a baker who had a couple of his paintings as
collateral.

In 1671, Gerrit van Uylenburgh organised the auction of Gerrit Reynst's collection and offered 13
paintings and some sculptures to Frederick William, Elector of Brandenburg. Frederick accused them of
being counterfeits and had sent 12 back on the advice of Hendrick Fromantiou. Van Uylenburg then
organized a counter-assessment, asking a total of 35 painters to pronounce on their authenticity, including
Jan Lievens, Melchior de Hondecoeter, Gerbrand van den Eeckhout, and Johannes V ermeer.

2. O3aznaevme mekcm (meopemuyeckoii yacmu u ynp.l).

3. U3 mexkcma (meopemuueckou uacmu u ynp.l) evtnumiume npeonodxncenue, 3axatouaruiee ¢ ceoe
OCHOBHYI0 MblCJlb.

4. ch0ﬂb3y}l GblﬁpaHHble Bamu npewlo.)fcenuﬂ, RUCBMEHHO cocmaébme NJIAGH nepeckasa mexkcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomoevme pesziome u UNIOCMPAYUU K MEKCMY (meopemuyeckoil wacmu u ynp.1).

6. Ilpoxommenmupyiime wacmo mexkcma (meopemuueckoit yacmu u ynp.1l), komopas eam noxazanaco
Haubonee unmepecHoll.

7. Jlobaseme coomeemcmeyowiue COKpawieHHble NOOMeEepOumenvHvle (OMpuuamenvHovle Ul
nozloafcumeﬂbuble) npedﬂoafceuuﬂ:

1. We saw a ship in the distance (Ouu toxe). 2. I’ve received an important letter to-day. (Ou Toxe). 3.
Comrade Perov was not late for the performance. (Ero apyr toxe). 4. You will catch the train, I’'m sure.
(Onm toxe). 5. | was much excited when | heard this story. (Ouu toxe). 6. I’ve never seen her dance.
(Moii cbia Toxe). 7. We shall miss the train if we don’t hurry. (Bsr Toxe). 8. My wife watched the play
with pleasure. (51 Toxe).

8. Ilocmasvme emecmo mouex BbIPAINCEHUA, KOmMOpble coomeemcmeosanu ovl PYCCKUM coUemanuam
¢7106 ¥ s (OH, Bbl, OHU U T.J.) TOXKE!

1. I amdying of hunger ... . 2. We are very grateful toyou ... . 3. My brother cannot draw ... . 4. We shall
gather in the hall at half past six ... . 5. My father always gives me much good advice ... . 6. You didn’t
warn me of it ... . 7. My sister’s son has made much progress in English .... 8. We shall willingly join you
... . 9.l am not at all upset ... . 10. They amused themselves greatly ... . 11. We didn’t enjoy ourselves at
all ... . 12. Comrade Norov hasjust finished painting a new picture ... .

IIpakTHyeckoe 3ansitue Ne 45.
Tpaxmuxa peuu: Vincent Willem van Gogh / Buncent Busiiem Ban I'or
I'pammamuxa: Bynymee Bpems rpynnsl Perfect.
Heanb: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT J0JIKEH
3HATb: HOPMbI yrIOTpe6J'IeHI/I}I JIEKCHKH aHTJIMHCKOTO S3bIKa B HpO(bCCCHOHEIJ'ILHOI?I C(bepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpPy ISl MOTOHEHHS TPOo(ecCHOHABHBIX 3HAHU;
OCYLICCTBJIATH HpO(i)eCCPIOHaJILHy}O KOMMYHUKAIIUIO B yCTHOﬁ A IMTMCbMEHHOM (bopMax Ha aHTJIMACKOM
SI3BIKEC.
AKTYaJbHOCTB Te€MbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlIafeHueM Y K-4.

TeopeTnueckasi 4acThb:

Vincent Willem van Gogh (March 1853 — 29 July 1890) was a Dutch Post-Impressionist painter
who is among the most famous and influentia figures in the history of Western art. In just over a decade
he created about 2,100 artworks, including around 860 oil paintings, most of them in the last two years of
his life. They include landscapes, till lifes, portraits and self-portraits, and are characterised by bold
colours and dramatic, impulsive and expressive brushwork that contributed to the foundations of modern
art. However, he was not commercially successful, and his suicide at 37 followed years of mentd illness
and poverty.

Born into an upper-middle-class family, Van Gogh drew as a child and was serious, quiet and
thoughtful. As a young man he worked as an art deder, often travelling, but became depressed after he



was transferred to London. He turned to religion and spent time as a Protestant missionary in southern
Belgium. He drifted inill health and solitude before taking up painting in 1881, having moved back home
with his parents. His younger brother Theo supported him financially, and the two kept up a long
correspondence by letter. His early works, mostly still lifes and depictions of peasant labourers, contain
few signs of the vivid colour that distinguished his later work. In 1886, he moved to Paris, where he met
members of the avant-garde, including Emile Bernard and Paul Gauguin, who were reacting against the
Impressionist sensibility. As his work developed he created a new approach to still lifes and local
landscapes. His paintings grew brighter in colour as he developed a style that became fully realised during
his stay in Arles in the south of France in 1888. During this period he broadened his subject matter to
include series of olive trees, whest fields and sunflowers.

Van Gogh suffered from psychotic episodes and delusions and though he worried about his
mental stability, he often neglected his physica hedlth, did not eat properly and drank heavily. His
friendship with Gauguin ended after a confrontation with a razor, when in arage, he severed part of his
own left ear. He spent time in psychiatric hospitals, including a period at Saint-Rémy. After he discharged
himself and moved to the Auberge Ravoux in Auvers-sur-Oise near Paris, he came under the care of the
homeopathic doctor Paul Gachet. His depression continued and on 27 July 1890, Van Gogh shot himself
in the chest with arevolver. He died from hisinjuries two days | ater.

Van Gogh was unsuccessful during his lifetime, and was considered a madman and afailure. He
became famous after his suicide, and exists in the public imagination as the quintessential misunderstood
genius, the artist "where discourses on madness and creativity converge". His reputation began to grow in
the early 20th century as elements of his painting style came to be incorporated by the Fauves and
German Expressionists. He attained widespread critical, commercial and popular success over the ensuing
decades, and is remembered as an important but tragic painter, whose troubled personality typifies the
romantic ideal of the tortured artist. Today, Van Gogh's works are among the world's most expensive
paintings to have ever sold at auction, and his legacy is honoured by a museum in his name, the Van
Gogh Museum in Amsterdam, which holds the world's largest collection of his paintings and drawings.

Byaymee Bpemsi rpynnbl Perfect ynorpe0msiercs ais 0003HaueHUsT MEHCTBUS, KOTOPOE YKe
coBepIIUTCs U OyJeT 3aKOHYSHO paHee ONPeIeICHHOr0 MOMEHTa B Oy IyIieM. DTOT MOMEHT MOXET OBbITh
BBIPAXKEH TOYHBIM YKa3aHHEM BpPEMEHH, JPYTUM JCHCTBHEM WM COObITHEM B OyayllieMm, MpHYeM B
QHTJIMIICKOM SI3bIKE ATO JCHCTBHE BO BPEMEHHOM MPHUIATOYHOM TPEUIOKECHUH BBIPAKACTCS HACTOSIIIMM
BpemeneM rpymibl | Ndefinite, Ho umeet 3HaueHue Oyaymiero Bpemenu. JlelicTBrie B Oyaylero BpeMeH:
rpymnsl Perfect cooTHocuTest ¢ onpeeneHHbIM MOMEHTOM B OY/yIeM, a HE ¢ MOMEHTOM PEYH H TaKKe
Ha3bIBACTCS OTHOCHUTEIbHBIM BpeMeHeM. B Oyaymem Bpemenu rpymnmbl Perfect BcnomoratesnbHbIi
rinaroj to have crout B 6yaymem Bpemenu, T.e. shall have wim will have:
| shall have read the book by the time you come. §I y:e npounTaw KHUry K BamieMy Ipuxoiy (K TOMy
BPEMEHH, KOT/Ia BbI [TPUJIETE).

IIpumevaHnue.

1. Ilpu mocTpoeHHH BOMPOCHUTENHHOTO MPEMIOKEHHS Hepe]] MOUISKAIIUM CTaBUTCS TOJBKO MepPBBIH
BCIIOMOTATEJIbHBIN [11arou:

Will you haveread the book by tomorrow?  Bbl npounTaeTe KHUT'Y K 3aBTpAIIHEMY JIHIO?

2. OrpunarenpHass yacTHma NOt CTaBUTCS B OTPHLATENBHOM MPEAJIOKEHHH TII0CIE TEPBOro
BCIIOMOTATEJIbHOTO IJIaroja:

He will not have read this article by three o’clock. OH He MPOYHUTAET Ty CTATHIO K TPEM Yacam.

3. Bynymee Bpems rpymmsl Perfect ynmorpebnsiercst cpaBHHTENTBHO PEKO, JIHIIb TOT/A, KOTIa TOBOPSIINI
KeJaeT TOMYEPKHYTh 3aBEpIICHHOCTb, 3aKOHUCHHOCTh JCHCTBHS K OIPEICICHHOMY MOMEHTY B
OyayiieM, 0cOOEHHO C TJIarojiaMu, JIEKCHYECKOe 3HauCHHE KOTOPBIX HE JIAeT TOHSTHUS NPEACTbHOCTH,
Harpumep:

| shall have translated this article by the time the director returns. f1 y:ke mepeBeay 3Ty cTaTblo K TOMY
BPEMEHH, KOT/Ia BEPHETCS TUPEKTOP.

C riarosamMu ke, B JIGKCHYECKOM 3HAYCHHH KOTOPBIX COMCPIKUTCS MOHITHE MPEACIbHOCTH,
Oynymiee Bpems rpynmsl Perfect, kak npaBuio, He ynorpednsiercs. Tak, npemioxenue: S 3akoH4y 3Ty
padoTy K NATH YacaM MOYKHO NEPEBECTH HAa aHTJIMICKUIT S3bIK IBOSIKO!
| shall finish this work by five o’clock. I shall have finished this work by five o’clock.

4. B npuaaTOYHbIX MPEUIOKEHUAX BPEMEHH U YCIIOBHS B 3HAUCHUH OYAyIero BpeMeHu rpymmst Perfect
ynotpebisieTcst HacTosimee BpeMs rpynmnsl Perfect:
As soon as we have had dinner, we shall go for awalk. Kak Toasko MbI m006exaem, MbI TOWAEM TYIIATh.



BOl'lpOCbI U 3a1aHUA:
1. Ilepeseoume:

Van Gogh drew, and painted with watercolours while at school, but only a few examples survive
and the authorship of some has been challenged. When he took up art as an adult, he began at an
elementary level. In early 1882, his uncle, Cornelis Marinus, owner of a well-known gallery of
contemporary art in Amsterdam, asked for drawings of The Hague. Van Gogh's work did not live up to
expectations. Marinus offered a second commission, specifying the subject matter in detail, but was again
disappointed with the result. Van Gogh persevered; he experimented with lighting in his studio using
variable shutters, and with different drawing materials. For more than a year he worked on single figures
— highly elaborate studies in black and white, which at the time gained him only criticism. Later, they
were recognised as early masterpieces.

In August 1882 Theo gave Vincent money to buy materials for working en plein air. Vincent
wrote that he could now "go on painting with new vigour". From early 1883 he worked on multi-figure
compositions. He had some of them photographed, but when his brother remarked that they lacked
liveliness and freshness, he destroyed them and turned to oil painting. Van Gogh turned to well-known
Hague Schooal artists like Weissenbruch and Blommers, and received technical advice from them, as well
as from painters like De Bock and Van der Weele, both of the Hague School's second generation. When
he moved to Nuenen after the period in Drenthe he began several large paintings but destroyed most of
them. The Potato Eaters and its companion pieces are the only ones to have survived. Following avisit to
the Rijksmuseum, Van Gogh wrote of his admiration for the quick, economical brushwork of the Dutch
Masters, especialy Rembrandt and Frans Hals. He was aware that many of his faults were due to lack of
experience and technical expertise, so in November 1885 he travelled to Antwerp and later Paristo learn
and develop his skills.

A squarish painting of green winding olive trees; with rolling blue hills in the background and
white clouds in the blue sky above.

Theo criticised The Potato Eaters for its dark palette, which he thought unsuitable for a modern
style. During Van Gogh's stay in Paris between 1886 and 1887, he tried to master a new, lighter palette.
His Portrait of Pere Tanguy (1887) shows his success with the brighter palette, and is evidence of an
evolving persona style. Charles Blanc's treatise on colour interested him greatly, and led him to work
with complementary colours. Van Gogh came to believe that the effect of colour went beyond the
descriptive; he said that "colour expresses something in itself". According to Hughes, Van Gogh
perceived colour as having a "psychological and moral weight", as exemplified in the garish reds and
greens of The Night Cafe, awork he wanted to "express the terrible passions of humanity”. Y ellow meant
the most to him, because it symbolised emotional truth. He used yellow as a symbol for sunlight, life, and
God.

Van Gogh strove to be a painter of rural life and nature, and during his first summer in Arles he
used his new palette to paint landscapes and traditional rurd life. His belief that a power existed behind
the natural led him to try to capture a sense of that power, or the essence of nature in his art, sometimes
through the use of symbols. His renditions of the sower, at first copied from Jean-Frangois Millet, reflect
Van Gogh's religious beliefs: the sower as Christ sowing life beneath the hot sun. These were themes and
motifs he returned to often to rework and develop. His paintings of flowers are filled with symbolism, but
rather than use traditional Christian iconography he made up his own, where life is lived under the sun
and work is an alegory of life. In Arles, having gained confidence after painting spring blossoms and
learning to capture bright sunlight, he was ready to paint The Sower.

2. O3aznagome mexcm (meopemuueckoii wacmu u ynp.1).

3. U3 mexcma (meopemuueckoit wacmu u ynp.l) esinuwume npeosiodicenue, 3axalouarouee 8 ceoe
OCHOBH)YI0 MblCJlb.

4. Hcnonvzysa evibpannsvie Bamu npeodnoscenusn, nUCbMEHHO COCHIAGbIME NJIAH HEPEeCcKa3a mekcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomoevme pe3iome u unOCMpayuu K mekcmy (meopemudeckoii wacmu u ynp.1).

6. Ilpoxommenmupyiime wacmo mexkcma (meopemuueckoil yacmu u ynp.1l), komopas eam noxazanace
Haubonee unmepecHoll.

7. Obpaszyiime om cnedylouwux 2nazoj106 ymeepoumenvHylo, 6ONPOCUMENbHYI0 U OMPUUAMENbHYIO
gopmut 6yoywezo epemenu pynnut Perfect:

to build, to recognize, to discuss, to have, to move, to find, to correct, to describe, to learn, to invite, to
rise.



IpakTHyeckoe 3ansTue Ne 46,
IIpaxmuxa peuu: Pablo Picasso / IT1admo IIukacco
I pammamuxa: Bynyuiee B npoueamemM.
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIUI, OBJIaJACHUE JIEKCUKOW U IPaMMAaTHKOU
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIUTEPATYPY HJIA ITONOJIHCHUA HpO(I)eCCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYHIECTBIATh MPOECCHOHANBHYI0 KOMMYHHKAIIMIO B YCTHOW M MUCHMEHHOH (popMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIeHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.

TeopeTnueckasi 4acThb.

Pablo Picasso is probably the most important figure of 20th century, in terms of art, and art
movements that occurred over this period. Before the age of 50, the Spanish born artist had become the
most well known name in modern art, with the most distinct style and eye for artistic creation. There had
been no other artists, prior to Picasso, who had such an impact on the art world, or had a mass following
of fansand critics alike, as he did.

Pablo Picasso was born in Spain in 1881, and was raised there before going on to spend most of
his adult life working as an artist in France. Throughout the long course of his career, he created more
than 20,000 paintings, drawings, sculptures, ceramics and other items such as costumes and theater sets.
Heisuniversally renowned as one of the most influential and celebrated artists of the twentieth century.

Picasso's ability to produce works in an astonishing range of styles made him well respected
during his own lifetime. After his death in 1973 his value as an artist and inspiration to other artists has
only grown. He is without a doubt destined to permanently etch himself into the fabric of humanity as one
of the greatest artists of all time.

As an artist and an innovator, he is responsible for co-founding the entire Cubist movement
alongside Georges Braque. Cubism was an avant-garde art movement that changed forever the face of
European painting and sculpture while simultaneoudly affecting contemporary architecture, music and
literature. Subjects and objects in Cubism are broken up into pieces and re-arranged in an abstract form.
During the period from approximately 1910-1920 when Picasso and Brague were laying the foundation
for Cubism in France, it's effects were so far-reaching as to inspire offshoots like the styles of Futurism,
Dada, and Constructivism in other countries.

Picasso is also credited with inventing constructed sculpture and co-inventing the collage art
style. He is also regarded as one of three artists in the twentieth century credited with defining the
elements of plagtic arts. This revolutionary art form led society toward societal advances in painting,
sculpture, printmaking and ceramics by physically manipulating materials that had not previously been
carved or shaped. These materials were not just plastic, they were things that could be moulded in some
way, usualy into three dimensions. Artists used clay, plaster, precious metals, and wood to create
revolutionary sculptural art work the world had never seen before.

Byayiee B mpoueamem

Bynyiiee B mporieanieM SIBISETCS OTHOCHTEIBHBIM BpPEMEHEM W YIOTPEOSCTCS JHIb B
JIOTIOJTHUTEILHOM TMPHIATOYHOM MPEUIOKEHUN Ui 0003HAYCHUS JCHCTBHUS, KOTOpPOE MOCIEAyeT 3a
TIPOIIEAIINM JA€HCTBHEM, BHIPAKEHHBIM B TVIABHOM TIPEIOKEHHH.

Jlns obpasoBanust Oyayliero B MPOIICAIIEM YHIOTPEOIAOTCS (HOPMBI MPOIICIIIEIO BPEMEHU
BcroMorartesbHbIx riarosioB shall u will, a umenno: should mis 1-ro nuna u would mis npyrux nun, u
WHQUHUTHB COPSATaeMoro riaroia 6e3 yacTuilsl to:
| didn’t know that you would soon come home. 51 He 3HaJ, 9TO BB CKOPO MPHUAETE JOMO.

He wanted to know when | should return home. Emy xoTtesioch 3HaTh, KOT/1a sl BePHYCh JIOMOW.

where | lived. TJIe S KUBY.
He didn’t know where | had left. OH He 3HaN, KyJa 5 yexaJ.
where | should leave soon. KyZa sl CKOpO moeny.

[Ipu nepenaue uyxoil peun B UMHOM MECT€ WJIM B MHOE BpeMs IO CPaBHEHHUIO C MECTOM WU
BPEMEHEM BBICKA3BIBAHUS, T.€. B JOMOJIHUTENIBHBIX NPUIATOYHBIX TPENJIOKEHUSX, BBEIEHHBIX [NIarojlaMu
to say, to ask, to tell u gpyrumu 6 npoweduem pemernu,; MOTYT TIPOUCXOANTE CIIEAYIOIINE 3aMEHbI CJIOB
B 3aBUCUMOCTH OT CMBICJIA:

Bmecro this'these smo, smom, smu Moxet yrmorpebisatecs that/those mo, mom, me;



BMecTo here z0ece MOXeT yrmoTpebnsarscs there mam;

BMECTO NOW cetiuac MOKeT yrnorpebusarscs then (mozoa),

BMecTo yesterday suepa MoskeT yrnotpebnsarees the day before naxanyne;

BMecTo to-day cezoons MoOKeT yrnoTpebnsarecs that day ¢ mom oenw;

BMeCTO tOMOrrow sasmpa MOXeT ynoTpeousaTbes the next day na creoyrowuii oenw,
BMeCTO ago0 momy HA3a0 MOXeT ynotpedisiteest before do smoeo, panvuie;
BMecTo last year ¢ npouwiom 200y MoxeT ynoTpebnsatees the year before za 200 do smozo nnu
the previous year ¢ npedwvioywem 200y,

BMecTo Next year na 6yoywuti 200 MOKET yrnoTpedssiTeest the next year 6 ciedyrowem 200y.
Cpasnume:

Peanvnoe 0003Ha4eHU e BpeMeHHN 1 Omnocumenvnoe 0003HaAYECHHE BpeMeHHU
MecTa M0 OTHOIEHHIO K MOMEHTY ¥ MeCTa M0 OTHOUIEHUI) KO BpeMeHH

peyu ¥ MECTY BBICKA3bIBAHUS

He said he would leave now. He said he didn’t know about it then.

OH ckaszai, 4yTo OH ceiuac yelerT. OH ckasail, 4To mo20a OH 00 TOM HeE 3HaJ.

He told me he would come her e tomorrow. He told me he would go there the next day.
OH cka3aj MHe, UTO MPHIET cioda 3aémpa. OH cKa3all MHE, YTO OH HOUIET myod Ha cledyioujull OeHb.

Bomnpocsl u 3a1anus:
1. Ilepeseoume:

Picasso was born in Malaga, Spain, to Don Jose Ruiz y Blasco and Maria Picasso y Lopez. His
baptized name is much longer than the Pablo Picasso, and in traditional Andalusian custom honored
several saints and relatives. His father was a painter and a professor of art, and was impressed by his son's
drawing from an early age. His mother stated at one time that his first words were to ask for a pencil. At
the age of seven Picasso begin receiving formal training from his father. Because of his traditional
academic training, Ruiz bdieved training consisted of copying of masterworks and drawing the human
form from live figure-models and plaster casts.

In 1891 at ten years old, the family moved to A Coruna where School of Fine Arts hired Ruiz to
be a professor. They spent four years there where Ruiz felt his son surpassed him as an artist at the age of
13 and reportedly vowed to give up painting. Though paintings by Ruiz still seem to have been generated
yearslater, Picasso's father certainly felt humbled by his son's natural skill and technique.

Picasso and his family were horrified when his seven year old sister died of diphtheriain 1895.
They relocated to Barcelona and Ruiz began working at its School of Fine Arts. He persuaded officials
there to let his son take an entrance exam for an advanced class and Picasso was admitted at the age of
just 13. At the age of 16 he was sent to Spain's foremost art school in Madrid, the Royal Academy of San
Fernando. Picasso didiked the formal instructions and decided to stop attending his classes soon after he
arrived. He filled his days inside Madrid's Prado, which displayed paintings such as Francisco Goya and
El Greco.

The body of work Picasso created throughout his lifetime is enormous and spans from his early
childhood years until his death, creating a more comprehensive record of his development than perhaps
any other artist. When examining the records of his early work there is said to be a shift where the child-
like quality of his drawings vanished, therefore being the official beginning of his career. That dateis said
to be 1894, when Picasso was just 13. At the age of 14 he painted Portrait of Aunt Pepa, a striking
depiction that has been referred to as one of the best portraits in Spanish history. And at age 16, Picasso
created his award-winning Science and Charity.

His technique for realism, so ingrained by his father and his childhood studies, evolved with his
introduction to symbolist influences. It led Picasso to develop his own take on modernism, and then to
make his first trip to Paris, France. The poet Max Jacob, a Parisian friend, taught Picasso French. They
shared an apartment where they experienced the true meaning of what it meant to be a "starving artist."
They were cold and in poverty, burning their own work to keep the apartment warm.

Picasso would predominately spend his working adult life in France. His work has been divided
roughly by periods of time in which he would fully develop complex themes and feelings to create a
unifying body of work.

2. O3aznasvme mekcm (meopemuyeckoii yacmu u ynp.l).
3. U3 mexkcma (meopemuueckoui wacmu u ynp.l) evtnumume npeonoicenue, 3axaiouarouiee 6 cede
OCHOGHYI0 MblCJlb.



4. Hcnonwv3ya eviopannvie Bamu npeonoscenus, nucomeHHo cocmasbme NIaH nepecKaza meKcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomoevme pestome u unnrocmpayuu K mexkcmy (meopemuyeckoit wacmu u ynp.1).

6. IIpokommenmupyiime uacmop mexcma (meopemuueckoii yacmu u ynp.1), komopasn éam noxazanacsy
Hauboee UHmMePecHoIl.

7. Ilepegeoume na anenuiickuii A3bIK, 00pawian 6HUMAHUE HA NEPEBOO CKA3YeMO20 8 RPUOANOYHOM
npeonoicenun, HAYUUHAIOUWEMCA CO C106d KOTA:

1. Bl molimeTe B jec, Korma HeOO MPOSCHUTCS (CTaHET COBCEM sICHBIM). SI 0600Ch, UTO CHOBA TOMAET
TOKIb. 2. 5 He 3HArO0, KOTAa OTel MPUAET AOMOM. JlyMaro, 4To MO3HO. Y HUX CETOJHS MHOTO paboTHL. 3.
A Toxe He 3HAI0, KOTAa 3aKOHUUTCA onepanusi. 4. Bpau moroBopuT ¢ BaMu, KOrja 3aKOHYHUTCS ONEPaLHsL.
5. Korza BBl npueneTe B poJHON ropoJ, MOoCTapaiTech pa3biCKaTh BCEX CBOMX CTaphIX Apy3el. 6. Passe
BBl HE 3HAJIM, KOTJa MBI CMOKEM BepHYThCS B ropon? 7. OH cka3alm MHe, KOTJa MPUAYT CIOAa BCE TH
TOBapHILH, HO s 3a0buT 00 3ToM. 8. Korma mMou apy3ps npuenyT B MOCKBY, 5l TOCTapaloch MOKa3aTb UM
BCE MHTEPECHBIC MeCTa B HameM ropoze. 9. IIpocture, HO s HE MOTY cKa3aTh BaM, KOTJa OKOHYHTCS
cobOparne. OHO TombKO uTO Hawanoch. 10. S cpa3y ke mo3BOHIO BaM, Koraa Oymy cBobomeH. 11. S He
3Har0, Korya Oyay cBOOOJIEH M CMOTY BBIICHUTH, KTO Oy/IeT AenaTh 3TOT Joknaz. 12. Bl He 3HaeTe, Korma
ero cbiH mnoiner B apmuto? 13. Ero cwlH ckazai, yTo Korja OH THOWIET B apMHIO, OH CJAEJaeT Bce
BO3MOJKHOE, YTOOBI CTaTh XOPOIIIUM COJIIATOM.

Paznen 6. Famous architects of the 21st century / 3namenntsie apxutexkTopbl XXI Bekxa

[pakTuyeckoe 3ansiTue Ne 47,
Ipaxmuka peuu: Alvaro Siza/ Anssapo Cusza
T'pavmamuxa: PacuieHeHHbIe BOIIPOCHI.
Henb: ®opmupoBaHre KOMMYHUKATUBHBIX KOMIIETEHIUI, OBIaJACHUE JIEKCUKON U IPaMMAaTHKOM
B pe3yabTaTe ocBoeHHE TEMBI CTY/IEHT H0JIKEH
3HATH: HOPMBI YIIOTPEOJICHHSI JIEKCUKH aHTJIMHCKOTO SI3bIKa B MPO(ECCHOHATBHOM cdepe
yMeTb: YUTaTh U IIEPEBOANTH CHEUUAIBHYIO JIUTEPaTypy AJIS MOMOJHEHHS NPO(EeCCHOHABHBIX 3HAHUH;
OCYIIECCTBJIATh MPOGECCHOHAIILHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYaJILHOCTb TeMbl: 00yCIIOBIIEeHa HEOOXOAMMOCThIO OBlageHneM YK-4.

Teoperuyeckasi 4acTh!

Alvaro Joaquim de Melo Siza Vieira (born 25 June 1933) is a Portuguese architect and
architectural educator, internationally known as Alvaro Siza. He graduated in architecture in 1955, at the
former School of Fine Arts of the University of Porto. He completed his first built work (four houses in
Matosinhos) even before ending his studies in 1954, the same year that he started his private practice in
Porto. In 1992, he was awarded the Pritzker Prize for the renovation project that he coordinated in the
Chiado area of Lisbon, a historic commercia sector that was all but completely destroyed by fire in
August 1988. Siza believes that architects don’t invent anything, that they just transform reality — a
philosophy that saw the jury citation for his 1992 Pritzker Prize state that, “Like the early Modernists, his
shapes, moulded by light, have a deceptive simplicity about them; they are honest.”

The Expo’98 Portuguese National Pavilion is a monumental piece of architecture, imposing
itself like a sculpture of stature on the banks of the Tagus River in Lisbon, Portugal. Designed by Alvaro
Siza, and coupled with the engineering ingenuity of artist Cecil Balmond, the pavilion with its dreamy
concrete canopy frames breath-taking views of the river and the city on either end. In 1998, Lisbon hosted
a World Exposition and the government at the time needed a representation of the values of Portugal
embalmed in an architectural statement. Unlike most other pavilions, this one would be permanent, with
no official brief or accommodation schedule, but designed in such away as to be adaptable for any space
needs that may arisein future.

In 1998, Alvaro Siza was the country’s most renowned architect — he still is. 6 years earlier he
had just won the most prestigious architecture award: the Pritzker Prize. In the jury citation, his
architecture was praised and lauded, “The architecture of Alvaro Siza is a joy to the senses and uplifts the
spirit. Each line and curve is placed with skill and sureness,” the jury cited.

“Like the early Modernists, his shapes, moulded by light, have a deceptive simplicity about them;
they are honest. They solve design problems directly. If shade is needed, an overhanging plane is placed
to provideit. If aview is desired, awindow is made. Stairs, ramps and walls all appear to be foreordained



in a Siza building. That simplicity, upon closer examination however, is revealed as great complexity.
There is a subtle mastery underlying what appears to be natural creations. To paraphrase Siza’s own
words, his is a response to a problem, a situation in transformation, in which he participates.”

The Building on the Water. Birthed asavision of Por-Shih Lin, Chairman of Shihlien Chemical
Industrial (Jiangsu) Co. Ltd. — the Building on the Water is a 11 000 sqm office complex that “floats” on
the 100 000 sqm artificial lake of the industrial park. Alvaro Siza, the 1992 Pritzker Prize laureate, was
hand-picked to head the creation of a building that best represented the forward-looking innovations of
the company and in so doing create a world-class precedent in industrial design. What resulted was a
flowing undulating horse-shoe form that hovers over the most important manufacturing element of glass—
water.

Located in the Jiangsu Province of China within the New Salt Industrial Park of Huai’ An city, the
Shihlien Chemical Industrial Company is one of the largest soda ash and ammonium chloride production
plant in the world. Covering an area of more than 2 000 000 sqm the plant is renowned for application of
some of the world’s advanced manufacturing technologies and processes. It is on this backdrop that
Alvaro Siza paired up with Carlos Castanheira to create this concrete edifice.

As with al buildings by Siza, the Building on the Water expresses a meticulous application of
building materials. The building is a symphony of white concrete and glass. A deliberate effort can be
read in the design team’s attempt to come up with an object of sheer clarity and functional objectivity.
Two vast bridges connect the built idand to the industria park. And despite concrete being heavy on the
eye, the use of plates to denote levels and a well defined flowing form, present the material in afluid and
almost sensual way.

PacuneHeHHBbIe BONPOCHI

KpOMe CIICHUAIIBHBIX, aJIbTCPHATUBHLIX U O6HH/IX BOIIPOCOB, B AHTJIMHACKOM SI3BIKE CYIIECTBYIOT
ellle TaK Ha3bIBacMble pacY/IeHEHHbIe BOIPOCHI, KOTOpBIEC, TaK K€ KaK M OOLIMe BONPOCHI, TPEOYIOT
KPaTKOIro YTBEPAMTEIILHOTO MM OTPULATENBHOTO OTBETA, T.€. MOATBEP)KICHHUS WJIM OTPULAHHS MBICIH,
BBIPRKEHHOH B BOIPOCE, M KOTOPBIE KaKk ObI COCTOAT U3 ABYX vacTeid. [lepBas uacTh mpeacraBiseT coboit
MIOBECTBOBATENFHOE MPE/NIOKEHHE (YTBEPAUTEIBHOE MM OTPHUILIATENFHOE), a BTOpasi — KPaTKUi o0mui
BOIPOC, COCTOSIINN U3 COOTBETCTBYIOIIETO BCIIOMOTATEIbHOTO (WJIM MOJAIBHOIO) TJaroja B TpeOyeMoil
(l)OpMe " JIMYHOT'O MECTOUMMCECHUA B UMCHUTCIIBHOM MIAZICKE, IIPUYCM, CCJIIN II€PBas 4aCTb YTBCPANUTCIIbHAA,
TO BCIIOMOTATEJILHBIN (MOJAJIbHBIN) TIArosl yrnorpeOisercss B OTpUIATENLHON (opMe, eciin Ke TepBast
YacTh OTpHULATEIbHAs, TO BCIIOMOIaTEJIbHBINA (MOJAIBHBINA) TJIarosl ynoTrpeOssieTcsl B yTBEpAUTEbHON

dopme:

Y ou enjoyed yoursalf in the country last BbI X0poI1110 poBesx BpeMs 3a TOPOIOM
week-end, didn’t you? B TPOIILTYIO Cy000TY, HE paB/a jiu?

He hasn’t yet returned from Leningrad, has he? OH Begb enie He BepHyJics u3 JleHunrpaga?

PacuiieHeHHble  BONMPOCHI  SIBJISIOTCS ~ OOJiee  BBIPA3UTCIIBHBIM ~ CPEJICTBOM  BBISICHEHHS
MOATBEPKACHUS UM OTPUIIAHKS BHICKA3aHHOM MBICITH, YeM OOIIUE BOIIPOCHIL.

PacuneHeHHBIM BOMpPOCaM B PYCCKOM SI3bIKE COOTBETCTBYIOT BOIPOCHTENBHBIC OOOpPOTHI He
npasda au? He maxk au? O0a? WIN YCWIATETbHAs 4YacTUIlA 8edb B COCTAaBE BOMIPOCUTEIHHOIO

NPEUIOKSHHUS:
He didn’t make you read the whole day, did he? On Beapb He 3acTaBiIsLI BaC YHTATh LIEJbIH JICHb?
Y ou were on duty yesterday, weren’t you? Br1 nexxypuinu Buepa, He Tak jau?

Y our watch is5 minutes sow, isn’t it? Barmm gacel OTCTalOT Ha ATh MHHYT, 1a?
IIpumeuanmus.

1. B pacuiieHEeHHBIX BOIPOCAX BCIIOMOTaTesbHbIC (MOJAJIbHBIC) TIIArOJbl, KaK MPABUIIO, CIMBAKOTCS C
OTpHUIlaHUEM, T.e. 00pa3yroT cokpalieHHble Gopmbl iSNt, aren’t, wasn’t, weren't, shan’t, won't, hasn't,
haven’t, can’t, mustn’t. Ograko orpuranve NOt U B TONHOM (HOpME MOKHO CTABUTD ITOCTIE MOJIEXKAIIETO
(TMYHOTO MECTOMMEHHS), KaK 3T0 0OBIYHO MMeeT MecTo ¢ (opmoii am riarona tO be u ¢ MomanbHbIM
rJIarojioM may.

| am right,am | not? 4 Beaw mpaB?

2. BompocurenbHblii 000pOT, T.€. BCIIOMOTaTeNlbHbINA (MOJAIbHBIN) [NIAr0N M JIMYHOE MECTOUMEHHE,
BCET/Ia OT/CISIETCS 3aIsITOM.

3. YnotpeOieHne B KpaTKUX OTBETaX PYyCCKHUX A M HET M aHTIIHICKUX YES 1 NO YacTo He COBMAacT.
Cpasnume:

1) Thereisagood football team at VY Bac Beb Ha 3aBOJIE €CTh XOpOLIas

your plant, isn’t there? ¢byroonbHas KoMaHga?



Yes, thereis. Ila, ecmo.

Ho:

2) Thereis no football team at your VY Bac Benb Ha 3aBojie HET PyTOOIBHOMN
plant, isthere? KOMAaH/IbI?

No, thereis not. Ila, nem.

3) Thereis no football team at your V Bac Be/lb Ha 3aBOJIe HET (PyTOOIBHOM
plant, isthere? KOMAaH/BI?

Yes, thereis. Hem, ecmo.

Bonpocs! u 3a1aHus:
1. Ilepeseoume:

Borrowing from Chinese mythology, the design evokes a setting of life-size dragon that is
brooding over water. There is a clear contrast between the elegant contours of the building and the
orthogonal and linear forms of the buildings on the industrial park. Linear bridges that connect either
sides of the flowing horseshoe form act as a suitable architectural counterpoint. The setting is poetic and
the play of light and shadow transform what would have been a banal building into something worth
considering. But perhaps the most fascinating feature of the Building on the Water is how its complexion
isin astate of constant flux due to the changing hues of sunshine and the reflection on the water.

And as Por-Shin Lin acknowledged: “Mr. Siza has always upheld the design concept of
establishing harmony between man and the environment. This building ingeniously blends with the
waterscape and plant grounds. As the first project in China by Alvaro Siza, it will be an inspiration for
future industrial plant designs in the country and is truly significant for that reason.”

2. O3aznagome mexcm (meopemuueckou wacmu u ynp.1).

3. U3 mexcma (meopemuueckoiui yacmu u ynp.l) evinuwiume npeonosxcenue, 3akaiiouaioujee 8 cepe
OCHOGHYIO MblCJlb.

4. Hcnonvzysa evibpanusvie Bamu npeodnoiicenus, nUCbMEeHHO COCMAGbMe NIAH NePecKa3a mexkcma
(meopemuueckoii wacmu u ynp.1).

5. IToozomoevme pe3tome u unntocmpayuu K mexcmy (meopemuueckoit yacmu u ynp.1).

6. IIpokommenmupyiime uacmo mekcma (meopemuueckoii wacmu u ynp.1), komopas eam nokazanacsy
Hauboiee unmepecHolil.

7. Obpaszyiime pacunenennsle 60NPOCHL, 0ONOIHUG CEOYIOUUE NPEOTOHCCHUA:

1. You are not surprised at my words, ... 2. Now the ship is out of danger, ... 3. You are tired.
You can’t move on, ... 4. The sea was very calm yesterday, ... 5. You are not hungry yet, ... 6. |
don’t owe you any money, ... 7. Your pupil is to learn these expressions, ... 8. You are not upset,
... 9. She will willingly help you, ... 10. These books are not yet sold out, ... 11. We are
approaching our native town, ... 12. Your son was ill yesterday, ... 13. You have enjoyed
yourselves greatly, ... 14. The story did not amuse them at al, ... 15. Your brother has two
children, ... 16. The square was crowded with people yesterday, ...

8. Ilepesedume cnedyroujue npeonoiicenus Ha AHZAUNCKUIL A3bIK, 00pAULAA GHUMAHUE HA
nocmpoeHnue pacuneHeHHbIX 60nPOCo8:

1. Brl BomHyeTech HEMHOTO, He npasaa nu? 2. ToBapuml BapiaMoB He 3aMeTHII, KaK Mbl TPOILLITN
MHMO Hero, He mnpasna nau? 3. Bel Begp ymeere pucoBats? 4. Hu Bam ToBapwil, HM BBl HE
JIeXKYpUIIM BUepa, He mpaBaa au? 5. Y Bel, M Ball TOBAapUI ASXKYPUIN Buepa, He Tak Ju? 6. Bel
BEJIb YNTAJIN KUTAUCKYIO CKa3Ky ,,KenTeiii anct*? IloueMy Bbl HE 3HaeTe 3TOro BBIpAKEHU? 7.
Pacckaxxute HaM 4TO-HHOYAb O BalINX MyTeHIeCTBUSAX. Bbl Beap MHOTO myTeniecTBoBaiun? 8. Y
toBapuiia HazapoBa MHOTO WMHTEpPECHBIX KHHUT Ha WHOCTPAHHBIX SI3bIKax, HE TpaBra m? S
MOTIPOINY Y HETO KHUTY TUOO0 Ha HEMEIKOM, 00 Ha aHTIUHCKOM si3bike. 9. Bel Buepa oueHb
YAUBWINCH, KOTJAa YCHbIIAIM Kak moeT ToBapull PomoB, He Tak nu? 10. Bama nouys He
MOJIyYWJIa YAOBOJBCTBUSI OT 3TOW Mbechl, HE Tak Ju? 11. Bel Benp uuTanu 3TOT 4UyAeCHBIN
poman? [loueMy Bbl HE XOTUTE NPHUHATH Y4aCTHS B HallEH AUCKYCCUU?

IpakTnyeckoe 3ansitne Ne 48,
Ipaxmuxa peuu:. Antoine Predock / Antyan Ipenox
I'pavmamuxa: MonaabHblii rJ1aroa «needn’t».
Hennb: ®opMmupoBaHre KOMMYHUKATUBHBIX KOMITCTEHIIHIA, OBIIAJCHUE JICKCHKOW U TPaMMAaTHUKOM



B pe3yabTaTe 0CBOCHHUE TEMbI CTYACHT H0JIKCH
3HATh: HOPMBI YIIOTPEOJICHHUS JIEKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHANIBHOM chepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUAJIBHYIO JIUTEPATYPY IJIA ITOIOJIHCHUA HpO(l)CCCI/IOHaJ'H)HI)IX 3HaHI/II\/’I;
OCYUICCTBJIATH HpO(l)CCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B YCTHOP'I U NHUCHbMEHHOM (bopMax Ha aHTJIUHCKOM
SI3BIKEC.
AKTYyaJIbHOCTb TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTBIO OBNaieHneM Y K-4.

TeopeTnyeckasi 4acThb:

Antoine Predock (born 1936 in Lebanon, Missouri) is an American architect based in
Albuguerque, New Mexico. He is the Principa of Antoine Predock Architect PC — a studio that he
established in 1967. Predock attended the University of New Mexico and later received his Bachelor of
Architecture from Columbia University.

Predock first gained national attention with the La Luz community in Albuguerque, New Mexico;
and later the Nelson Fine Arts Centre at Arizona State University became his first nationally won design
competition. As one of the famous architects, Predock’s work includes the Turtle Creek House, built in
1993 for bird enthusiasts along a prehistoric trail in Texas; the Tang Teaching Museum and Art Gallery at
Skidmore College and a new ballpark for the San Diego Padres. In 2006, he won the AIA Gold Medal.
And in 2007, Predock was awarded a Lifetime Achievement Award from the Cooper-Hewitt National
Design Museum.

The Canadian Museum for Human Rights designed by architect Antoine Predock is an
expensive revelation of architecture’s impacts on boosting human rights around the world. The architect
said this is his favorite and most important building so far. You can easily tell why. It’s like a cathedral —
a holy precinct embodying Canada’s determination to teach and explore the subject of human rights for
Canada and the world.

In an architectural competition that featured 100 submissions from 21 countries, the judging panel
selected the design submitted by architect Antoine Predock from Albuquerque in New Mexico, USA.
That was in 2003. 11 years and approximately $297 million later, a structure inspired by the wings of a
dove stood high on the soils of Winnipeg, Manitoba. It’s the first museum of its kind to be located outside
of the National Capital Region of Canada; and the only national museum built in the country since 1967.

MopaJbHbIii rj1aroa «needn’t»
I'maronm need wyscoamoscs ymoTpeOIsieTcss Kak MOJAIBHBIA TJaroji, Kak TMpaBHiIo, B
oTpuIateNbHOM hopme needn’t, Jutst BeIpaKEHHST OTCYTCTBHS HEOOXOTHUMOCTH:

You needn’t go to their office to-day. Bawm He HyKHO (HeT He0OXOIUMOCTH, He HAI0)

| shall go there myself tomorrow. exaTh B UX KOHTOPY cero aHs. S cam moemxy Tyza 3aBTpa.
Must he post the |letter immediately? JloJKeH S OH OTIIPABUTh MHCHMO TOTYAC Ke?

— No, he needn’t. It can go tomorrow. — Her, He Hago. Ero MOXHO OTOPaBUTH 3aBTpa.

Il puwmeuanue [maron need takke MOXKET yMOTPEOIATHCS B BOIMPOCHTEIBHBIX
MIPEIOKEHNUAX (OIHAKO, TOBOJIBHO PEIKO).
Need he buy theticket in advance?  Hy:kHo Jiu eMy OKynaTh OUIeT 3apanee?
— No, he needn’t. Hert, He HyKHO.
— Yes, he must. Ja, 0H IOJDKEH JTO CAEIaTh.

Bonpocsl u 3a1anus:
1. Ilepeseoume:

Like gaining human rights in most countries was — a journey — the architect’s vision for this
museum was to take the users and visitors through a journey that begins and follows the biologica
process and systems of a plant. You get into the museum through the roots, which take you into a
descending expedition into the earth. Y ou descend first, in order to ascend.

Through the roots system you find your way into the Great Hall which has a combination of
choreographed light and dark spaces, then you go into a series of vast spaces and ramps which all peak at
the Tower of Hope.

The Tower of Hope has been named strategically. It’s not a name that you would give any
building or structure, unless it symbolized hope. In the Canadian Museum it’s a spire that juts out
upwards from the building. It provides impressive views of the capital of Manitoba (Winnipeg).

When you are standing on that observation deck platform at the Tower of Hope — inside a human
rights building, you get nothing than hope — that with reflection and dialogue, human rights will forever
reign supreme. The views of the city can attest to that.



The 24,155 square metre structure features 4,366 square metres of galleries. It’s finished in the
local Tyndall limestone in conjunction with some 5,000 uniquely shaped glass panels which play a big
role in the wing-like form. An atrium winter garden spanning 650 square metres and the 100-metre tall
crystalline tower complete this building which looks like something out of the reality. The three large
berms that have been planted with prairie sweet grass, and the one which has been stepped into the
amphitheatre at the entrance are the icing on the cake.

The functions of the curving glass curtain-wall specially developed for this building is to help
deflect wind patterns and lighten the lateral load on the structura members. The intrusion of moisture is
prevented by an outer layer of single-pane glazing which is also fritted in some areas to mitigate glare.
Operable windows allow for ventilation.

At various parts of the facade, intake dampers are located where planes of glass structure overlap
to alow for hot air to be exhausted from the cavity between the glazing layers and for cool air to flow into
the building to regulate temperature and insul ate the structure.

When you get into the building you get the feeling that you are just about to experience
something beautiful yet rough, and machine-looking. The ramps clad in rough finishes together with the
endless steel membranes that hold everything together makes the transitions from space to space a little
unexpected. It’s nothing close to soft interiors, it’s almost too rough inside you would think it is a
connection of several parts of abig engine.

From the main lobby with its darkness at the entrance and transitional lighting at the ascent, to the
galleries that are full of activity, and towards the tower, it’s a very busy interior: and yet a towering
landmark that the city of Winnipeg can brag about.

2. O3aznaevme mekcm (meopemuyeckoii yacmu u ynp.l).

3. U3 mexcma (meopemuueckoui wacmu u ynp.l) evitnuniume npeonoicenue, 3axaruarouiee 6 cede
OCHOBHYIO MbLCITb.

4. Hcnonwv3ya eviopannvle Bamu npeonoscenus, nucomeHHo cocmasbme NiaH nepecKaza meKcma
(meopemuueckoii uacmu u ynp.I).

5. lToozomoevme pestome u unnrocmpayuu K mexkcmy (meopemuueckoui yacmu u ynp.1).

6. Ilpoxommenmupyiime wacmo mexkcma (meopemuueckoit yacmu u ynp.1l), komopas eam noxazanaco
Hauboiee uHmMepPeCcHoIl.

1. Ilepeseoume cnedyroujue npeooNHceHUs HA AHIIUNCKUIL A3bIK, 00pawias GHUMAHUe HaA
ynompeonenue 2nazona need:

1. Bam He HyHO nepenuchiBaTh 3TOT TeKCT. OH ecTh (#aH) B yueOHuke. 2. Ham He HY:KHBI HU BBI, HU
toBapunl Hedenos. Mbl camu 3akoH4YrM 3Ty paboTy. 3. Bam He Hamo0 uary Ha mouty. MBI yxe Kynuin
Mapku. 4. Ecmu BaM He HY’KHO CETOJIHS OCTaBaThCSA B YUPEXKIEHHH IOcCie paboThl, AaBaiTe MOWIEM B
teatp. B Manom Tteatpe uzaer ceromHs ,, [lopmApmyp* c ydacTmeM MOero IOOMMOTrO apTucra. 5.
IIpoctute, 51 He noHs1. Kakoe ynpakHeHue He Haxo nucath? 6. CkaxuTe ToBapuiy JloceBy, 4To eMy He
HA/10 3aX0JuTh K ToBapuiy CoboineBy. OH yxe caM 3ax0/IiiI CloJia BUepa.

IIpakTnyeckoe 3ansitue Ne 49,
Ipaxmuxa peuu: Ben van Berkel / ben Ban bepkeib
I'pammamura: Bpemena rpynns! Perfect crpagareasHoro 3aora.
I_Ie.IIL: CDOpMPIpOBaHI/Ie KOMMYHHKATHBHBIX KOMHCTCHL{I/Iﬁ, OBJIAJJICHUC JIEKCUKOH U I‘paMMaTHKOﬁ
B pe3yjabTaTre OCBOCHHE TEMbI CTYACHT J0JIKCH
3HATh: HOPMbI YIIOTPEOJICHHUS JIKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIbHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY I IOIMMOJHECHUA HpO(beCCI/IOHaJ'IBHLIX 3HaHPII>'I;
OCYLICCTBJIATH HpO(l)eCCPIOHaJILHy}O KOMMYHUKAIIUIO B yCTHOI71 A IMTMCbMEHHOM (bopMax Ha aHTJIHHCKOM
SI3BIKEC.
AKTYaJbHOCTH Te€MbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlafeHueM Y K-4.

Teoperuyeckasi 4acTh!

Ben van Berkel (born in 1957) is a Dutch architect and founding partner of the internationally
acclaimed architectural practice — UNStudio. He studied architecture at the Rietveld Academy in
Amsterdam; and later at the Architectural Association in London, where he received his AA Diploma
with Honours in 1987.

In 1988 he and his wife, Caroline Bos, set up an architectural practice in Amsterdam named Van
Berkel & Bos Architectuurbureau, which realized, amongst others projects, the Karbouw office building,
the Erasmus Bridge in Rotterdam. In 1998 van Berkel and Bos relaunched their practice as UNStudio,



where UN stands for “United Net” in a bid to acknowledge the collaboration of the architectural design
Process.

Ben van Berkel haslectured and taught at many architectural schools around the world. Before he
became Professor Conceptual Design at the Stddelschule in Frankfurt in 2001, he was Visiting Professor
at Columbia University, Princeton University and Harvard University. And in 2011 Ben van Berkel was
appointed the Kenzo Tange Chair at the Harvard Graduate School of Design. Central to histeaching is the
inclusive approach of architectural works integrating virtual and material organisation and engineering
constructions. His most notable recent buildings putting him amongst famous architects include Theatre
Agora, Mercedes-Benz Musuem and the W.1.N.D. House.

Theatre de Stoep

Public facilities play a major role in setting the mood of a city. Most often than not; libraries,
museums and other public amenities lack the spirit or comph to inspire life above the utility for which
they are prescribed. With rapid urbanisation comes the need for not only buildings but places — genius
loci. Well, Thestre de Stoep in Spijkenisse, Netherlands is a building that goes beyond the brief — itisa
wel come addition that has gone along way to reinvigorate its immediate urban context.

UNStudio teamed up with Arup to create a building that could bridge the gap between the theatre
prototype and the socio-cultural requirements of the local community of Spijkenisse. On one hand the
building offers an encapsulating theatre experience and on the other a vibrant opportunity for the socia
activities that take place in between. Considering the fact that “back of house” requirements were to be
included; UNStudio did a fairly commendable job of creating an object that addressed the spatial
complexities of aproject of this scale.

Bpemena rpynnbl  Perfect crpamaresibHOoro 3amora  oOpa3yloTcss TOpU  HOMOIIA
BCIIOMOTaTenbHOro raroia to be B Hacrosiiem, npomenmem u Oyaymem BpemeHu rpynmsl Perfect u
¢dopmer ipuyactu || cMpIcTIOBOTO THaromna, T.€. Mo Gpopmye:

to have been + npuuacrue |
| have been asked questionstwice at the lesson to-day. Menst cnpamuBa M IBaKIBl HA  3aHATHAX
CETOIHSI.
When my teacher came to the examination, Kora Moii mpero/1aBaTesib IpHIes
| had not been asked al the questions yet. Ha DK3aMEH, MHE €IIle He 3a/1aJIi BCEX BOIMPOCOB.

Bpemena rpymmsr Perfect crpamarensHoro 3amora yrmoTpeONSIOTCS B TEX K€ CAydasx, 4To U B

JICHCTBUTEIHLHOM 3aJI0Te.

BOl'lpOCbI U 3a1aHUA.
1. Ilepegeoume:

In response to the role of the modern theatre, Ben van Berkel is quoted to have said the following:
“In contrast to today’s mediatised culture, theatre offers the participatory experience of the live event,
often appropriately referred to as ‘liveliness’: the ‘magic of live theatre’, understood as the strange,
elusive energy between audience and performer, the community forged together and the momentary
collaboration necessitated by the live event. Theatre de Stoep is designed to fortify and inspire this
liveliness, providing at one and the same time a place of performance, of socia gathering and of
experiencing contrasting realities: the world of the other, of fabrication, of expression and display, but
simultaneoudly the very real sentient experience of ourselves as spectators within these worlds.”

The 5800 sgm design comprises of a larger 650 capacity auditorium and a smaller 200 capacity
one. Some of the servant spaces include: a grand foyer, a café and restaurant, a VIP lounge, offices and
dressing rooms. All this is achieved in a massing block that borrows from the metaphor of a flower.
However, the hinge that brings the two grand spaces together is the central column-free foyer. It is this
foyer that serves as a datum and a way-finding arena that |eads to a sculptural stairway that bind the two
auditoria entrances. “The vertical foyer becomes a pivotal point in the social functioning of the theatre, a
‘stage’ for the visitors and a dynamic focal point surrounded by viewpoints on different levels.” Ben van
Berkel notes.

Great theatre experiences depend on the heightening of the senses — especially those of sight and
sound. To set the scene, the design team toyed around with light and shadow; mood and colour. During
the day, the glass fagade on the ground floor allows for natural light penetration into the foyer, both from
the front and from above. This creates a deep contrast with the subdued lighting in the auditoria. At night
awarm ambience is achieved by controlled artificia lighting that creates an inviting atmosphere.

2. O3aznasvme mekcm (meopemuyeckoii yacmu u ynp.l).



3. U3 mexcma (meopemuueckoui uacmu u ynp.l) evtnumume npeonoicenue, 3axaiouarouiee 6 ceoe
OCHOBHYI0 MblCJlb.

4. HC"OJlb3y}l GblﬁpaHHble Bamu npedﬂoofcenu}l, RUCOMEHHO cocmaeébme NJIAH nepeckKkasza mexkcma
(meopemuueckoii wacmu u ynp.1).

5. IToozomoevme pestome u unnrwcmpayuu K mexkcmy (meopemuueckoii yacmu u ynp.1).

6. IIpokommenmupyiime uacmo mexcma (meopemuueckoii wacmu u ynp.1), komopas eam nokazanacsy
Hauboee uHmMepecHoll.

7. Ilocmagbme cnedyroujue npeodioxHceHus 6 60NPOCUMENbHOU (hopme u Oaiime Kpamkue omeemosl Ha
oﬁmue eonpocwot:

1. The telegram has just been sent. 2. A new cinema has been built in our street this year. 3. The letter has
not been posted yet. 4. All our parcels had been accepted by the time Jane joined us at the post- office. 5.
Such high buildings have never been constructed before. 6. Five new schools have been built in our
native town since 1950. 7. All the tickets had already been sold out by the time we came to the box-office.
8. All these questions will have been discussed by the time you come.

8. Omeemovme na cnedyrwoujue 6onpocwvl, o0pawids 6HUMAaHUe HA YynompeodjieHUe 6pemeH Zpynhnbl
Perfect cmpaoamenvnozo 3anoza:

1. What new stadiums (craxuonsr) have been built in Moscow lately?

2. Have many or few new schools been built in your native town since the Great October Socialist
Revolution?

3. What interesting new plays have been staged at the Moscow theatres lately?

4. What interesting new books have been written by our writers this year?

I[pakTnyeckoe 3ansitue Ne 50.
Ipaxmuxa peuu: Bernard Tschumi / Bepuapx Uymu
I'pavmamuxa: BockimuarebHble NPeIJIOKEHUS.
Henb: ®opmupoBaHre KOMMYHUKATUBHBIX KOMIETEHIU, OBIaACHUE JIEKCUKOU U IPaMMAaTHKOU
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMBI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: YuTaTh U NMEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITONOJIHCHUA Hp0(1)€CCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYIIECCTBJIATh MPOGECCHOHAIILHYI0 KOMMYHHUKAIIAIO B YCTHOW M MUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMBbI: 00YCIIOBIIeHa HEOOXOAMMOCThIO OBJNIaieHneM Y K-4.

Teoperuyeckasi 4acTh!

Bernard Tschumi (born 25 January 1944) is an architect and educator who is commonly
associated with deconstructivism. Son of the well-known architect Jean Tschumi, born of French and
Swiss parentage, he works and livesin New Y ork City and Paris. He studied in Paris and at Swiss Federa
Institute of Technology in Zurich, where he received his degree in architecture in 1969.

Tschumi has taught at Portsmouth Polytechnic in Portsmouth, UK, the Architectural Association
in London, the Institute for Architecture and Urban Studies in New York, Princeton University, the
Cooper Union in New York and Columbia University where he was Dean of the Graduate School of
Architecture, Planning and Preservation from 1988 to 2003. His first notable project was the Parc de La
Villette, a competition project he won in 1983. Other projects include the New Acropolis Museum, Rouen
Concert Hall, and Bridge in La Roche-sur-Y on.

New Acropolis Museum was designed to express the imposing nature of the Acropolis, atown at
the very top of the city of Athens and one of the most renowned places with so much architectural and
historic significance. The town hosts some of Greece’s oldest masterpieces in art and architecture.
Bernard Tschumi, charged with the responsibility of constructing the housing in which Greece’s most
ancient and important works of art will be stored knew that the work was cut out for him.

The result of Tschumi’s design and thoughts is a brilliant expression that sometimes all a building
needs to do is sit back, and allow the ideal treasure to shine — in this case the artwork. The New Acropolis
Museum is a depiction of the splendour once exuded by the town that hosts the Parthenon.

The architect took time to study the town and the site upon which the museum would be
constructed. Indeed, he found three major challenges that would impede his design if not solved upfront.
One of the challenges was that the museum would be housing the most dramatic sculptures of the Greek
history — a big ask, in and of itself. The building’s proposed location at the foot of the Acropolis presented
several excavation challenges considering that the Acropolis is home to the Parthenon, already having a
street grid and a very contemporary city around it. As is the norm, before coming up with a design,



consider the climate and other hazardous possibilities. This town has a hot climate and is very prone to
earthquakes, the final challenge that meant the architect had to stick to simplicity. After al, simplicity is
the ultimate sophi stication.

BockianuaTebHble MPeNIOKeHHs] MOTYT HauMHATBCS ¢ Mecroumenust What (kaxoil, umo 3a),
KOTOPOE SIBJISICTCSl OIMpENENICHHEM K CYLIECTBUTEIBHOMY (OOBIYHO MOJIEXKAIIEMY, MOMOIHEHUIO HWITH
UMEHHOM YacTH COCTaBHOTO CKa3yeMOro), IMpPUYEM HCYHCIIEMOE CYIIECCTBUTEIBHOE B €. YHCIIEe
YIOTPEOIISIeTCST ¢ HEONPEACICHHBIM apTHKIEM. [IOpSIOK CIOB B BOCKJIHMIATENBHBIX MPEITOKCHUIX
TaKOro poja MPsMOii, T.e. MOJJIeXkKAIlee CTOUT HEePE CKa3yeMbIM:

What afine day we are having today! Kakoii 4yyaecHblii 1eHb ceroHs!
What fine weather it isto-day! Kakas ceroans xopomasi moroaa!

B oTanuune ot pycckoro si3bika, MectouMenue What crout Beeraa mepes CylnieCTBUTEIbHBIM, K

KOTOPOMY OHO OTHOCHTCSI.

Cpasnume:

What an interesting film we saw last night!  Kakoii MbI Buienu Buepa HHTepecHbIH PuiabM!

2. BockunnartenpHble NPeUIOKEHHsT MOTYT TakKe HAYMHATHCS ¢ Hapeuws NOW kak, IprdeM 3a HUM, Kak
NpaBHJIO, CICAYET MpUIaraTebHOE WIN HapeUKe, 3aTeM MOUIeKaIlee U ckazyeMoe (MJIH TOJbKO TJIarol-
CBSI3KA):

How well he speaks English!  Kax xopoiio oH TOBOPHUT TO-aHIJIHICKH !

How interesting thisbook is!  Kakas (370) nHTepecHasi KHura!

Bomnpocsl u 3a1anus:
1. Ilepeseoume:

From the Parthenon which sits at the very top of the Acropolis you can have a 360 degree view of
the whole city of Athens. Just below it a 300 metres away, this museum sits with impeccable
magnificence. The Greek people were renowned artists and mathematicians. The New Acropolis Museum
was designed with that fact as an inspiration in the conceptualization stage.

Architect Bernard Tschumi began the design by dividing the building into 3 parts — a base, middle
and top. All these parts were then designed according to the needs of the brief. The museum is built upon
the ruins of the archaeologica site with a network of columns from the buildings base carefully placed
into the ground. The whole base is supported by reinforced concrete, sted and iron columns which sit on
the archaeological site to protect the site from ruins. At this level, the building accommodates the
entrance lobby, temporary exhibition spaces, a 200-seat auditorium and support facilities.

To reach the galleriesin the middle part of the building, a glass ramp was designed to serve asthe
connection to the spaces. The glass ramp is also the entire first floor of the building leading up to the
second floor. The displays on the glass ramp are those that were found at the foot of the Parthenon.

The top part of the building is what | would call the Parthenon zone since it houses the Parthenon
Gallery and an indoor court. The top floor was also rotated dlightly to orient the marbles of the Frieze
exactly asthey were at the Parthenon ages ago. The glazed walls allow people on this top floor to see the
Parthenon in alignment with the old art that is centuries old.

The museum’s large windows from the bottom to the top allow for enough natural light into the
building while employing a form of protective glass technology to protect the art pieces and sculptures
from direct and excessive heat and light. The building accommodates a total of 8,000 square metres of
exhibition space and awide range of support facilities for visitors.

2. O3aznagome mexcm (meopemuueckoii wacmu u ynp.1).
3. U3 mexkcma (meopemuueckoii uacmu u ynp.l) evinuwiume npeosnodcenue, 3axKaiouarouiee é ceoe
OCHOBH)YI0 MblCJlb.
4. ”CnOJlb’jy}l GblﬁpaHHble Bamu npedﬂoafceuu}l, RUCBMEHHO cocmaebme njian nepeckasa mexkcma
(meopemuueckoii wacmu u ynp.1).
5. Iloozomoevme pe3iome u unOCMPAyUU K mekcmy (meopemuveckoil wacmu u ynp.1).
6. Ilpoxommenmupyiime wacmo mexkcma (meopemuueckoit yacmu u ynp.1l), komopas eam noxazanaco
Haubonee unmepecHoll.
7. Boibepume eepuutit sapuanm socknuuanus. Ilepeeeoume npeonoscenusn:

1. ... (What/What a) wonderful opportunity!

2. ... (What/What a) big feet he has got!

3. ... (What/How) strange!

4. ... (What/What a) terrible disaster!



... (What/How) fun!
... (What/How) funny!
... (What/What &) strange clothes she wears!
... (What/What an) excellent result!
... (What/How) exciting!
0. ... (What/How) an exciting adventure!
8. Paccmaevme cnoea 6 BOCKIUUAME/IbHbIX npedﬂo.m'enu;lx no nopﬂoky:
hair —what — long
day — what — beautiful — a
kind — is— Clara— how
can — how — well — dance — you
a— cake — delicious — what
how — is— dress— nice — her
am— lonely — how — |
you — how — are — smart
have — flowers — you — what — lovely — bought
dangerous — is— dog — how — your

HBOoNO O

I[pakTuyeckoe 3ansaTue Ne 51.
Ipaxmuxa peuu: Bjarke Ingels/ besipke UHresbe
I pammamuxa: Yka3zatejibHoe MecTouMeHue «suchy.
Henb: ®opmMupoBaHre KOMMYHUKATUBHBIX KOMIETEHIUI, OBIaJACHUE JIEKCUKON U IPaMMAaTHKOU
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO sI3bIKa B IPOECCHOHAIBHOM chepe
yMeTh: YUTaTh M MEPEBOANTDH CHENHATIBHYIO JIUTEPATYPY IS TIOMIOHEHUS TPOPECCHOHATFHBIX 3HAHUM;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHN (popMaxX Ha aHTIIHHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajieHueM Y K-4.

Teoperuyeckasi 4acTh!

Born on 2 October 1974 Bjarke Ingels is a Danish architect who heads the architectural practice
Bjarke Ingels Group (BIG). Known for his innovative and ambitious design approach, many of his
buildings defy traditional architectural stereotypes. He often incorporates sustainable development ideas
and sociological concepts into his designs, but often tries to achieve a balance between the playful and
practical approaches to architecture.

At the bedrock of Bjarke’s philosophy is his belief that in order to deal with today’s challenges,
architecture can profitably move into a field that has been largely unexplored. A pragmatic utopian
architecture that steers clear of the petrifying pragmatism of boring boxes and the naive utopian ideas of
digital formalism. Like a form of programmatic alchemy he seeks to create architecture by mixing
conventional ingredients such as living, leisure, working, parking and shopping; making him one of the
most famous architects today.

Beach and Howe

Elite architecture firm Bjarke Ingels Group was called to propose a mixed-use development at the
intersection of Howe and Beach streets in downtown Vancouver. Canada‘s premier real estate developer
Westbank, had in mind a development that would feature residential units that sat on a state-of-the-art
shopping facility. Beach and Howe, as the Vancouver House development has now come to be known,
will form anew vista at the gateway into downtown Vancouver from the Granville Bridge. The tower and
base are a new interpretation of the local typology better known as ‘Vancouverism’ — of a new urbanist
podium coupled with a dender tower, which seeks to preserve view cones throughout the city while
activating the pedestrian street.

The unique design process of Bjarke Ingels Group takes effect as the tower owes its form mgjorly
to its to response to the context’s complex urban conditions. The spatial ambiences of the future
inhabitants are taken into account, both at the street level and as the tower rises into the air. Starting from
the ground plane, the tower’s small triangular footprint is shaped by two essential neighbouring elements
— on one side, a 30-meter wayleave from the Granville Bridge that shields the windows and bal conies of
occupants from the heavy traffic below; and on the other, alowing enough sunlight to illuminate the
adjacent park.



VYkazarenbHoe MecTonMenHe SUCh ymoTpeOisieTcs Kak ONpeAeeHHue K CYIIECTBUTEIBHOMY, a
TaKOKe KaK CaMOCTOSATEIbHBIN WICH NPEUIOKEHNS — IOUIeKAIlee, IPeTUKaTHB U IpyTHE:

These are such difficult exercises. DTo Takue TpyIHbIC yIIpaKHEHHUS.
Such was his decision. Tako6o OBLIO €ro peIIeHue.

Mecroumenne SUCh MOXET ONpPEAENsATh WCUHCISEMbIE M HEHCYUCISIEMbIC CYIIECTBHTEIbHBIC,
IpUYEM HCUYHCIISIEMBIC CYIECTBUTEIbHBIC KaK B €]., TaKk U BO MH. yncie. Korga mecronmenue such
OIIpeCIISIeT UCYHUCIIIEMOE CYLICCTBUTEILHOE B €]1. YUCIIe, OHO BCErJa CTOMT Mepe]] HeONpeeICHHBIM
APTHKIIEM.

Cpasnume:

It issuch an interesting film! 3T0 TaKoii HHTEpPECHBIH (PuiIbM!
(Mcuuncnsiemoe CymiecTBUTEIBHOE)

Ho:

It issuch bad weather to-day! Ceronss Takas mioxas moroaa!
(Heucuncnsemoe CyIiecTBUTEIBHOR)

These are such difficult texts! DTO TaKHe TPYAHbIC TEKCThI!
(Ucuucnsiemoe cylmecTBUTENNFHOE BO MH. YHCIIE)

Il pumeuuaHnue Pycckoe MECTOMMEHHE TAKOH IEPEBOAMTCS HAa AHITIMHMCKUM SI3BIK
YCWIINTENBHOW dacThIeld SO, €ClIM OHO OTHOCHTCS K MPWJIArateJbHOMY WIH HApe4uio, |
MECTOMMEHHEM SUCh, eclii OHO OTHOCHTCS K CYIIeCTBUTEIbHOMY:

The report was so interesting! Jloksa ObLT TAKO# MHTEPECHBIIH!
Y ou cannot read such adifficult book now. Read it next year. Bbl He MoOXeTe YHUTaTh TAKYH
TpyIHYyIO KHUTY ceityac. [Ipournte ee B Oymymiem roxy.

Bonpocs! n 3axanust:
1. Ilepegeoume:

On how BIG arrived at the diagram, Bjarke Ingels is quoted to have said: “The Beach and Howe
tower is a contemporary descendant of the Flatiron Building in New York City — reclaiming the lost
spaces for living as the tower escapes the noise and traffic at its base. In the tradition of Flatiron, Beach
and Howe’s architecture is not the result of formal excess or architectural idiosyncrasies, but rather a
child of its circumstances: the trisected site and the concerns for neighboring buildings and park spaces.”

Once built, the 600 residential unit tower will shoot 49 stories to claim its spot in the Vancouver
skyline as the city’s forth tallest building. The tower exploits an incredible opportunity in its height and
proximity to the nearby creek by granting ample views towards the water and the surrounding
mountainside. In a strange twist, the main spire reclaims lost area as it veers off the zone of influence of
the bridge and hovers over the podium. As the floor plates transform from the triangular to rectangular
modules — a smooth curvilinear silhouette is traced, like that of a curtain being drawn aside, ushering
people in a welcoming stance. Steering clear from the noise, exhaust fumes and privacy invasion of what
is Granville Bridge, Beach and Howe stands proudly as a victim of its circumstances.

The podium is a mixed-use urban village. The three triangular blocks consist of working,
shopping and leisure programmes that open to open plazas and pathways. These blocks rise to transform
what would have otherwise been dead space into a notable place in the city. The green roofs that cover
the podiums are a welcome relief in contrast the grey concrete of the nearby bridge and reinforce
Vancouver’s push for sustainable cities. Even as the building aims for LEED Gold Certifications, it isits
architectural honesty that will strike a cord in sands of time — a building that satisfies on all contextual
fronts as much asit delights.

2. O3aznagvme mekcm (meopemuueckoii wacmu u ynp.1I).
3. U3 mexcma (meopemuueckoui uacmu u ynp.l) evtnumiume npeonoicenue, 3axaiouaiouiee 8 cede
OCHOBHYIO MbLCITb.

4. Hcnonwv3ya evidpannvie Bamu npeonosicenusn, nucomeHno cocmasvme NiaH nepecKkaza meKcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomoevme pe3iome u unOCmMpayuu K mekcmy (meopemudeckoii yacmu u ynp.1).

6. Ilpokommenmupyiime uacmep mexkcma (meopemuueckoi yacmu u ynp.1), komopasa éam noxazanacsy
Haubonee unmepecHoll.

1. Ilepeseoume:

1. D10 OBUTO TaKOe MHTEPECHOE ITyTenecTBre! 2. DTo myTemecTBrue ObUI0 TaKUM HMHTepecHBIM! 3. D10
TaKo#l KOPOTKUM paccKa3s, YTO BBl €T0 OYEHb CKOPO IpouuTaere. 4. ITOT paccka3 TaKOM KOPOTKUM, 4TO
BBI €70 OYEHBb CKOPO MPOUYUTAETE. 5. ITO TaKOii CTpaHHBIN pacckas! 6. DTOT paccka3 TaKoil CTpaHHBIH! 7.



DTOT cajar Takoi conensii (Saty), uro s He Mory ero ecth. 8. SI He MOTY €CTh TaKoii cojieHsblii camat! 9.
A Tak 1WI0X0 cebs YyBCTBYIO, UTO HE MOTY ceidac ToBOpHUTh ¢ BamMu. 10. ¥V Bac Takasi Tuioxast pydkal
Bosbmure mMoro, moxkanyiicra. 11. Pa3se BbI He mo0uTe Takue KOH(ETHI?

IIpakTuyeckoe 3ansaTue Ne 52,
Ipaxmuxa peuu. César Pelli / Cesap Iesn
FpaMMamuKa: POII N YUCJI0 HMEH CYHIeCTBUTE/IbHBIX.
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIU, OBJIaACHUE JIEKCUKON U IPaMMAaTHKOU
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA HpO(l)CCCI/IOHaJ'H)HI)IX 3HaHI/II\/’I;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIWIO B YCTHOW M MHUCHMEHHOH (popMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIeHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.

Teoperuyeckast 4acTh:

César Pelli (October 12, 1926) was born in Argentina where he earned a Diploma in Architecture
from the University of Tucuman. He first worked in the offices of Eero Saarinen serving as Project
Designer for severa buildings including the TWA Termina at JFK Airport in New York. In 1977, Pelli
became Dean of the Yale University School of Architecture and also founded Cesar Pelli & Associates
(now known as Pelli Clarke Pelli Architects).

His designs have avoided formalistic preconceptions. He believes that buildings should be
responsible citizens and that the aesthetic qualities of a building should grow from the specific
characteristics of each project such as its location, its construction technology, and its purpose. In search
of the most appropriate response to each project, his designs have covered a wide range of solutions and
materials.

In 1995, the American Institute of Architects awarded Pelli the Gold Medal, in recognition of a
lifetime of distinguished achievement in architecture. And in 2004, he was awarded the Aga Khan Award
for Architecture for the design of the Petronas Towers, Kuala Lumpur, Malaysia.

Petronas Towers

What used to be the world’s tallest towers may have been overthrown by other super skyscrapers
since 2004 but the Petronas Towers still stand as the tallest twins in the sky. They form the central
element of the Kuala Lumpur City Centre, Maaysia and are known all over the world for their signature
iconic standard in skyscraper history.

The architect, Cesar Pelli, drew from Islamic culture, Kuala Lumpur’s climate and light, and
Malaysian craft and design. The plan of the towers is generated from two overlapping squares that form
an octagonal star, a pattern frequently found in Islamic design.

As the buildings rise, they step back six times, and at each setback, the walls tip outward dightly,
adding complexity reminiscent of traditional Malaysian architecture. The towers are clad in panels of
glass and stainless sted that softly reflect sunlight, typical of any soaring tower.

Poa v YHCJI0 HMEH CYIIeCTBUTEIbHBIX.

1. B omiuyme OT PYCCKOrO sI3bIKa, OOJBIIHHCTBO AHTJIMUCKHX MMEH CYIIECTBUTEIbHBIX HE HMEIOT
rpaMMaTHYeCKONH KaTeropud poja, T.€. BCE CYIIECTBHTEIbHbBIE, O00O3HAYAIONIHE HEOYIIEBICHHbIC
IPEIMEThI, OTBJIECYECHHBIC MOHSTHs, BEIIECTBA W T.JI. 3aMEHSIOTCS, KaK MPABHUIIO, MECTOMMEHHEM It, a
CYIIECTBUTENbHbBIC, 0003HAYAOIINE KUBBIC CYIIECTBA, IO CMBICITY, 110 €CTECTBEHHOMY IOy OTHOCSTCS
160 K )KEHCKOMY, JTHO0 K MY)XCKOMY POy, T.€. 3aMEHSIIOTCS COOTBETCTBEHHO MeCTOMMeHHsMH She ona
u he on.
2. IMeHa CyIIECTBUTENBHBIE B aHIJIMIACKOM SI3BIKE, TAK )K€, KAK M B PYCCKOM SI3BIKE, M3MEHSIOTCS TI0
YUCIIaM: OHU UMEIOT €JMHCTBEHHOE i MHOXECTBEHHOE YHCIIO.

HMeHa CyIIeCTBUTEIbHBIE BO MHOXKECTBEHHOM YHCJIE€ TNPUHUMAIOT OKOHYAHHE -S, KOTOPOE
YHUTACTCS:
Kax [z] mociie GONbIIMHCTBA 3BOHKHUX COTJIACHBIX M MOCIIE BCEX TITACHBIX:
bed kposams — beds [bedz] kposamu,
pen pyuxa — pens [penz] pyuku;
tie cancmyx — ties[taiz] carcmyxu
Kax [S] mocine rimyXux coriacHbIX:
list cnucox; lists[lists] cnucku



3. NmeHa cymiecTBUTENbHbIC, OKAaHYMBAIOIIUECS Ha OYKBBHI -S, -SS, -X, -Ch NMPHHAMAIOT BO MH. YHCIIE
OKOHYaHHE -€S, KOTOPOE MPOU3HOCHTCS [1Z]:

match cnuuxa; matches [ 'meet(iz] cnuuxu.

4. VIMeHa CyHIECTBUTENbHBIC, OKAHYMBAIOIINECS Ha OYKBY y C MPEIIICCTBYIONICH COTJIACHOM, MpH
npubaBICHUH OKOHYAHHUS -€S MEHSIFOT OYKBY -y Ha OyKBY -i:

a City eopoo; cities[’sitiz] copoda.

a baby pebenox; babies [ betbiz] oemu.

5. B aHMMHACKOM SI3bIKE €CTh Psij CYIIECTBUTEIBHBIX, KOTOPBIE COXPAHWIM CTapoe OOpa3oBaHHE
MHOKECTBEHHOT'O YUCIIa IIyTeM M3MEHEHHS TJIaCHON KOPHSI:

aman [men] uenosex, mysicuuna, men [men] aoou, mysxcuutul.

Bonpocsk! u 3a1aHus:
1. Ilepeseoume:

Between the two towers is a powerful, figural void. To activate this space, the center of the
composition, a two-story bridge was added at the 41st and 42nd floors. Two stories. One has got to
appreciates the strides in engineering made in this design. The bridge is structured by angled brackets that
shape the space and accentuate the vertical thrust of the towers. This sky lobby connects the buildings and
contains spaces shared by both, including el evator lobbies, a conference center, and a prayer room.

The sky bridge also acts as a safety device, so that in the event of afire or other emergency in one
tower, tenants can be evacuated by crossing the skybridge to the other tower. Also, in the case where a
user may feel the urgent need to cross over from one tower to another, what a convenience!

The bridge is not structurally attached to the main structure. It is instead designed to slide in and
out of the towers to prevent it from fracturing as the towers sway in towards and away from each other
during high winds. It also provides some structural support to the towers in these occasions.

More on the sway, did you know that the towers do sway in the wind up to a radius of two
meters? They stand as a phenomenon with a high-strength reinforced concrete structure, a materia
familiar to Asian contractors and twice as effective as steel in sway reduction. This, however, makes the
towers twice as heavy on their foundation as a comparable steel building, thus the need for support by 23-
by-23 metre concrete cores, the girth of some of the buildings around. Apart from that, the towers use a
sophisticated structural system that accommodates the slender profile with an outer ring of widely spaced
super massive columns that provide 560,000 square metres of column-free office space.

Although designed and built before sustainability was a common design priority, the towers’
design conserves energy through attention to climate and location. Right in the home-turf of the likes of
Ken Yeang, the towers subtly incorporate sustainability in design. Shading devices are built into the
facade at every story to take advantage of Malaysia’s high sun angle, a traditional practice in tropical
architecture. In addition, laminated glass was used to reflect radiation away from the interiors and
minimize heat gain, thus reducing the use of air-conditioning.

2. O3aznasésme mexcm (meopemuyeckoii yacmu u ynp.l).

3. U3 mexkcma (meopemuueckou wacmu u ynp.l) evitnumiume npeonoicenue, 3axarouaiouiee ¢ cede
OCHOBHYI0 MblCJlb.

4. ”CnOJlb’jy}l GblﬁpaHHble Bamu npedﬂoafceuuﬂ, RUCOBMEHHO cocmaeébme NnJiaH nepeckKasa mexkcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomoevme pe3tome u unnOocmpayuu K mekcny (meopemuyeckoii yacmu u ynp.1).

6. Ilpoxommenmupyiime wacmo mexkcma (meopemuueckoit yacmu u ynp.1), komopas eam noxazanaco
Haubonee unmepecHoll.

1. Omeembme, cmoum Jiu noOuepKHymoe C/1080 6 COUHCIMBEHHOM UIU 60 MHOMCECMBEHHOM YUCE:

1. The man is young. 2. Who are the men? What are they? 3. The little child is in the room. 4. The
children are in the garden. 5. Where isthe book? Isit on the shelf? 6. The shelves are good. 7. Is the scarf
brown or red? 8. The scarves are thick. 9. Who is the woman? She is my sister. 10. What are the women?
They are teachers.

8. Ckasicume no-anenuiicku, wmo smux npeomemos (oeil, HcueoOmHuvix) doabue, uem 0OUH:

Boy, man, woman, foot, child, shelf, scarf, bag, blackboard, box, bus, car, cat, daughter, engineer, eye,
face, family, friend, glass, hero, school, sheep, shirt, street, teacher, town, piano, worker, year, goose.

9. Uszmenume npednoofcenue mak, uYmoowvl 6 Hem 2080puU1oCo He 00 00HOM npe&meme ujiu 0 ueyoeekxe,
a 0 MHo2ux.

1. Isthe man afarmer? 2. Is the black scarf on the chair or in the wardrobe? 3. Is this woman a doctor?
No, sheis not. Sheis an engineer. 4. The blackboard is on the wall. 5. Put the book on the shelf. 6. The




watch is good. 7. The text is English. 8. The sheep isin the field. 9. The woman is a schoolteacher. 10.
What colour isthe shirt? It iswhite.

10. Tocmasvme credyrouiue nPedNOHCEHUA 60 MHONHCECMBEHHOE YUCIO:

1. Thisis my stocking. 2. He has a new suit. 3. This metal is very hard. 4. That ship is a Russian one. 5. |
heard her voice. 6. His dog does not like bread. 7. The plate was on the table. 8. Thistown is very large.
9. | wastalking to her at the tram stop yesterday. 10. Isthat girl your sister? 11. | shall give you my book.
12. This story will be agood one. 13. Is this a good match? 14. The boy put his book on the desk. 15. She
took off her hat. 16. That house is new. 17. The young man put his hand in his pocket. 18. Is this student
coming with us, too? 19. The woman didn’t say anything. 20. Does she speak English?

6. Oopasyiime hpopmy MHOIHCECHBEHHO20 HUCIIA CIEOYIOWUX CYULECMEUMETbHBIX U RPOYUmMAiime ux
ecayx 6o muodcecmeennom uucie. ababy, alady, abag, atie, atest, abed, acity, aday, aman,

apage, a match, an army, a cage, a party.

CHucoK pexoMeHAyeMOoii JINTepaTyphl
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1. XammaroBa 3.A., 3uaraunoBa FO.H. English for designers = AHrmuiickuii sI3bIK 1711 TU3alHEPOB:
yaebHoe mocobue. — Kazann: Uznatenscteo KHUTY, 2012, — Pexxum nocrymna: http://www.biblioclub.ru
— OBbC «YHuBepcuteTckast OMOIMOTEKA OHIIANHY»
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1. AHrIMHCKU# SA3BIK AL CTYACHTOB, 00yYaroIuXcs MO CrenuanbHOCTH «Jln3aiiHy: y4eld. mocodue /
I'.B. llleBuoBa, E.b. Hapounas, JI.E. Mockanern u ap. — M.: Beicas mkoina, 2007. — 343 c.

2. AHIMUKACKUI $3BIK Ui CTYJEHTOB YHUBEPCUTETOB. UTeHHE, MUCbMEHHAs MPAKTUKa M IPAKTUKA
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