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The relevance of the formation of the science of the cultural
heritage preservation as the evolution of social and scientific
thought

Abstract:

Research in the field of cultural heritage preservation has been actively conducted over the past
150 years. The world community has achieved great success in forming a school of objects’
restoration and conservation of past civilizations’ cultures. However, in the early 21st century,
a lot of knowledge began to go beyond what is already available in the classification of the
sciences of art and culture. In the last third of the 20th century, a separate science of restoration
began to emerge, which is also looking for its place between culture and art. The need to form
a new scientific direction on cultural heritage preservation appeared due to the formation of a
huge amount of scientific knowledge, which was supported by the evolution of the
philosophical thought of the world-leading thinkers, who came close to defining the Concept
of Klironomical Outlook, i.e., structural views on determining the value of cultural heritage. The
author justifies that the world community has objectively approached the understanding and
separation of the klironomical outlook, which contributes to the formation of a new complex
of sciences of the cultural heritage preservation — klironomy. The research used the scientific
works of the author of the article, as well as leading experts in the field of culture and
philosophers.
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Vyznam formovani védy o zachovani kulturniho dédictvi jako
evoluce spolec¢enského a védeckého mysleni

Anotace:

Vyzkum v oblasti ochrany kulturnfho dédictvi se aktivné provadi za poslednich 150 let. Svétové
spolecenstvi ucinilo velky pokrok pii vytvareni skoly restaurovani objektt a zachovani kultur
minulych civilizaci. Na pocatku 21. stoleti v§ak mnoho znalosti zacalo piekracovat to, co je jiz
k dispozici v klasifikaci véd o umeéni a kultufe. V posledni tfetiné 20. stoleti zacala vznikat
samostatna restauratorskd véda, kterd také hleda své misto mezi kulturou a uménim. Potfebu
vzniku nového védeckého sméru na zachovani kulturntho dédictvi vznikly v souvislosti s
tvorbou velkého mnozstvi védeckych poznatka, Ze byla posilena vyvojem filozofického myslen{
pfednich myslitelt svéta, které se tésné pfiblizil k definici pojmu klironomy pohled na svét, tj.
strukturalni pohledy na definici hodnoty kulturntho dédictvi. Autor dokazuji, ze svétové
spolecenstvi, aby objektivné pfisel k pochopeni a rozdéleni klironomy tom, Ze ptispiva k tvorbé
nového komplexu véd o zachovani kulturniho dédictvi — kaupornomumn. Studie vyuziva védecké
prace autora ¢lanku, stejné jako pfednich odbornika v oblasti kultury a filozofu.

Klitovd slova: klyronomie, zachovani kulturnfho dédictvi, svétové spolecenstvi, klyronomicky
svétonazor.

Introduction

Research in the field of cultural heritage preservation has been actively
conducted over the past 150 years. The world community has achieved great
success in forming a school of objects’ restoration and conservation of past
civilizations’ cultures. However, in the early 21st century, a lot of knowledge began
to go beyond what is already available in the classification of the sciences of art
and culture. In the last third of the 20th century, a separate science of restoration
began to emerge, which is also looking for its place between culture and art.

The need to form a new scientific direction on cultural heritage preservation
appeared due to the formation of a huge amount of scientific knowledge, which
was supported by the evolution of the philosophical thought of the world-leading
thinkers, who came close to defining the Concept of Klironomical Outlook, i.e.,
structural views on determining the value of cultural heritage (Buychik, 2021;
Buychik, 2019, a). Another important reason for this was the formation of four
basic directions for the preservation of cultural heritage in various forms —
restoration, conservation, renovation and revitalization (Buychik, 2019, b).

The subject of this study was the evolution of social thought in its temporal

representation.




The purpose of the study was to prove the relevance of the formation of a
new scientific direction for the preservation of cultural heritage — klironomy.

Based on the purpose of the study, the following tasks were developed:

e  analyze the historical prerequisites for the emergence of the klironomical

wotldview in modern society;

e  analyze the evolution of philosophical thought about the value of cultural
heritage.
Analytical, historical and logical methods were used to achieve the goals and
objectives of the study.
The research used the scientific works of the author of the article, as well as

leading experts in the field of culture and philosophers.

1. Historical prerequisites for the emergence of the klironomical outlook
in modern society

Many drawings, buildings, statues and household items have been created for
the last 12 thousand years of human history. We find rock paintings in caves and
grottos, the settlement of which took place tens of thousands of years ago.
Archaeologists discovered presumably the oldest petroglyphs in the history of
humanity, the age of which is about 40 thousand years, on the island of Sulawesi
(Buychik, 2019, b). The first urban settlements dating of which are officially
recognized by archaeologists belong to the 8th millennium BC. Among them, the
settlement of Jericho, or Ariha in Hebrew, is particularly distinguished. It was
located on the West Bank of the Jordan River. The first traces of human life in it
just belong to that period. The oldest city fortifications were dated by no later than
6800 BC that was the beginning of the 7th millennium BC (Strutin, 2001).
Damascus, the modern capital of the Syrian Republic, rivals Jericho by the age of
construction of urban structures. The excavations on the outskirts of Tel Ramad
indicate that the territory of modern Damascus was inhabited in the 9th or 10th
millennium BC (Neolithic Tell Ramad). Damascus may be the oldest urban
settlement on the planet.

The first officially known save the object as a particular social, political or
cultural value of civilization, ie., the historically proven fact of the birth
klironomical worldview, is a message about the recovery of the Great Sphinx in
Giza Valley from the sand. The first mention of the work on the Great Sphinx
dates back to about 1400 BC. By that time, the monument was almost completely

immersed in the sand. According to paleo-climatic studies, it could occur for not
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less than 1000 years of desolation of the object. Therefore, the Great Sphinx was
created no later than 2500-2400 BC. The first well-known restoration and
conservation works of klironomical character were in the reign of Pharaoh
Thutmose IV and consisted of three main stages (Buychik, 2014). It was a good
example of restoration work, i.e., the complex of klironomical events. In fact, the
date 1400 BC can be considered the oldest documented mention of the restoration
work, which significantly pushes the historiography of scientific and practical
course today.

However, the notion to preserve the values of the past and their destruction
was in a kind of symmetry throughout the history of the world’s largest
civilizations. In fact, the preservation and vandalism in various forms existed in all
ages of human development showing a struggle of opposites: klironomy and
vandalism. The Ancient Egyptian pharaohs brought down their troops on the
territory of the Nubian Kingdom plundering and destroying numerous temples,
which were done in response by the rulers of Nubia. Despite mutual vandalism,
the rulers of the kingdoms of Ancient Egypt, Nubia, the Sumerian-Akkadian
Kingdom, etc. hold a contradictory policy concerning the objects of their cultural
heritage, too. They destroyed steles, statues and frescoes of some past undesirable
rulers for internal policy. However, at the same time, they took care of the most
important monuments that had sacred meaning for civilization. Also, we have
some information about the restoration work in the Ancient Egyptian and
Sumerian-Akkadian towns.

For a long time, in the Middle Ages and the Renaissance, the attitude to the
cultural heritage was indifferent. The beginnings of the world klironomical
outlook of society waned. We can see hundreds of paintings by Dutch, German,
French and Italian artists of the 15-18th centuries who depicted colourful
landscapes and scenes of the life of the different social segments in front of the
ruins of past eras, mainly Ancient Roman and Ancient Greek buildings and
statues. There is no documentary evidence of any large-scale measures for the
preservation or recovery of objects.

During the 11-14th centuries, this attitude could be traced in almost all
European countries, including Russia. Analysis of the composition of the stone
walls of the medieval fortresses and churches of Novgorod the Great, Pskov, Kyiv
and other cities shows that, of course, repair and restoration works were carried
out throughout the centuries. However, they also had the character of literal

maintenance of objects in proper condition only. Often the repair was carried out
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with completely different materials and techniques, which was more like the
torced minimum actions to keep the object safe than restoration work.

The Renaissance was marked by a new cultural paradigm that emerged as a
result of fundamental changes in social relations in Europe and their rethinking.
The concept of Renaissance was introduced by the Italian painter and art historian
of the 16th century, Giorgio Vasari, who, in 1550, in his work “Lives of the
Painters, Sculptors and Architect”, spoke of representatives of Italian art of his
era as people who managed to revive ancient traditions, “brought down to their
extreme destruction” (Vasari, 19906).

During this period, it was a practice to create art galleries in buildings that
had been specially built for it or well suited for their artistic and architectural
merits. The Medici family, for example, spent most of their treasury on the
creation of galleries. In 1582, the building, built by John Vasari in 1565 for
administrative offices, was assigned to the now-famous Uffizi Gallery (Fossi,
2013). The Utfizi building is connected with another famous gallery of Pitti by
Ponte Vecchio. Similar gallery complexes began to appear in other cities of the
Apennine Peninsula — Pisa, Siena, Verona and Venice — and in major European
cities later — in Germany, France, Spain, the Netherlands, Sweden and England.
Therefore, all these galleries were created in the name of preservation of already
available cultural heritage objects — painting and sculpture. It could be considered
the basis for the announcement from the end of the 16th to the beginning of the
17th centuries by the beginning of large-scale activities on preservation of some
types of cultural heritage objects: picturesque pictures, frescoes, sculptures and
many objects of decorative and applied art, i.e., the forerunner of formation of
klironomical outlook.

The period of religious reformation from the 16th to mid-17th century
became a turning point and significant in the true preservation of the cultural
heritage in the European past. As mentioned above, the first documented
restoration work of the Renaissance was carried out with the frescoes of the Sistine
Chapel in 1565, at the end of the Renaissance.

In 1726, during the Enlightenment, the artist Michelangelo Bellotti made the
first attempt to restore the picture Last Supper of the outstanding painter and
scientist Leonardo da Vinci. Already in 1729, the restoration work of Domenico
Michelini in Venice with paintings by Titian was described. Then restoration began
to be defined as a professional direction, and the profession of “restorer” became
more important. In the second third of the 18th century, it became a profession

in France, which could be considered an important historical fact in the formation

(1]



of the klironomical outlook. Almost 85 years, from 1735 to 1820, restoration of

paintings of the Spanish Royal Gallery was carried out after the fire of 1734

(Iglesias, 1991). Hundreds of valuable paintings had already been processed

according to a specially developed technique in a specially built Studio. Zahira

Veliz was able to document the materials used in the work (Studies in the History

of Painting Restoration, 1998), which helped to differentiate the history of the

development of the klironomical direction, i.e., the cultural heritage preservation
in three stages at that time.

The 18th century became a fundamental stage in the formation of
conservation and restoration activities for cultural heritage preservation, in other
words, the formation of the worldview of society. We did not see the attention
and care of man about objects and items of the distant past — the oldest
civilizations and antiquity — in that time. However, archival documents indicated
the beginning of the process of caring for the safety of objects and items of the
relatively recent past — the last 200-300 years, i.e., the Renaissance. Still, based on
the ideals of ancient art, neither its creators, nor experts in the emerging field of
preservation of art items, nor their customers from the category of wealthy
representatives of society did not focus on the restoration of earlier objects and
art items.

The Enlightenment was marked by the release of understanding of cultural
heritage preservation of the past to a new level — scientific and educational
klironomy. It gives reason to highlight the fourth stage in its history and
development. This stage can be determined by the period from the early 19th to
the early 20th century. These 110-120 years should be divided into two vectors of
development works to preserve the legacy of the past:

1)  cognitive vector is large-scale research works in southern Europe and North
Africa;

2)  research vector is large amount of research in the field of physics and
chemistry of materials that contribute to the discovery of new effective
methods of conservation and restoration of cultural heritage objects
(Buychik, 2019, b).

Therefore, during the 18-19th centuries, European society radically
transformed its klironomical perception of cultural heritage paying close attention
to the development of scientific approaches in the field of conservation and
restoration of paintings and monuments. Also, financing of large-scale exploration
of ancient civilizations’ territories on the subject to find and fix objects and items

of the cultural heritage of ancient civilizations and antiquity began.
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The modern stage of klironomy development or the preservation of the
cultural heritage of the past can have been roughly identitying from 1918 when a
conference dedicated to the opening of ancient painting was held in the Russian
State (Troitskaya, 1926). The first all-Russian restoration conference was held on
March 19-22, 1921 (Central State Archive of Moscow). In fact, society has moved
from private research to a systematic and regular exchange of experience. After
this conference, during 1923-1933, the fourth large-scale restoration of the Great
Sphinx of Giza the valley, which was headed by one of the greatest Egyptologists
of the first half of 20th-century French expert Emile Bares, held (Buychik, 2019,
b). Since 1928, international congresses on modern architecture (CIAM) have
been held:

— 1928 — the 1st Congress in the city of Serrate (Switzerland) and the
foundation of CIAM,;

— 1929 — the 2d Congtess in Frankfurt (Germany) where the issues of creating
a minimum comfortable home were discussed;

— 1930 — the 3d Congress in Brussels (Belgium) which raised the problem of
rational land distribution;

— 1933 — the 4th Congtress in Athens (Greece) where the analysis of 33 leading
cities did and the Charter of Urban Planning developed;

— 1937 — the 5th Congress in Paris (France), the theme of which was to
understand the home as a place of rest;

— 1947 — the 6th Congress in Bridgewater (England) where the main goals of
CIAM were confirmed;

— 1949 — the 7th Congress in Bergamo (Italy), which discussed the practical
application of the Athens Charter and the creation of a modular urban grid
of the CIAM,;

— 1951 — the 8th Congtess, Addison (USA), which discussed the problems of
the central areas of large towns and cities;

— 1953 — the 9th Congtress in Aix-en-Provence (France), which discussed the
results of the study of human habitation;

— 1956 — 10th Congtess in Dubrovnik (Yugoslavia), which also discussed the
study of human habitation (Max Risselada and Dirk van den Heuvel, 2005).
The first International Conference on the Study of Scientific Methods for

the Study and Preservation of Art Works, in which numerous seminars were,

standards of restoration practice, document management and preservation of

objects and subjects of cultural heritage defined, was held in Rome on October
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13-15, 1930. The famous Athenian Charter, which marked the beginning of the
process of globalization of the problem to preserve cultural heritage and marked
the modern stage of development of the worldview of society, was declared by the
experts on the protection of monuments and historical sites at the Congress in
Athens (Greece) in 1931. Since 1934, the training of experts in the field of
preservation of objects and items of cultural heritage begins in Europe.

The Association of Professional Education for Conservation at Harvard
University Club became the result of the creation of a network of educational
institutions in Europe and the United States in 1984. In parallel, intensive work
on the development of scientific theoretical and practical bases was carried out.

During the 20th century, numerous major scientific developments in the field
of physics and chemistry of materials, which made a huge contribution to the
development of methods of conservation and restoration of the objects and items
of cultural heritage, were made. In parallel, there has been a huge number of search
and research, conservation and restoration work, among which it is necessary to
highlight the following, around the world over the past 100 years.

Thus, in the last 150 years, society has radically changed its attitude to the
heritage of the past and began to apply a scientific approach to the preservation
and restoration of cultural heritage. The change of thinking, the transition from
ignoring of the material past to its delight, and then the realization of the absence
of eternity concerning matter conditions and the desire to preserve the beautiful
— all of them led to the practical realization of the desire through scientific
research, creating a methodology and organization of the educational process to
graduate professional workers in the field of restoration and conservation of
objects of cultural heritage. All of them is actualized the creation of a new unified
scientific direction of klironomy, i.e., cultural heritage preservation, at the

beginning of the 21st century.

2. Philosophical thought in the formation of a klironomical outlook
To consider klironomy as a scientific direction of preserving the historical
and cultural heritage of society, it is necessary to trace the evolution of
philosophical thought about its role in the development of civilization. The
consequence of the formation of a qualitatively new state of culture, determined
by the interaction of cultures of individual civilizations in the modern era, is the
development of the cultural context of the common world space, awareness of

the integrity and indivisibility of the world.
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In this regard, it is especially important to understand the concept of “values”
in the field of culture, which in turn forms the concept of “cultural value”, and
through it the definition of the category of “cultural heritage”, which is based on
the totality of cultural values defined by each civilization within the framework of
values accepted by this society. Cultural values, being the highest klironomical
manifestations of the world’s material and spiritual culture, concentrate the
centuries-old experience of mankind. They directly perform a transformative
function concerning a person and society as a whole.

The main task of philosophy on Socrates was the rational justification of
religious and moral wotldview, knowledge of nature; he considered natural
philosophy unnecessary and godless. He was a principled enemy of the study of
nature. Socrates declared that the operation of the human mind in this direction
is godlessness. The philosopher believed that the world is a creation of the great
and almighty “deity”. It takes divination, not scientific research, to get the gods’
instructions as to their will. He followed the instructions of the Delphic Oracle
and was advised to do it to his followers (Taylor, 2001).

Democritus took an active part in the dispute about human dignity — about
values, i.e., what is most important for a person; a person should live how and in
the name of what. He was concerned about current issues: “Are there principles
that can be called the highest moral foundations of life, and if there are, what they
are?” Democritus showed the desire to defend his social position in a world where
are a variety of aspirations, views, interests — the position of the sage who lives by
not only wisdom, ideal and intellectual concerns. However, at the same time, he
firmly and distinguished, divided and even contrasted the so-called bodily benefits
and pleasures, i.e., the spiritual good, which he considered divine. He said that
bodily forces and money do not make people happy, but righteousness and
multilateral wisdom do it... the bodily beauty of man is something bestial if the
mind is not hidden in it (Guthrie, 1979).

In addition, Democritus said that the true virtue in actions should be
opposed to speeches about virtue, so a person should accustom oneself to
virtuous deeds and actions, and not to speeches about virtue... the true benefactor
is not the one who has mined in the retaliation and the one who wants to do kind
activities... A person should be ashamed of oneself as much as other people... a
law must be in every soul, i.e., not to do anything indecent (Makovelskiy, 1946).
In the future, these thoughts became the klironomical forerunner of restorer

postulate “do no harm”.
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Protagoras sees deep differences of people by their social status and
professional affiliation in the understanding of “value”. It subsequently played an
important role in the klironomical worldview formation of the society, because a
person defines the properties and value of an object or item individually. For an
individual view to become collectively conscious, it is necessary to have a certain
initial klironomical education, which will contribute to the collective
determination of the value of cultural heritage.

In “Nicomachean Ethics” and ‘“Politics”, Aristotle already realistically
analyzed problems of morality pointing out that people form notions of good and
bliss borrowed with lives that they lead. The philosopher developed categories of
good, virtue and happiness. He explored the basic concepts of ethics, defined the
criteria of moral evaluation while not losing sight of the main vices in society i.e.
immoral acts of people. Therefore, Aristotle first created a classification of virtues
and vices. Aristotle understood such qualities of personality, which contribute to
the realization of good and justice in the process of their realization, by virtues
(Ross, 1995). Therefore, concerning the perception and understanding of cultural
heritage, Aristotle outlined the deep granules of the personal moral image, which
essentially determine the views of the surrounding objects differentiating them
according to certain levels of value. If an object is valuable, it is preserved,
protected, repaired, restored by a person until its purpose becomes useless.

In addition, “value” is adjacent to the concept of “beauty” in the modern
sense. For Plato and Aristotle, the concept of beauty was closely related to the
concept of “kalokagatia”, which is understood as “beautiful-and-good”, i.e., the
beauty of the soul and body. For Plato, kalokagatia was a person’s ability to choose
the best and the most beautiful but not only in the sense of external beauty and in
the sense of internal, i.e., morality. For Aristotle to be beautiful is to be virtuous
(Losev & Shestakov, 1965). Thus, the concepts of good and beauty were closely
interrelated in Ancient Greece, especially in Plato and Aristotle. Beauty without a
moral beginning, i.e., only the outer, did not delight the ancient philosophers as it
quickly faded and was not supported from within.

Thus, in the case of objects of art, “value” was defined as a constant rather
than a temporal category. Accordingly, such objects become valuable forever, their
preservation and restoration pass into the category of good intentions as a single
individual of society and society as a whole. The moral category of “value” was
restored in the next historical periods and served as a rich material for

philosophical fabrications from the 18th to the 20th century.
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In the Middle Ages, despite the shift towards the religious perception of
value and beauty, klironomical ideas of the deep preserved in its content, and that
was a further turn to the sense of beauty, and in the future and to understanding
the conservation of this beautiful.

The Renaissance brought to the fore the values of humanism, but the
concept of “value” did not take on the meaning of the philosophical category.
During this period, art became of great importance, and as a result, there was a
cult of Creator. The sacred character is transferred to the creative activity of the
person. Anthropocentrism is associated with the cult of beauty that was
characteristic of the Renaissance. For example, Nicholas of Cusa (or Nicolaus
Cusanus) emphasized the cognitive power of a person (“person is person’s mind”)
likening creativity to the divine (Meuthen, 2010; Yamaki, 2001). Leonardo da Vinci
creating his works formed throughout his professional activity the concept of
“value” (Brown, 1998). He did not realize the greatness of the saving work of
previous creators but actively used their skills thereby laying the spiritual
foundations of klironomy in the form of a succession of “values”.

In modern times, the development of science and new social relations largely
determined the basic approach to the consideration of objects and phenomena as
values. Francis Bacon concluded that God did not forbid knowledge of nature.
On the contrary, God gave a mind that yearns for the knowledge of the universe.
People have to understand only that there are two kinds of knowledge — good and
evil. A person must use the mind to know created things and four “ghosts” —
parent, cave, area and theatre — the impediments to knowledge (Heese, 1968).
Practically, according to F. Bacon, knowledge forms the concept of “value”;
overcoming “ghosts”, a person can know the essence of “things created by God”
including human hands because a person is the creation of God.

David Hume took a dual position on the question of “objectivity” of value:
on the one hand, he argued that objects in themselves are devoid of any dignity
and “they derive their value from effect only”, beauty and value are fully correlated
with the possibility to cause a “pleasant feeling” in the subject. On the other hand,
objects have “their value”, there is “valuable in itself” (Flew, 1986). Hume’s
contribution to the understanding of the concept of value can be considered the
most significant in this area of reflection for the entire pre-Kant period. The
elucidation of criteria of the moral value of actions and the discernment of “value-
tor-oneself” and “value-to-another” should recognize among most of Hume’s

“provocative” steps. The disadvantage of Hume’s reasoning was his
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understanding of the valuable as “natural”, which did not allow one to understand
the main thing — what is the value of valuable.

We can find fundamentally new dimensions in the concept of values in the
works of I. Kant. There were the works “Groundwork of the Metaphysics of
Morals” (1785), “Critique of Practical Reason” (1788) and “Critique of Judgment”
(1790), in which moral value determined the value of human individuality; and
“value-in-oneself” became synonymous with personality so the whole world
existed for the value of the individual.

Wilhelm Windelband (Rickert, 1929) and Heinrich Rickert, the
representatives of the Baden neo-Kantianism School, announced the notion of
“value” by the main subject of philosophy. Following them, Max Scheler (Kelly,
1977), Nicolai Hartmann (Kelly, 2011) and other representatives of the
phenomenological direction absolutized the concept of “value” as a philosophical
category and justified the theological doctrine of values.

After the formation of the philosophical understanding of the “value”, it
became possible to consider the question of understanding the value in the
individual areas of social development including “cultural value” or “cultural
value”, within which there was the cultural heritage of society in its klironomical
understanding.

A period of expansion of the axiological approach in the sciences about man,
culture and society came at the end of the 19th century and continued to the 20th
century. The concepts of “value of culture” and “cultural value” were considered
by many famous philosophers and researchers, for example, David Emile
Durkheim (Lemert, 2006), John Dewey (Shook, 2000), Friedrich Wilhelm
Nietzsche (Deleuze, 2006), Talcott Parsons (Parsons, 1951), Ralph Barton Perry
(Perry, 19206), Clyde Kluckhohn (Kluckhohn, 1952) and Fred Strodtbeck
(Kluckhohn & Strodtbeck, 1961).

Therefore, if a person does not begin to evaluate the objects of creation
klironomically, not only in materials and labour costs but also in the time
continuum, he or she will not be able to save the results of his own creating.
Moreover, such a klironomical look at the time in its primitive displays was formed
in the era of ancient civilizations when repair works were carried out in the palaces
and fortresses. However, in the Enlightenment, the eye was first turned to the
objects of cultural heritage, i.e., frescoes and then to the objects, ie., the
restoration of the walls of important buildings. In the future, the search and find
of ancient civilizations’ artefacts expanded the functions of museums as an

institute of the storage and preservation of the past, and then the determination

(18]



of the value of artefacts based on their historical significance, i.e., social and
temporal characteristics.

Both in the case of consideration of changes in the spiritual perception of
time and matter in it and the case of analysis of the evolutionary nature of changes
in the “value” concept, we conclude that the formation of modern klironomical
understanding of “cultural heritage” has passed a complex and centuries-long way
of rethinking the place of man in the world around, the coordinate system of time
and space where multidimensionality is the most important mechanism to
construct aesthetics, morality and culture as a whole.

Thus, wortld philosophical thought played an important role in the
preservation of cultural heritage for the development of civilization. The
philosophy has not yet revealed the understanding of “cultural heritage” but the
“value” concept and then “cultural value” concept deeply revealed for two
millennia. Thanks to the works of philosophers of the 18-19th centuries, the
society realized the inevitability of a systematic scientific approach to the
preservation of objects of the cultural past, conducting numerous international
conferences on conservation and restoration, creating professional associations,
developing documents and recommendations for the protection and restoration
of cultural values. The klironomical ideas that formed as the attitude of society to
its history, culture and art, embodied in the forms of the objects of tangible
cultural heritage and the elements of intangible heritage over the past 6,000 years,
gradually led to philosophical thought about the value of culture through cultural
values. These activities made it possible to create a complex klironomical picture

of the worldview concerning the cultural heritage preservation of society.

Discussion
As part of the discussion of the materials of this article, it is proposed to
develop the following topics of the formation of the science of preserving cultural
heritage:
1. Possible principles of the allocation of klironomical sciences in the sections
of tangible and intangible klironomy.
2. Development of the methodology of the science of the preservation of

cultural heritage.

Conclusion
Thus, the world community has objectively approached the understanding

and separation of the klironomical outlook, which contributes to the formation of
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a new complex of sciences of the cultural heritage preservation — klironomy. The
complex of klironomical sciences should be based on four areas of cultural
heritage preservation — restoration, conservation, renovation and revitalization.
The three scientific sections of this complex should be material, non-material and
theoretical klironomies, which structure the sciences on the preservation of

cultural heritage as clearly as possible.
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Patrimoniul cultural prin metoda Design Thinking

Abstract:

Scopul general al abordarii Design Thinking (concept preluat in limba romana fara traducerea
sa si care implicd gandirea orientatd spre conceptie) este de a sprijini conceptia si proiectarea
produselor, serviciilor, proceselor, strategiilor, spatiilor, arhitecturii si experientelor ideale pentru
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evidentia necesitatea de a combina studiul urban in cadrul Design Thinking, in cazul tuturor
domeniilor de conceptie-proiectare a solutiilor.
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Introduction

Timisoara is a strong micro-regional center, with a cultural history as old as
the city. It is the city where creativity supports the experiment and where the
dynamics of cultural life are connected to the international phenomenon. It is a
charming city through its diversity, fascinating through its cultural and
intercultural production and offer, but also through its existing heritage. In the
context of a Cultural Strategy for the city of Timisoara, based on inter-
disciplinarity and creativity, multiculturalism and vivacity, the initiative of the
Faculty of Arts and Design within the West University of Timisoara, through the
project Together for the city aims to join cultural operators in Timisoara. The city
to become European Capital of Culture in 2023.

The cultural heritage of Timisoara stands out as an extremely generous
cultural and identity resource, which deserves to be cultivated and valued.
Timisoara has an impressive number of buildings located in protected historical
areas or protection: over 14,000, but when it comes to buildings that are in a state
of severe degradation, the percentage is bleak: over 90%. 2018 — European Year
of Cultural Heritage and the moment TM2023 — European Capital of Culture is
the occasion for which Timisoara has started an extensive process of information
and awareness of public opinion and all decision makers involved in this process,
on the complex issue of restoration and immediate intervention of historic
buildings.

In Romania, architectural restoration is a niche still undervalued enough to
redefine urban branding and marketing. The preservation of heritage buildings is
a symbol of longevity, the durability of cultural values and innovation. People
sense the potential of urban regeneration, but are too unaware of the impact
generated by the power of example. Restoring a building enhances the sense of
belonging to the community and focuses on collective responsibility initiatives,

attracting social recognition.

1. Principles of ethical rehabilitation
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A number of specialists are involved in the development and planning of a
city, especially with urban planners, architects and designers. A lesser known and
rarely used profession in Romania is that of lighting specialist, is a lighting
designer. And this even if lighting plays a very important role in the quality of
public spaces, especially in the context of contemporary cities that are active non-
stop. Culture-based development could be a significant factor for sustainable
urbanization. Education and culture play an important role in revitalization
projects. Cities with a unique and interesting culture can use this tradition to create
coherent cultural policies, anchored in the past, but using modern urban design
trends. Restructuring public spaces can be a good way to stimulate the local
economy and promote cities.

The 9 principles of ethical rehabilitation:

e  Reorientation, Reuse (Repurpose + re-propose)
e  Engaged participation
e Continuing education and experiments for innovation (Pedagogical

Moments)

e Design. Beauty has magnetism. Defines the character. Promotes
appreciation. Aesthetics is an aspect that attracts people. It offers value,
importance and respect for the character of a community.

e  DPublic Spaces (Place Over Time) Place refers more to the people who live in
it and their activities than the space itself. Spaces must be flexible and agile

and at the same time grow in an organic way.

e  Networking (Constellations) Collaboration and interdisciplinarity help to
bring together successful projects through the exchange of ideas and
knowledge. A network is therefore created between the partners. Projects
need visionaries, implementers, collaborators, evaluators and people to
believe in that project. This forms a system of dynamic and creative
cooperation.

e  Platforms Many of our cities suffer from the same challenges — neglect,
population loss, abandoned buildings and gentrification. Often the proposed
solution is unique and does not integrate at the neighborhood level. But
communities need a platform, which is a base where new social opportunities
will be created. A platform is a mechanism that drives work — it creates
conditions of multiplicity, composes ideas, expands relationships, generates

opportunities and broadens access. Building platforms means developing
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opportunities for people to come together and communicate. People meet,

exchange ideas and learn.

Cities are connected urban communities. The more responsibly and involved
these communities act, the more the city transforms and becomes friendlier to the
citizens. So, it is an important step to create communities that want to get involved
in transforming the place where they live and to ask themselves questions: “What
else can be done? What can I do 10 blocks from my block? How do I share what
I love to do with others?”

The proposal is a creative and interdisciplinary initiative, which aims to create
a meeting space for designing new ways of life in which art, culture, social
inclusion, science and technology intertwine and invites us to a collective effort to
imagine and build a sustainable, inclusive and beautiful future for the mind and

soul.

2. Urban Design and Planning

The most common problems relate to infrastructure: pitted or unpaved
streets, lack of parking spaces, sidewalks or bike lanes. Here comes another
problem — pollution. This is reported by many people who have suggested banning
traffic in the central area, improving the quality of public transport or creating bike
lanes for faster and healthier transport. Another problem often expressed is poor
waste management and the non-existence of landfills in many areas. People have
found that there is no selective garbage collection and would like this to be
implemented. They also suggest the need for population education campaigns in
this regard. Green spaces and children’s playgrounds — their lack or poor
arrangement are another worrying thing. There are also remarks about the aging
population of certain small towns that seem to be forgotten somewhere in time.
Development strategies are needed for these places to create facilities for this
group of people who seem to be ignored at the moment. Smart methods of
collaboration between local authorities and the community. An example might be
the implementation of an application where each resident can be actively involved
in the projects initiated by the authorities by answering certain surveys or reporting
certain problems. The historical monuments are also mentioned by the citizens,
this being a problem invoked in several cities of the country. Residents suggest
using Furopean funds to rehabilitate these historic symbols. It also mentions ways
to inform residents about their past and importance.

The main issue is about cities for people or cities for cars. Solutions to the

challenges of urban planning, design and policy, with topics ranging from open
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streets, cycling and infrastructure networks, interim interventions, placement
metrics and mobility needs in informal neighborhoods. Focusing on Children.
Streets are a city’s largest continuous network of public space and mobility
platform, allowing (or impeding) access to the city’s resources. The design or
redesign of urban streets through the lens of children shows why it is necessary to
raise the bar for safety, accessibility and joy. Children’s environment can have
long-lasting effects on their health, physical and cognitive development and social
well-being. When leaders in a city invest in designing children’s streets, they create
streets that better serve all people. In cities around the world, the streets are the
front yards for children — and also their main means of transportation.

Children rely on the streets to get to school, to meet friends, to run errands
with their parents and to play and explore their surroundings. But most streets
were not built with children in mind. They were designed around cars, with wide
traffic lanes and little space for human life. Parents and caregivers teach children
that streets are dangerous places to avoid and to navigate them with only one adult.

This project aims to:

e  cmphasize the importance of street design that meets the needs of both
children and citizens of the community;

e  share tools, strategies, street design examples and case studies from around
the world to help readers adapt to their local contexts

The aim of this project is to propose to build areas of the city as places for
people, certainly, sustainability, affordable transport and fair choices that support
a strong economy and a vibrant quality of life. Children’s environment can have
long-lasting effects on their health, physical and cognitive development and social
well-being.

The design of our discussions should focus on the places where we live and
on our relationship with the environment, beyond the built space. It is a practical
approach through which we want to discover beautiful, sustainable and inclusive

ways of living and use them as a source of inspiration for the path we will follow.

3. Design Thinking and its strengths
It helps you discover people’s needs, unmet so far, based on which you can
innovate. Generates solutions with disruptive potential, not just incremental.
Helps organizations learn faster.
Design Thinking is somewhat understood as a tool for acquiring design

optimization, but it is still far from being considered a tool for a competitive
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advantage. The main idea of this approach is based on the concept that the kind
of thinking that designers use when solving problems for business or optimizing
the work system can be applied. Instead of the usual decision-making methods,
designers’ resort to iterative processes. This translates into nonlinear reasoning

and creative thinking.

EMPATHY - Deep understanding of
the needs of those you create for.

EXPERIMENTATION - Testing ideas IDEA - Generating a multitude of
by prototyping. ideas through different methods.

Figure 1. Design Thinking pillars (the cycle of thinking)
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Thus, according to Design Thinking theory, we can apply innovative schemes
and creative actions during any type of project, or even business locations. A long-
term and strategic approach, which means much more than the simplistic epithet
“out of thought”, often attached, can change the paradigm to constantly promote
workplace innovation.

Design Thinking involves a creative, agile mindset that incorporates the
ability to ask questions from a variety of points of view. These attributes are
applicable not only for the design of the workplace, but for the evolution of a
culture that quickly generates, shares and evaluates the economic viability of an
idea. Design Thinking can also help differentiate a brand, while also providing a
competitive advantage (Figure 3).
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Figure 3. Design Thinking practical approach (Design Thinking
Practical Workshop, 2020)
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Design Thinking: not just for the designer David Kelley, the founder of
international design firm IDEO, is widely regarded as one of the pioneers of
Design Thinking. They describe a ‘human-centered designer toolkit’ that contains
tive elements to facilitate a design thinking process. They include (Figure 4):

e  Empathize. It is never enough to offer basic services to contrasting points of
view. The design mentality examines these points of view, the reasoning
behind them, and considers their validity for defining the problem to be
overcome.

e  Define. This is not a place for vague ideas. The innovation model must be
clearly defined, together with its purpose and the measurement of its
efficiency.

e  Ideational. This word “to imagine, conceive or form an idea or image” has
been associated with Plato’s philosophies, but he has found a place in
modern design thinking through discussions that favor the generation of
creative ideas.

e  Prototype. This tool goes beyond theory. It is a version of the product or
approach that needs to be reviewed by a team then modified or modified to
obtain the desired solutions.

e  Test. The element, product, approach, etc., are tested through an ‘iterative
process’ to assess and measure whether it effectively meets the objectives set
out in the previous stages. The Interactive Design Foundation states that
among the purposes of the testing stage are “redefining one or more
problems and informing users’ understanding ...”

Here is a summary of how each one manifests itself in the work environment:
e  Volatility. The term represents a rapidly changing and unpredictable market

due to foreign factors, from terrorism and politics, to disruptive technologies

and socially accepted habits, customs and models.

e  Uncertainty. Doubts about the state of the market or economy can impact
decisions such as investments or expansion plans.

e  Complexity. Unlike a complicated system, which is largely linear and easy to
understand, the complex system is nonlinear with interactions and
interdependencies, some of which can be easily obvious. Corporations are
struggling with complexity due to a wide range of seemingly unrelated
sources, such as international competition and attracting the best talent that

can affect current and future planning.
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e  Ambiguity. Like uncertainty, an ambiguous environment produces multiple
interpretations. Fear of ambiguity is likely to prevent decision making.

Design thinking is a concept used in both theory and practice, in the design
realm, as well as the areas unrelated to design. It is a human-centred innovation
process, a methodology for innovation. Design thinker is someone who bridges
analytical and intuitive logics, and works towards the abductive logic. Apart from
the usage in design realm, design thinking is increasingly being used by non-
designers, and in areas such as business, management and other social sciences.
Its indispensability in the management realm lays in the fact that design is
nowadays shifting focus from products and brands towards a broader and more
strategic range of organizational activities, in a human-centred way, to meet
demands of the increasingly competitive marketplace. Customer experience has
come to play a central role in demand for certain products and, as such, has
become a decisive factor of success for different businesses, and toutism

businesses and activities are no exception.

Discussion

A new cultural project for the community and a new meaning of the word
beautiful:

“Beautiful” means accessible and inclusive spaces, in which the dialogue
between different cultures, disciplines, genres and generations offers us the
opportunity to imagine a better place for all. It also means a more inclusive
economy, in which wealth is well distributed and real estate prices are affordable.

‘Beautiful’ means sustainable solutions that create a balance between built-
up areas and the planet’s ecosystems. We can achieve this through a regenerative
approach inspired by nature’s cycles, i.e., reconstituting resources and protecting
biodiversity.

‘Beautiful’ means experiences that enrich us, inspired by creativity, art and
culture and responding to needs other than material ones. It means appreciating
diversity and seeing it as an opportunity to learn from each other.

We propose that our discussions focus on the places where we live and on
our relationship with the environment, beyond the built space. It is a practical
approach through which we want to discover beautiful, sustainable and inclusive

ways of living and use them as a source of inspiration for the path we will follow.
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Conclusion

To show how design thinking can lead to the creation of a cultural project,
with the aim of contributing to education and awareness of the value and
importance of heritage. The project is the result of an exploratory, participatory
action research - brainstorming, thinking sessions for designing an informal
interdisciplinary network of students and researchers from different fields of
expertise. Its aim is to include both locals and visitors in a joint action to promote
heritage as a tourist destination, but at the same time contributing to its
sustainability, learning about it and being actively involved in a reception-reception
relationship. with the city and its heritage. The project is proof that the new tools
for a sustainable and innovative cultural experience through an even stronger,

more creative and innovative tool, if it is interdisciplinary.
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/KypHaAuCTHKA B KyABTYPE 3aHUMAET HE MEHBIIIEE MECTO, YEM HCKYCCTBO, MOPAAb U HAyKa U
TEXHOAOTHH. BAmsAfg Ha OOIECTBEHHOE CO3HAHNE, *KYPHAAUCTHKA BaKHA, IIOTOMY YTO,
OOpAIIasch K HEMY, CTABUT BOIIPOC O AOBEPUU OOIIECTBA K BAACTH. A )KYPHAAUCTBL, TEM CAMBIM,
ABAAIOTCA XPAHHTEAAMH HACACAHA. DTO MOKET CIHOCOOCTBOBATH CTAOMABHOCTH U PasBUTHIO
obrmiectBa. B xoae mccAeAOBaHHA YAAAOCH TIPOCAGAHMTB, KaK IIYOAUIIHCTHYECKAsd U
IIPAKTHYECKAA ACATEABHOCTb AHTEPATOPOB, MHTEAAEKTYAAOB U H3AATEACH CIIOCOOCTBOBAAH
OODBEAMHEHHIO IYOAHIIHICTOB, TOCYAAPCTBEHHBIX ACATEACH UM YYICHBIX U BAHAAH Ha
dopmMupoBaHne OOIIECTBEHHOIO CO3HAHMA, 2 TAK/KE IIPOIPAMMBI H  YIPEKACHHA IIO
COXPAHECHHIO KYABTYPHOIO HACACAHA.

Koamuesvie cro6a: A.A. I'yceliHOB, AUTEPATYPHBII )KYPHAA, KYABTYPHOE HACACAHH, IIYOAHIIICTHKA
KaK HACAGAWE, XPaHUTCAU HACACAHA, KOHTPOAb Hap HHAOPMAIIUEH, H3AATEABCKAS
ACATEAPHOCTb, HHCTUTYIIHOHAABHBII W HEHMHCTUTYIIMOHAABHBIM CIIOCOOBI COXPaHEHUA
HACACAHAL.

Introduction

Ideas about heritage and the memory of the past are always relevant for a
person. After all, they act as one of the areas where identity is formed and ask
questions: Who am I? Who are we? Where are we from? In the chain of ‘past —
present — future’, connections with the past, which contribute to the identity and
help not only an individual to navigate, are created. The collective experience, the
hierarchy of ideas, sources of knowledge about the past are the bases for storing
cultural heritage. Simultaneously, in the chain of ‘past-present-future’, urgent
needs are set for the whole society and the people, as well as for the country and
humanity as a whole. Are intellectuals and the media responsible for their role in
influencing society? The question is, what kind of assessment is this, who creates
it and how? What is the role of intellectuals in journalism? Do journalists influence
society?

The study object was 19th-century Russian journalism as a social institution
associated with preserving cultural heritage and historical memory.

The purpose of the review is to study the list of sections, reviews and
translations, literary criticism, chronicles of current events in the world published
in this periodical on the example of the journal Russian Bulletin. All these sections
created a specific cultural system, which can be considered as a cultural heritage.

The study objectives were:

e analyze formal and informal structures, institutions and practices of
communication in journalism, in which cultural heritage was created and

preserved on the example of periodicals in 19th-century Russia;
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e fix the concepts describing the storage of cultural heritage.

The comparative historical method and the method of historical
reconstruction were used, which is necessary to determine the concepts and
mechanisms of heritage storage in journalism of the 19th century (including the
content of periodicals: articles, notes, reviews, etc.). The system method helps to

consider the contents of the log as a complete system.

1. The issue of the considering journalism relevance as a cultural heritage
category

All arguments aimed at studying the past, if they are logically and consistently
organized, assess the present, creating a hierarchy of values and concepts. The
concepts of ‘cultural heritage’, ‘historical culture’, ‘traditions’, etc. are introduced
into circulation. About what is ‘cultural heritage’ and the literature on this issue
was considered earlier (Lebedeva, 2020; Lebedeva, 2021).

There is no heritage at all; it is always concrete. Forms of heritage and
knowledge about heritage are sources of knowledge about the past. As I.M.
Savelyeva and A.V. Poletaev write in the book Socia/ Representations of the Past: Sonrces
and Representations (2005), “there are several types of knowledge focused on the
past, and different sources of knowledge about the past-oral, visual and
audiovisual, written” (Savelyeva & Poletaev, 2015).

Except that the heritage is preserved in specific knowledge or sources,
written heritage forms can be manuscripts, diaries, personal archives and
documents. In this article, the legacy in printed form, i.e., the literary magazines
of 19th-century Russia are considered. One of the methodological works that
shows a system-epistemological approach to how to work with the heritage of the
historical past is a thorough philosophical work Historical Cognition: A System-
Epistemological Approach by A. 1. Rakitov (Rakitov, 2014).

The need to consider periodicals and journalism as a legacy was actualized in
1962 by the Academician of the USSR Academy of Sciences Sigurd Ottovich
Schmidt. Knowledge about the past is impossible without clarifying the role of
historical science, historical knowledge and ideas in the process of forming
political ideas and programs of various social forces, the degree of their
dissemination and perception through mass historical literature and periodicals
(Schmidt, 1962).

‘Historical culture’ is a new concept, “with the help of which the hierarchical

unity of ideas about the past, accumulated and transmitted in the collective
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experience of mankind is described”. It is possible to note the research expressed

by the collective monograph Historical Culture of Imperial Russia: Formation of

Ideas about the Past (2012). Thus, the researchers managed to combine many

complex phenomena of this period (Dmitriev, 2012).

What exactly are these ideas and programs of various social forces. How can
they be expressed?

1. It seems that in the open access, these are periodicals, magazines, almanacs,
electronic versions of which are already available on the Internet. At the same
time, many of them are still waiting for modern reading and understanding.

2. The study of heritage can also be epistolary, in the form of diaries, memoirs,
correspondence, many of them are publicly available on the Internet.

3. The national culture also exists in the form of knowledge through the
programs of various social forces, the degree of their dissemination and
perception in the mass history of literature and periodicals. But the list of
periodicals is extensive, available in the public domain, but little studied, e.g.,

these are the periodicals Russian Bulletin, Citizen, Russian Review, etc.

2. The journalism place in the public consciousness in comparison with
science and art
Over the past two and a half centuries, the history of the magazine business
has gone from the formation of general literary journals, the popularization of
social issues, the emergence of highly specialized scientific and then sociological
journals, and the decline of the book and publishing boom since the late 1990s.
Journalism and thick literary magazines appeared in Russia in the early 18th
century. In 1759, private magazines appeared there. After the Free Printing
Houses Degree in 1783, they appeared too. The decree on free printing houses
introduced state censorship, which was first dealt with by the police department,
and in 1796 special censorship committees were formed. Their organization
process and the range of problems began to be considered even in the pre-
revolutionary period. These are the studies of Lemke (Lemke, 1904), Lisovsky
(Lisovsky, 1915), P.K. Schebalsky (Shchebalsky, 1862). In the mid-19th century,
magazines and periodicals, speaking in modern language, were a specific type not
only in communication but also in the practice of that time.
Such social changes as the urban lifestyle, the appearance of novelties and
inventions, trade stimulated interest and demand for them. The accumulation of
people in cities leads to the appearance of a mass reader and the public, a typical

urban mass phenomenon. The appearance of journalism is attributed to the era
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when there are means for reproducing literary works in large editions, i.e., printing.
The very word journalism (from the word public, public) implies an appeal to
policy issues, an expression of the views of society and readers.

The increasing role of education, literary salons and clubs become a
ubiquitous phenomenon. Initially, they were attended by high dignitaries,
ministers (Lebedeva, 2021), the nobility, and, later, fulfilling the needs of the state,
specialized departmental journals, e.g., Journal of the Ministry of State Property (1841-
1918), Journal of the Ministry of Railways (1845-1865), Journal of the Ministry of Justice
(1859-1868), etc. began to appear.

Today, both sociologists and philosophers have an interest in journalism,
e.g., the symposium Philosophy and Journalism in the IF RAS, dedicated to Krayevsky
as a journalist (Philosophy and Journalism, 2020).

Speaking about the union of philosophy and journalism, A.A. Huseynov
noted that Krayevsky was one of the first in Russia who “gave journalism a
nationwide scale, he brought some journalism into public affairs, considered
journalism as an important cementing foundation of public space” (Philosophy
and Journalism, 2020).

The mainline of Krayevsky’s periodical was that journalism expresses the
opinion of society, the voice of the people. According to Krayevsky’s plan, the
Golos Magazine could coincide with the government, or, on the contrary, oppose
the government and officials. The most important thing is that the periodical
expresses the independent social opinion and the people opinion. Journalism is
often in opposition and often flirts with government and security departments of
the government. The generic feature of Russian journalism was the fact that they
developed in close alliance with philosophy, history, and many other areas of
science.

Writers, philosophers, historians created texts for magazines. Departments
at universities, scientific societies, university business, academic forms began to be
created when Russian philosophy, sociology, collected enough material for their
formation. And later, the connection of philosophy with journalism did not stop,
especially in the era of the Silver Age. In general, philosophy is linguistic through
literature and journalism, and journalistic, because it is connected with society
through journalism. Since the 1990s, political scientists, economists, and
sociologists have taken a huge place in journalism. Many questions have come to

the fore, but it is impossible to solve them without a philosophical analysis.
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3. Literary magazine structure

The fact that specific individuals created Russian journalism is indisputable:
this is everyday work, talented authors selection. All the classics of Russian
literature have tried themselves in journalism. The journalist often acted in
different roles: as a translator, compiler, civil servant.

Back in 1812, Dmitry Vasilyevich Dashkov (1789-1939) in the 1st part of Sz
Petersburg Bulletin justified the structure of a literary magazine in the article
Something about Magazines: “Everything can be part of such a magazine:
literature, news about important discoveries in the sciences and arts, etc., but the
main purpose of it should be criticism” (Stanko, 2003). He was the founder and
one of the most active members of the literary society Arzamas, and in the last ten
years of his life, he managed the Ministry of Justice (since 1832 as a minister). At
that time, magazine’s mission was also discussed in other circles and publications.

Firstly, magazines as a means of communication reflected the events of their
time. Such sections of magazines as reviews, descriptions of facts and events
appeared in periodicals as a kind of chronicle. The ability to attract readers and
arouse public interest in such short and transient events requires great skill,
especially when behind a string of repetitive, every day and simple events, you
need to find very complex life processes that are important in the future. It shows
the professionalism and tragedy of many magazines — a kind of short existence of
many materials and publications.

Secondly, the magazines searched for new genres in fiction and poetry, and
they placed translations of modern foreign literature, which later became classics.
The initial task of the journal as a publication was to publish original texts and
research, and therefore to introduce readers to these texts, after which it was the
turn of literary review and subsequent criticism. In the future, the texts, which
aroused some interest, were waiting for a secondary publication, but in a different
form, e.g., in the form of a separate publication.

Thirdly, such more complex phenomena as conflicts, coups, revolutions and
wars had to be covered not only, but there was a need for an analysis of
international events. Moreover, scientific, political, economic congresses, research
and events contributed to the formation of peculiar sections, which, in the future,
contributed to the emergence of specialized scientific journals.

In general, the journals expanded their boundaries, showing interest in the
types of knowledge that later took shape in Russia as philosophy, history,

sociology, natural science, law, pedagogy, history and theory of culture and art.
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4. Like-minded people, institutions and social practice of the journal

Another aspect is the social practice or the practice of the journal discourse.
This is manifested in the fact that like-minded people gathered around him. In
tact, there was not only a routine painstaking process of information exchange but
also the specialization of knowledge. Gathering around itself not only like-minded
people, each magazine represented a whole social trend not only in the ideological
sense but also in literature and science.

Modern researchers believe that openness to burning problems makes
journalism “a powerful spiritual support of public life, the resources and
capabilities of which are not yet fully understood and in demand, while the
devaluation of spiritual and moral values affects a variety of spheres of life”
(Gromova, 2017).

During the period of significant changes, periodicals have always become a
kind of space where leading scientists had the opportunity to update everything,
connected not only with the needs of educating different people but also with the
public consciousness formation. At the same time, magazines are an active specific
sphere in which public consciousness formation takes place.

Journalism is something that is still being debated about how difficult to find
a definition, give a characteristic, describe the purpose and role of journalism in
society. Even Tretyakov in his textbook could not give one definition but gave
five at once (Tretyakov, 2013).

Another huge point in the preservation of cultural heritage is the formal
institutions, i.e., the participation of the authorities and the bureaucracy in the
stabilization of many forms of practices. The authorities and the bureaucracy
consider their mission not only to organize society but also to influence and
control. Max Weber also showed that the bureaucratic authorities, officials, and
political institutions not only exercise control but also have specific techniques
and tools (tools). Both the collection of information about the past is carried out,
and the features of storing such information are limited and determined with
them.

The bureaucracy determines, what documentation will be recorded and what
will be opened, or vice versa closed. Unaware of this, the bureaucracy not only
gives an idea of the past but also determines how the future will be seen. Thus,
control over information is seen as an instrument of the social influence of the
authorities.

Concerning journalism, the authorities carried out such forms as the activities

of government and official publications, permission to operate and open
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publications, censorship, closure of publications and even arrests of journalists.
Unofficial forms of heritage storage in journalism were underground publications
or semi-legal ones.

Indeed, the process of forming ideas about the past, which is susceptible to
the influence of bureaucracy, can be described as an institutional and consciously
directed process of preserving heritage. These are always formal institutions
controlled by the state: commissions, ministries, departments.

Conversely, there are always free and spontaneous, non-institutional ways of
storing heritage-these are oral folk art, oral, visual and audiovisual, written sources,
personal documents (diaries, letters, etc.) also take place.

“Journalism, unlike the media, is a social institution: it has pronounced forms
of sociality, as one of the embodiments of public consciousness, experience and
practice, as a way of spiritual self-organization of the social system. It comes to
politics in this capacity, and not as an instrument at the disposal of certain political
forces” (Korkonosenko, 2017).

As in any system, the following roles can be distinguished in journalism:
writer (journalist), publisher, reader. As it develops, other roles appear, e.g., censor,
editor, librarian, bibliographer, literary critic, and the specialization of journalists:
music, political and other reviews — were evidence of the emergence of new

professions.

Discussion

In the introduction, it was figuratively said that connections with the past are
created in the chain of ‘past — present — future’. It can be assumed that not only
modern generations raise the question of identity. The past generations, who have
created a legacy, are carriers of identity. Under what conditions will future
generations look for their identity? Will they be able to rely on some heritage?

The question to identity “Who are we?” is connected with culture, not with
political, economic differences. People define themselves using their origin,
religion, language, customs, and social institutions.

The article considers journalism of the 19th century in Russia as an
established social institution. We know the opinion of Pierre Bourdieu that
magazines performed the role of constructing the world. By selecting and
interpreting the phenomena of reality, the magazines participated in a symbolic
struggle for readers’ perception of the social world, forcing them to see and
evaluate reality in a certain way (Bourdieu, 1994). Journalism could occupy a

specific niche, influencing politics, journalism facilitated identity, being a part of
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civil society. Addressing acute social problems, literary magazines awakened not
only the educated strata, the intelligentsia of their time. The intelligible and
understandable language helped educate and mobilize readers who were not very
prepared for serious problems. What are modern readers? What are they interested
in? What is the range of their problems? Whose position is the journalists
expressing now, and will they be able to influence the world?

Another problem is that intellectual communities, professional writers,
censors, form intellectual history and culture, influence its transmission and
storage. Such a method is attempted in the work of R. Collins (Collins, 2002). This
work can also be considered a new methodological approach to culture and the

heritage preservation concerning 19th-century Russian journalism.

Conclusion

Thus, we can distinguish many stages of journalism from its formation to its
heyday and decline. The content of thick literary journals, like literature in general,
is organized as a huge social institution. The allocation of sections of criticism,
bibliography, translations, and fiction led to the fact that the journal created a
system. Currently, there are electronic media and online magazines, professions
such as bloggers, copywriters, or when algorithmic or robotic journalism is created
in automated journalism, creating news articles. Will they replace the paper
magazine and the profession of a journalist? Will a thick literary magazine leave as
a phenomenon and a system? After all, the system is an analogue of the order and
storage of information. Or will journalism have acquired new forms, lead to new
systems?

We know the opinion of Pierre Bourdieu that magazines performed the role
of constructing the world. By selecting and interpreting the phenomena of reality,
the magazines participated in a symbolic struggle for readers’ perception of the
social wortld, forcing them to see and evaluate reality in a certain way (Bourdieu,
1994). How will journalists now be able to express their civic position and
influence the world?

Another problem is that intellectual communities, professional writers,
censors, form intellectual history and culture, influence its transmission and
storage. Such a method is attempted in the R. Collins’ work (Collins, 2002). This
work can also be considered a new methodological approach to culture and the
heritage preservation concerning Russian journalism of the 19th century.

Journalism occupies no less a place in culture than art, morality, science and

technology. Influencing the public consciousness, journalism is huge, because
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addressing, it raises the question of public confidence in the authorities. And
journalists, thus, are the keepers of the heritage. This can contribute to the stability

and development of society.
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The article purpose is to analyze the theme of insects in the sphere of visual arts from the
perspective of the visual artist, as basis of the research, presenting certain historical, technical,
artistic and conceptual aspects. The present study highlights the representations of certain
specimens in the area of artistic creation and analyzes three stages of the creative act — from
simple curiosity to science and to purely aesthetic value — the observations made in the field of
entomology being part this. Surprising the phenomenon of decontextualization of arthropods
in the natural environment leads the research towards original artistic manifestations and
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Artopode. Aprofundari estetice ale tematicii prin metode
selective de reprezentare in creatia personala

Rezumat:

Articolul propune si analizeze, din perspectiva artistului vizual, tematica insectelor in arealul
artelor vizuale, ca fundament al cercetarii prezentand evolutiv anumite aspecte istorice, tehnice,
artistice si conceptuale. Studiul de fata evidentiaza reprezentarile anumitor specimene in arealul
creatiei artistice si analizeaza trei etape ale actului creator — de la simpla curiozitate, la stiinta si
pani la valoarea pur estetica — din acest demers facand parte observatiile efectuate in domeniul
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entomologiei. Surprinderea fenomenului de decontextualizare a artropodelor din mediul natural,
conduce cercetarea spre manifestari i preocupari artistice inedite, fapt ce ma determini sa acord
mare atentie laturii estetice in contextul elaborarii structurilor compozitionale din creatia artistica
personala.

Cuvinte chee: artropode, insecte, entomologie, specimene, acuarela, hartie, grafica, decupaj.

Introduction

Through this visionary strand, in order to understand how arthropods enter
the iconographic area of fine arts, an investigation of visual representations will be
pursued, reviewing an important part of art history, which will highlight to what
extent artists have contributed to the foundation and establishment of the
characteristics of what is defined as the natural world. The fundamental concept
discussed resides in the contribution of the artistic vision, in the figuration of
insects, as an evolutionary stage of their own creation, and seeks to specify the
significance and intention of this thematic concern. This area includes a process
that supports to some extent an aesthetic or dogmatic subjectivism, because the
history of symbols confirms that any sign can be enveloped by an aspect of
palpable or intangible symbolic value (Eliade, 2013). The study will be directed
towards the moment when the theme of insects in artistic creation will generate
new meanings and the modes of visual expression will embody increasingly
fascinating configurations that will facilitate a profound contact between creator
and viewer.

The bright carapaces and fragile joints of beetles, the iridescent bodies and
reticulated wings of dragonflies, the limitless variety of patterns and colors on the
wings of butterflies and moths are among the most interesting visual elements of
the arthropod world. The insect empire represents a whole inspirational arsenal. A
means of visual expression that implies the need for precision, perfectly in keeping
with the artist’s ability, curiosity and desire to make an impression. The visual
image becomes the different way in which the natural world can be controlled,
through which certain ephemeral characteristics are encapsulated, making it

possible to exhibit one’s own language, on an imaginary but naturalistic plane.

1. Analytical figuration of insects
Before the 16th century, insects were depicted in various ways, mainly in the
ornamental register of ornated manuscripts, on the pages of which they often cast

subtle shadows in the trompe l'oeil manner alongside other small objects, each of
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these elements having a precise symbolic meaning. Between the heyday of the
Renaissance and the end of the Baroque era, artistic creation turned its attention
to a new theme — the study of insects and their life cycle - which merges perfectly
with the fascination of the moment, namely, 70 own the curiosities of nature (Neri,
2011).

Certainly, the best-known study depicting an insect is Albrecht Diirer’s 1505
painting The Stag Beetle, the German master’s heyday. Conditional on directing
attention to the individual specimen, this innovative manner of representation,
referred to by Janice Neri as the ‘logical specimen’ (Findlen, 1994), would continue
to influence the depiction of insects in the eatly modern period. With the
introduction of this mimetic subject, the artist was faced with the challenge of
expressing creative skills of great precision, which at the same time succeeded in
demonstrating a refined artistic talent and the ability of great observation. On the
same level, this type of interdisciplinary study highlights how the need to examine
and represent nature interferes with humanity and the evolution of species.

With the passage of time, arthropods are seen as exotic rarities worthy of
display, often ostentatiously flaunted both in cabinet room closets and introduced
as study items in most works dealing with still life and in systematized natural
science collections.

Despite the often-tiny size of the subjects and the hard-to-see chromaticism,
the popularity of visual representations of insects in the 17th century
corresponded precisely to their growing importance in entomology. At the same
time, there was an interest in the #nknown, particularly in species from far-off lands,
with aspects, which made it possible to make comparisons and analogies between
subjects (Davis, 1997). At the same time, we can state that the cultural change
from a static world view to a dynamic view, the endless transformation of natural
sciences and historical perspective generates the seeds of a scientific view of
reality.

It will therefore be noted that by far the most active phase of arthropod
representations in the history of art was the 17th century, a period in which we
tind the richest moment of inspiration in the visual arts, a period in which works
abound not only in number but also in variety of species (American Entomologist,
2013). Evolutionarily, the research is led towards the moment when the theme of
insects in artistic creation will generate new meanings, and the ways of visual
expression will embody more and more impressive forms, determining a direct

relationship between creator and viewer.
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Towards the end of the 19th century, a new art developed strongly, an art in
which the enthusiasm for natural motifs — plants, flowers, insects — was
predominant, thus Art Nouveau became an artistic movement with an
incomparable visual aspect, abounding in detail, and the stylization of elements
existing in nature, the main visual language through which this fascinating art
manifested itself. In jewelry design, arthropods are a highly prized ornamental
model, so that we see a variety of specimens in the creations of the most important
masters who have been intensely active over several decades (Fahr-Becker, 2007).
With the mid-20th century, remarkable stylistic breaks in the visual arts
representations occut, so that arthropods become a subject of study that often
reveals the artist's phobia towards certain specimens. The repetitive use of the
same specimen brings to the fore the transposition with visual means of intense
cognitive messages that aim to create a direct relationship between creator and
viewer.

Thus, at the end of this argument, we can conclude by observing that the
universal factor that governs all artistic creation, regardless of the period to which
we turn our attention, is the perpetual inquisitive human spirit. Every artist,
whatever his medium of representation, has demonstrated an attitude involving
the phenomenon of decontextualizing the subject from the natural setting in order
to use aspects that refer to the scientific, symbolic or aesthetic side of certain

specimens.

2. The beauty of the imaginary in personal artistic creation

In terms of personal artistic creation, the theme of arthropods is the basis
for the discussion of the present work, so that the manifestation of plastic creation,
through its figurative and experimental research, is constantly looking for new
configurations and forms of artistic expression. For the fact that the entire
personal creation is dominated by using three working techniques: watercolor,
papercutting and paper wzpression, the relationship created between the processes,
is often oriented towards the fusion of elements of plastic language, so that the
visual expression is constantly redefined in an attempt to highlight either the
figurative characteristics of the arthropods or certain non-figurative chromatic
tusions (Fig. 1).

In what follows, I will attempt an eloquent translation into words of my own
creation, so that this possible investigation, may highlight the main research in the

area of artistic concerns of the entomological field. Each technique, including the
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more experimental ones, has extended the thematic sphere into a fascinating and
surreal area.

Taken as an autonomous entity, the image represents an organization
according to certain theoretical principles of forms, linked to previous feelings and
experiences, where artistic creation becomes a reflection of the need to escape
from immediate reality, a pendulation between the concrete and the illusory. The
amount of distortion of recognizable reality is potentiated by inexhaustible
meanings, ambiguity is often a phenomenon that arouses curiosity and fixes
certain landmarks between the two environments palpable-real and illusory-
imaginary. The inner universe seeks a means of externalizing feelings, thoughts
and not least knowledge of the environment, and artistic creation is the only means
of expression formed by a universal language.

With this kind of representation, one can notice a way of visual expression
that involves the decontextualization of some elements of nature, which with this
change are given, by extrapolation, the function of objects. This system of using
elements taken from their natural environment has as its reference and inspiration
the boundless vision found in the late Renaissance period, so this type of artistic
manifestation can be defined as a relationship of observation of nature in order to
organize frames with a new aesthetic function. The context is that of representing
arthropods as a single whole — of living creatures forming a quiet kingdom — which
can be studied and understood through descriptive-illustrative creations that offer
the viewer a compositionally structured plastic language. (Fig. 2) Michel Foucault,
in his book The Order of Things, states that “to observe is therefore to be content to
see. To systematically see a few things. To see what, in the slightly confused
richness of representation, can be analyzed, can be recognized by all and can thus
be given a name that everyone will be able to understand...” (Foucault, 1990).
Given this important attribution, we can only admire each figurative
representation as a mirror of reality and a sincere way of conveying ideas through
the image.

On the whole, the language of watercolor becomes the technical process that
allows me to present both certain chromatic concentrations and dilutions that
create the impression of inner pulsation and precise, mimetic depictions of
entomological or zoomorphic forms. In the spirit of communicating a sensitive
compositional orientation, watercolors can bring out a lyrical incantation, which
is often orchestrated in diaphanous, uncontrived shades, giving the work a playful

atmosphere of a psychogram.
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Thus, although throughout my artistic activity, watercolor is the technique
most often used, I have also experimented with another method of obtaining
paper-printing effects, and because I will refer to this process in what follows, I
will call it #he paper-impression technigue. This needs to move out of the area of
traditional processes, limited by conventionality, has evolved into a genre of
variable configuration containing a wealth of tonal and chromatic fusions. The
development and refinement of such a method over time highlights the fact that
the ways of printing on paper are limitless, each result having varied expressive
qualities, that can be compared to those acquired in watercolor or aquatint
engraving.

During several years of technical trials and experiments — during which time
I used a wide range of materials — I managed to achieve some spectacular
chromatic impressions on the surface of the paper, which led me to start a new
stage of exploitation of the plastic space. The process steps, involve an action of
transferring rusted or corroded portions of the surface of a metal plate onto the
moistened sheet of paper, and in order to create dilutions and tonal fusions, I used
various liquids that serve to accelerate the value intensities (Fig. 3). Thus, the white
of the moistened paper absorbs to some extent different densities of stains,
coagulations that can vary depending on the metal surface, the quality of the paper,
the amount and color of the liquid and especially the time interval. In this way, I
gradually mastered much more easily the rendering of shapes, variable textures,
areas of chromatic contrast, gradation of grey steps and free fields, which can be
perceived as areas of respite (Fig. 4).

Depending on the insect studied, the particular aspects I noticed led me to
express my admiration for such a wide variety of specimens. Close to the
entomological spirit and the translucent specificity of watercolors, but seeking to
confer a personal lyrical touch, I began a thematic and conceptual path, gradually
seeking to consolidate itself more and more on the artistic level (Fig. 5).

The foundation of the arthropod theme in the field of visual arts is the field
of entomology, which has contributed to the foundation and establishment of the
specific characteristics of each specimen, and the image of insects becomes a
practice that complements the research carried out. We have seen in the evolution
of art history that insects have been depicted in various poses, the motives being
different depending on the period to which we turn our attention. In terms of
personal creation, the aim of exploring this subject has various aspects. In other

words, the present research has evolved out of a pure aesthetic interest as well as
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of the desire to expose new ways and configurations of representing subjects that

often repulse us.

Discussion

In their structural development the chapters of the article highlight some

important aspects for the present research through:

Adopting some symbolic interpretations with a universal character, which
attest the figuration of the arthropods in visual arts, where the order of
interpretations seeks to highlight certain cultural areas and can reveal a
different semantic potential according to the progress of socio-human
sciences;

The curiosity for the anatomical and aesthetic characteristics of the insects,
surprising the phenomenon of de-contextualization of the arthropods from
the natural environment and the special role that the scientific researches had
in order to elaborate the specific illustrations in the entomological field;

The case studies of various artistic periods that refer precisely to the interest
shown for the inclusion of insects in a series of works representative for the
present research, which reveals by language the foundation of the plan of

personal artistic creation;

The study of some artists and their representative works for the present
research, from different artistic periods that have shown interest in the study
of insects;

Surprising the ideological and conceptual thematic area so it can render some
aspects related to the improvement of the technical execution and the plastic
language as a fundamental part of its own creation, so that the expressive
visual offer correlates with the recognizable forms of the insects;
Highlighting and motivating the choice of such a subject in relation to
personal artistic creation and its multiple valences in the search for the
configuration of forms and the expressiveness of the compositional space.

Thus, although the research of the thematic area evolves in a strictly personal

view, supported by three technical ways of working, the subject of arthropods

highlighting certain hypostases related to the aesthetic peculiarity of each

specimen, in the thematic content observing a particular interest for the balance

created between the imaginary and real plan. The deepening and elaboration of

these plurivalent directions of the creative act reveals a possible motivation for my
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affinity for the various arthropod artistic representations and comes to emphasize

the symbolic character found in the iconographic area of the visual arts.

Conclusion

The essential notion discussed in the above lines is a mixture created between
the contributions of artistic, entomological or amateur visions that feel attracted
by the analytical representation of insects as a stage of their own creation and seek
to specity the intention and meaning of this thematic manifestation. Against the
backdrop of the different forms, anatomical volumes, materiality and chromatic
richness, insects become an unusual subject that allows itself to be discovered as
it is explored. This interest in certain particularities of entomology will generate a
world dominated by corporeality in the imaginative realm, with frequent
references to the affective plane. Thus, the attributes of the visible seek to form
images within which various structures are revealed that refer to the natural
environment. The oscillations created between figurative and non-figurative forms
have a strong descriptive-illustrative feature that leads the viewer towards an
imaginary space supported by sinuous spatial structures.

The present research was intended to be the product of artistic and research
concerns structured from the general to the particular level, focusing on the field
of entomology, present to a certain extent in the creation of artists throughout the
history of visual arts. Aimed at highlighting the fundamental features that
particularize the theme of arthropods, the study seeks to point out relevant
particularities involving both historical connections and the definition of concepts
of representation of artistic creation.

Therefore, although the research of the thematic area evolves in a strictly
personal vision, supported by three technical ways of working, the arthropod
thematic highlights certain hypostases related to the aesthetic particularity of each
specimen, in the content there is a particular interest in the balance created
between the imaginary and the real plane. The deepening and elaboration of these
polyvalent directions of the creative act reveals a possible motivation of my affinity
for the different researches of arthropod representation and emphasizes the
symbolic character found in the iconographic area of visual arts.

At the projective level, thematic and technical artistic experiments prove to
be experiences that facilitate compositional variations of the images and exalt a
dynamic figurative area of the fusion process between scientific study and artistic

creation.
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In the elaboration and interpretation of the present research, the theme
beyond all, captures the problem of the visible and at the same time of the visual,
addressing certain theoretical and practical notions aimed at strengthening as
much as possible a broad assessment of the subject, thus, the fundamental
character of the arthropods, to travel a spectacular route in the magical world of

visual arts.
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Appendix

Figure 1. Laura Duduleanu, Illustration, watercolor, papercutting, paper impression. Private
collection

-

A L delues, 8 s
A~ SET
. o~
-

R e o B e

e A&\—-“ R e ?."cq PP S

- wiyien o e

&
o CH7S

Figure 2. Laura Duduleanu, Arthropods — Orthoptea, folio 3,
watercolor, paper impression, ink. Private collection
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Figure 3. Laura Duduleanu, Fly-Away, Figure 4. Laura Duduleanu, Chasing
papercutting, paper impression, Memories, watercolor, papercutting,
watercolor. Personal collection paper impression. Personal collection

Figure 5. Laura Duduleanu, In the Aftermath of Love, watercolor,
paper impression, papercutting. Private collection

53

——
| —



DOI: 10.47451/ her2021-05-002
EOI: 10.11249/ her2021-05-002

Tatiana M. Nosan

Associate Professor

PhD of Pedagogy

Department of Artistic Embroidery

High School of Folk Art

St Petersburg, Russia

E-mail: TMNosan@mail.ru

Local traditions of the Northern folk costume design of the
Olonets Province from the late 19th to the mid-20th century

Abstract:

The article is devoted to the original types of traditional design of the Northern folk costume
of the Olonets Province from the late 19th to the mid-20th century. The article deals with the
history of traditional folk costume, its functions: festive, ceremonial, professional, regional,
class, indicating the occupation and religion. The author analyzes the materials, various methods
of decorating the decor with embroidery, weaving, lace, as well as the ornament and colour
scheme of the costume. The general sources of studying the history of the folk costume are
works of fine and applied art, literary works and historical documents. The author concludes
that the constant appeal to the modelling folk costume creativity is very important for a modern
designer. The analysis of models created based on folk costume revealed various creative
approaches of artists to the use of folk motifs in a modern costume created in the process of
creative reinterpretation of folk traditions with regards to modern conditions.

Keywords: folk costume, creative activity, national characteristics, folk traditions, colour scheme,
cultural experience, information and aesthetic properties.

Tareaaa Muxarisosaa Hocanas
KAHAMAAT IIEAATOTHYECKIX HAYK
AoneHT KadpeAps

XYAOKECTBEHHOM BBIIIINBKH
Bsicrras 1mkoAa HAPOAHBIX UCKYCCTB
Canxr-IlerepOypr, Poccus

E-mail: TMNosan@mail.ru

AoxaasHuble Tpasunmu odpopmaeHua CeBepHOro HAPOAHOTO
koctroMa Oaonenkoi ryoepuann koHna XIX — Ao cepeannnr XX
CTOAETHA

Annomayus:

Crarp IIOCBAITNICHA OPUIMHAABHBIM BHAAM TpaAunuoOHHOTO odopmaeaua CeBepHOro
HapoAHOro kKoctioma Oaonenko# rybGepuHum konma XIX — Ao cepeamubl XX CTOACTHAL
PaccmarpuBaerca  mcropud  TPAAHMIIMOHHOIO — HAPOAHOIO — KOCTIOMa, €ro  (OyHKIIHH:
IIPa3AHHYHOIO,  OOPAAOBOro,  IPO(ECCHOHAABHOTO,  PErHOHAABHOIO,  COCAOBHOIO,
VKa3pIBaroIliasg Ha POA 3aHATHH U BEPOUCIOBEAAHHE. ABTOP AHAAHSHPYET MATEPHAABIL,
pasamdHble TPUEMBI OOPMACHHA AEKOPA BBIIIMBKOM, TKAYECTBOM, KPYHKEBOM, a TAKKE
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OPHAMEHT M IIBETOBOE pEIeHue KOCTIOMa. OCHOBHBIMH HMCTOYHHKAMH H3YYCHHA HCTOPUU
HAPOAHOTIO KOCTIOMA ABAAFOTCS IIPOU3BEACHUA H300PA3HTEABHOIO H IIPHKAAAHOTO UCKYCCTBA,
AHTEPATYPHBIC IIPOU3BEACHUA H HCTOPHYECKHE AOKYMEHTBL ABTOPOM CACAAHO 3aKAIOYCHILE,
YTO IIOCTOSIHHOE OOpaIlleHHe K TBOPYECTBY MOAEAMPOBAHHUA HAPOAHOTO KOCTIOMA AAf
COBPEMECHHOIO XYAOKHUKA-KOHCTPYKTOPa OYCHb BAKHO. AHAAU3 MOAECACH, CO3AAHHBIX HA
OCHOBE HAPOAHOIO KOCTIOMA, BBIABUA PA3AUYHBIE TBOPYECKHE IIOAXOABI XYAOKHHKOB K
HUCIIOAB30BAHUIO HAPOAHBIX MOTHUBOB B COBPEMEHHOM KOCTFOME, IIPH CO3AAHUH KOTOPOTO HAET
IIPOIIECC TBOPUYECKOIO IEPEOCMBICACHHUSA HAPOAHBIX TPAAHUIUMI C YIE€IOM COBPEMEHHBIX
YCAOBHI.

Krouesvie caosa: HapOAHbeI KOCTIOM, TBOPHYECKAA ACATCABPHOCTD, HAITUOHAABHBIC OCO6€HHOCTI/I,
HAapOAHBIC  TPAaAHUIIHH, OBETOBOE  PCIIICHIC, KyAbTyprIfI OIIBIT, I/IHCbOpMaHI/IOHHO—
3CTETHYECKHE CBOMICTBA.

Introduction

Modern artistic creativity is based on the study of trends in the historical
evolutionary development of a particular field, based on which the directions of
turther work are determined. The result of the creative activity of designers and
designers of clothing are often things addressed to a specific national motif, in
which modernity is organically combined with tradition and serves as a logical
continuation. The folk costume is the object of study and the basis of the creativity
of many specialists. The use of folk costume traditions largely determines the
position and directions when researching folk clothing. The development of
clothing goes in some sequence associated with the development of the material
culture of society.

The folk costume is one of the most popular and close to a person element
of ethnic culture. It is a kind of code that transmits information from the past to
the future. It is in traditional clothing that the cultural experience of the people is
accumulated and transformed.

Clothing forms the personal appearance, contains information about the age,
gender and ethnicity of an individual, his place of residence, social status and
profession.

The ambiguity of clothing is a broad research area in which the ethnic
significance of the costume is of particular interest. A costume can tell about the
era in which it was created, it can be considered as an element of culture, as a
universal attitude of a person to the world, through which a person creates the
wortld.

At the early stages of the development of society, a person used jewellery to
display his understanding of the wotld. The shapes or colour relations in the

costume in the leaves and skins form symbolized or repeated natural elements,
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imitated the animal world or biological processes and served as part of a ritual to
communicate with powerful gods commanding everything in nature to have mercy
and give good luck on hunting, a good harvest or health. It should say that the
symbols in the costume are rooted in hoary antiquity. They appeared
simultaneously with the birth of human social consciousness.

The folk costume should consider as a kind of cultural language due to the
ability to accumulate traditions, social and psychological attitudes, aesthetic
requests that reflect some way of life.

The word ‘costume’ came to Russia from France in the 18th century after
Peter the Great’s reforms. The very concept of a costume has been designated in
Russia since the 12th century by the Old Slavic word ‘attire’. Research shows that
the semiotic status of the costume continued to remain very high throughout the
19th century, i.e., it met both practical and symbolic requirements. Childhood,
youth, maturity, the transition from one age category to another, inclusion in the
system of family ties — all this, both in previous centuries and at the beginning of
the 20th century, continued to be reflected in folk clothing in a different form.

The costume includes everything that a person is wearing at the same time:
a dress, shoes, accessories, a headdress, a belt and jewellery, only if all this is
selected following the composition zones and the rules of harmonization.

So, a suit, which is a system of elements designed not only to protect a person
from environmental influences but also to reveal his personality with the help of
information and aesthetic properties, can be fully called a suit. Carrying an image
and idea, it speaks about the development level of the artistic taste of its owner,
his psychology, material possibilities and even about his inner state at some
moments of life.

The costume captures some characteristics of a particular culture. At the
same time, it is an intermediary between the types of cultures of different
chronological periods and ethnic groups, carrying out communication,
broadcasting and assimilation of some information, which is significant for this
culture.

Throughout the centuries-old history of its existence, the folk costume was
designed to organize the space around a person. Its functionality is determined by
a person to serve as a means of protecting him from the outside world. The
creative source that contributes to the renewal, expansion of the assortment, and
improvement of the quality of clothing is the Russian folk costume, as the richest
artistic and creative source of creativity. The scientific research of scientists, art

historians and specialists of traditional applied art is devoted to the traditional folk
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costume of the Russian North, Olonets Province: A.V. Bakushinsky, LY.
Boguslavskaya, N.P. Bozhyeva, N.P. Burmistrova, L.A. Dintsesa, A.P.
Zhuravleva, N.M. Kalashnikova, S.V. Lebedev, E.E. Knats, N.T. Klimova, A.P.
Kosmenko, A.V. Kislukha, G.S. Maslova, N.A. Rodionova, M.A. Sorokinna, V.A.
Faleeva and others.

The study of the traditional applied art of the Republic of Karelia, its types
in regional, historical, artistic and pedagogical aspects allows a comprehensive
approach to solving the problem of preserving the cultural and historical heritage
of the region.

The study of the factors of the folk costume evolution not only contributes
to the enrichment of scientific knowledge in costume history but also helps to
present the dynamics of the development of national and Russian culture. Russian,
Karelian and Veps folk costume trends combined with the regional and national
peculiarities of urban culture, observed in the cities of the Russian North and the
Olonets Province.

Thus, recreating different aspects of the history of the costume helps to more
accurately reconstruct the historical and cultural reality, which is especially
important when creating documentary and artistic works. Folk clothing from a
modern perspective is a prototype of design art and design solutions.

The variety of forms, types and layers of each complex of clothing, the bright
decorative artistic solutions, the originality of ornamentation and execution
techniques — all these are characteristic features of Russian folk costume for many
centuries.

The rich and unique collections of Karelian museums allow us to show the
beauty of the compositional solution of the peasant costume, and the
expressiveness of the decor of its components (hats, jewellery, shoes).

The object of the study was professional education, upbringing and
development in the field of modelling, design and technology of performing folk
costume, as one of the leading directions in the field of a new direction in the
modelling business.

The subject of the study was the content and methods of modelling, design
and technology, taking into account historically established traditions and the
modern social and cultural environment.

The purpose of the study was to update the content and methods of
modelling, designing and technology of performing folk costumes of the Russian
North, Olonets Province.

To achieve this purpose, the following tasks were set during the study:
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e give the concept of folk costume as an element of ethnic culture on the
example of the traditional costume of the peoples of the Russian North
(Karelia).

e  give a historical description of the northern folk costume of Karelia

e analyze the characteristics and features of the traditional festive peasant
costume of the Zaonezhsk and Pudozh counties of the Olonets Province of
the late 19th and early 20th centuries.

In the study course, historical, comparative and descriptive methods were
applied to achieve the purpose and solve the tasks.
The study used scientific works and works of specialists in the cultural

heritage and folk-art preservation N.M. Kalashnikova, R.B. Kalashnikov, L.V.

Kislukha, M.1I. Shumilova, etc.

1. Folk costume as an element of the ethnic culture of the Russian North
(Karelia)

Numerous monuments of peasant art have gained the glory of folk culture
and its national traditions in the Republic of Karelia.

Among them, a bright original element is a folk costume. It most fully
embodied the extraordinary skill of Northern women from the late 18th to early
20th centuries. The ethnographic orientation of the Karelian museums determined
the principles of the collection formation; numerous expeditions studied the
folklife in Kargopol, Pudozh, Zaonezhsk and Sheltozersk and other regions of
Karelia. Costume complexes, individual items, all kinds of additions are collected:
hats, jewellery and shoes.

Peasant clothing of the late 19th and early 20th centuries is presented quite
fully in the collection, especially women's clothing prevails, which serves as a
convincing proof of commitment to antiquity.

It should note that the shirt retained its primary importance until the end of
the 19th century was worn with a skewed or straight round sundress on the straps.
Girls and young women in summer wore a shirt as an independent type of
clothing, belting it or putting an apron on it (Fig. 22, 23). In the shirts’ design, the
previously established difference in the age and marital status of women remains.
They are divided into girlish (for a young woman before the birth of a child), for
mature age and old women, they differed in colour tone, the number of patterns

and the quality of the fabric.
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The North Russian complex with several sundress types was formed and
modified over many centuries under influencing regional peculiarities.

The character of the northern costume corresponded to the peasant
aesthetics. In the late 19th and early 20th century, it had many variants. It still
consisted of a shirt, a sundress, a belt, a headdress, shoes. Sometimes it was
complemented by an apron. Clothing was closely connected with the customs and
traditions of the village. Unwritten laws established what clothes to wear on
weekdays, what on Sundays, on patronal holidays, for a wedding, on the occasion
of mourning.

The everyday suit was comfortable and durable. Its most archaic part was a
shirt with gussets that did not restrict movement. Regional differences can be
traced to the example of Kargopol, Pinezh, Vologda shirts (Fig. 20).

The oblique sundress on armholes or wide straps is the most ancient type,
until the beginning of the 20th century, which existed in Pinega, was adjacent to
the later straight sundress, common in other regions of the region. The front and
back sundress panels were connected on the sides with additional wedges. The
straight front panel did not have a median seam. The collar and armhole were cut
out of a straight piece (Fig. 21).

A straight or round sundress was sewn from several straight canvases (from
4 to 7). From above, the excess fabric was collected in a small assembly and closed
with a narrow ribbon or a label. On the back, narrow short straps were sewn
together, and in front — separately. Ornaments in the form of decorative
embroidery, braid and the like were made on the hem and the chest (Fig. 24). It
was worn by the young and the elderly. The difference was that the young sewed
from light fabrics and the elderly — from dark ones.

The oblique sundress with a slit in the front with buttons and loops consisted
of strongly bevelled wedges that expanded the clothes. The front section was
decorated with calico with embroidery, fringe, buttons (Fig. 9). This type of
clothing was widespread in the 19th century in all provinces of the central regions
of Russia. It was called feryaz (from Arabic firaga) (Fig. 15).

A sundress with a cut-off bodice appeared in the late 19th and early 20th
century and was like a semi-dress. It was a straight skirt in an assembly to which a
sleeveless bodice was sewn with a zipper in the front and a small cutout at the
neck. Another kind of it was the bodice fitted only the back, and straight panels
tell to the chest in front (Fig. 10). The artistic features of the design of Karelian

sundresses were most fully expressed in the colour and ornamental solution,
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achieved by a harmonious combination of embroidery, sewn coloured strips of
tabric, purchased braid and braid (Fig. 25).

By the end of the 19th and beginning of the 20th century, it was characteristic
to replace complex labour-intensive embroidery, which played a leading role in the
design of shirts and sundresses, with a simpler decorative finish of colourful calico.

For the manufacture of everyday sundresses, coloured fabrics, ie., a
checkered or striped fabric, woven from yarn previously dyed in different colours,
were used (Fig. 11). The material for everyday clothes was linen, coloured fabrics,
and stuffing. Later they were replaced by calico.

Clothing carried not only utilitarian and aesthetic functions. Echoes of
ancient pagan ideas about the wotld are preserved in the costume. Clothing
protected a person from the external environment, and every detail of the
ensemble had some meaning. Labour holidays played a significant role in the
peasants’ life: harvest, the first pasture of cattle, haymaking. The well-being of a
peasant family depended on them. Linen Kargopol shirts with archaic embroidery,
harvest popodolitsa (women’s sloping suit of the Olonets Province) are of great
value in the collection (Fig. 28). The magical signs contained in the patterns of the
ornament, according to the ancestors, strengthened the protective role of clothing,
served as a tribute to the nurse-earth. A protected role was played by a belt made
in various manufacturing techniques that existed in the North.

The most expressive in the artistic and figurative solution is festive clothing.
The suit retained the traditional cut, but it was sewn mainly from more expensive,
purchased silk fabrics. He was more influenced by the city. The festive folk
costume of the Olonets Province at the end of the 19th century is extremely
beautiful in colour and unique like the decorative design (Fig. 14). With the spread
of factory cotton fabrics, wider and softer, shirts began to be cut without poliks,
L.e., cut details connecting the shelf and the back along the shoulder line (Fig. 29).

In the peasant environment, a voluminous, non-poly shirt appeared.
Sometimes such new-cut shirts from factory fabrics were made composite: the
upper part was sewn from calico, calico or coloured fabrics, and the lower part —
the mill — was sewn in an old-fashioned way from the canvas. Later, under the
influence of urban fashion, the composite shirt was divided into a jacket and a
skirt (Fig. 30). In turn, the sundress was transformed into a clothing type, close to
the city dress in tailoring during the 2nd half of the 19th century.

Thus, the social structure has always been an intensive search for new ideas
allowing us to anticipate their further development. So, the folk costume is not

only a bright original element of material culture but also a combination of various
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types of decorative creativity, preserved the characteristic traditional elements of

tailoring, ornamentation, use of materials and decoration.

2. History of the Northern Karelian folk costume

The cultural heritage of the Northern people, accumulated over the
centuries, is great and diverse. The products that have come down to our times
allow us to judge their high artistic significance, made by the hands of masters.
Such is the clothing, passed a long way in its development, closely connected with
the history and aesthetic views of its creators.

Peasant clothing most of all retained the features inherent in the national
costume in the past. It is because the ruling classes of Russia had to switch to the
mandatory wearing of European-style dresses by the decree of Peter I since the
early 18th century. Since the reform did not affect such a huge layer of society as
the peasantry, it is the peasant costume that becomes truly popular.

The formation of the composition, cut, and features of the ornamentation
of the Russian folk costume was influenced by the geographical environment and
climatic conditions, the economic structure and the level of development of the
productive forces.

An important factor was the historical and social processes that contributed
to creating specific forms of clothing, the role of local cultural traditions was
significant. The vastness of the settlement territory, the isolation of individual
places, the different natural environment and raw materials, the nature of customs
and living conditions were the reason for the emergence of various clothing
options. So, in women’s clothing, not excluding the abundance of its types and
types, two are distinguished: a shirt with a sundress with a magpie headdress, a
shirt with a sundress and a kokoshnik. The complexes differed in their
components, features of the cut and decor from each other (Fig. 13).

The evolution of the costume in the folk environment was slow, yielding
little to external influences.

By the early 20th century, the most common were: a complex with a
sundress, the North Russian, which existed in the Russian North consisted of a
shirt and a long sundress. The complex of a skirt with a jacket also became
popularly (Fig. 4).

Over the sundress, they wore a shower jacket — a short chest garment with
straps, in the cold season — a shugai in the waist with sleeves and a collar. With

such a costume, girls wore a headband or a crown, and married women — a one-

piece rigid headdress kokoshnik (Fig. 20).
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The folk costume division into everyday working, festive and ceremonial was
observed. Such clothes were always newer. They were more often made of
expensive fabric, made up of numerous items, and decorated more abundantly.
Festive clothing also had its regulations. One was worn on Sundays, the other on
large, so-called ‘annual’” holidays (Fig. 8).

Directly adjacent to it are ceremonial costumes’ variety: a betrothed gitl, a
wedding, a funeral (sometimes it is also a wedding) and others. It is characteristic
that a harvest shirt was decorated as lavishly as a festive one (Fig. 27). Ceremonial
clothing retained its ancient forms longer. Festive clothing was more often
influenced by fashion, especially urban (Fig. 1, 2). Everyday costume for
housework and in the field was made of durable fabrics and ornamented more
modestly. Clothing has always emphasized family and age differences (Fig. 6; 7).
The children’s costume was less complicated in execution and was made of more
affordable material.

There is a social moment in the composition and use of decorative materials
in folk clothing. In the wardrobe of a well-to-do northern peasant woman, there
were brocade sundresses, fur-trimmed soul guards, headdresses decorated with
peatls. In poor families, homespun prevailed, textiles, small river peatls, glass
beads, beads, bird down and dyed feathers were used as decoration (Fig. 12).

The described complexes, developed and existed for many centuries, were
subjected to changes in the cut, material and ornamentation in some cases.

So, in the second half of the 19th century, a shirt on a yoke, a sundress
‘Moskvich’ (Muscovite), a half-dress appeared under the urban influence (Fig. 27).

Since that time, in connection with the capitalistic development in the
countryside, the Russian peasantry has been experiencing a class stratification
process, affected its everyday way of life and clothing. The light industry
development, the flourishing of the factory cotton fabrics’ production, the growth
of the craft led to the transformation of women’s costumes, consisting of a skirt
with a jacket or a dress.

It applies primarily to the central industrial regions of the country (Fig. 37).
These changes were intensively occurring both among the poorest and richest
peasants. The sundress was preserved in remote and closed areas of the Russian
North.

The clothing of the male population of the Russian North, in comparison
with the female, was less diverse. Its main parts were a shirt, ports, a belt (Fig. 106).
As a rule, they were sewn from linen, hemp, woollen fabrics of home manufacture,

and from the second half of the 19th century — more often from factory fabrics.
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Compared to the multi-colour and multi-component women’s ensemble, the
men’s suit was much simpler and calmer in its colour and decorative solutions.
However, in the most solemn moments of life, shirts with various decorations
were used in them (Fig. 17).

The predominance of deaf tunic-like and wide straight swing clothes reveals
the desire to create a massive, slightly dissected form, a solid and extremely simple
silhouette in the pattern. Massiveness, as a rule, increases downwards, which is
emphasized by shoes — woven bast shoes, large boots in the assembly and heavy
shoes, which were sometimes worn on seven or eight pairs of thick woollen
stockings.

The waist in a traditional women’s suit is not emphasized but is hidden by all
sorts of bibs. Of great importance is the headdress, which strongly accentuates the
face.

The preferred colours are white and red, but the clothes of wealthy
northerners, usually made from purchased expensive fabrics such as damask and
semi-brocade, in which great importance is attached to the shine and shimmer of
gold and silver threads, the iridescence of mother-of-pearl and peatls.

The intensity of the colour scheme had increased by the 20th century. It was
partly due to the use of aniline dyes and factory fabrics. The outerwear was
distinguished by the naturalness of the colour (black, brown, dark yellow, grey and
blue krashenina, i.e., coarse home-made dyed fabric) and relatively little decorated.
A man’s suit, except for outerwear, follows the proportions and divisions of the
human body.

Various removable jewellery played an important role in girls’ and women’s
costumes: earrings, bibs, gaitans, back and waist pendants. For the northern
regions of Russia, either necklace of the collar is characteristic, tightly fitting the
neck and representing wide nets made of mother-of-pearl, pearls and white beads,
or strips of canvas embroidered with the same materials supplemented with
coloured glass inserts, ribbons.

For several centuries, buttons have been a traditional attribute of clothing.
They were intended not only for buttoning it but also for decoration. Buttons were
made of various metals and decorated in a very diverse way. In their
ornamentation, engraving, black, filigree, grain, inserts of glass and stone,
embroidery with small pearls and mother-of-pearl were used.

Since ancient times, a belt woven or decorated with bright embroidery, which
gave special solemnity and significance to events, was considered an obligatory

accessory of women’s and men’s costumes. A belted shirt or outerwear fits more
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tightly to the body, and the belt, thus, warms the clothes; in addition, things
necessary for household use were attached to the belt. It could be a flint, a pouch,
combs, knives, keys, needlers. Walking without a belt was considered a ‘sin’.

The Karelians had some beliefs, associated with the belt that it allegedly
protected from “evil spirits”, served as a talisman against “damage and the evil
eye”. It served as a wedding gift to the groom’s relatives from the bride. It was
given to the sister-in-law or another relative of the husband. In peasant families,
elegant belts were inherited and carefully preserved.

Festive belts differed from everyday ones in the brightness of colours and
decorations. Belts of young women and girls were made the most elegant,
decorated with tassels at the ends (Fig. 31). The terminology of belt patterns is
currently Russian and is associated with the technique of weaving. Often there are
‘patterns’ of Russian letters that make up phrases: “Whom I love, I give”, “I love
cordially, I give forever”, “My dear, do not forget to wear, I give to do not lose”,
“A blue-winged dove will fly up to a cute little house, give her a belt. To wear the
venerable Paraskovya Raldobina, not to lose, not to stop loving, not to beg for
wishes, I give someone whom 1 love.” (Kargopol County, the village of
Skopinskaya) (Fig. 32). Sometimes the words of prayer were woven on the belts
or samples of individual letters were copied. The main function of the belt was to
include a person in the cultural space and the manifestation of his social status. A
tied belt accompanies a person throughout his life.

The belt was considered a sacred object because it was given to everyone at
baptism. The belt carried a powerful layer associated with the theme of fertility,
sexual strength, childbearing, etc. It was a strength symbol when applied to the
masculine principle in man and a symbol of virginity when applied to the feminine.
The belt ritual significance in the traditional culture of the Russian North, Karelia,
has been preserved to this day, especially among the Old Believers.

The basis of the traditional men’s costume of the 19th-century Northern
Karelians was shirt and trousers made of thick canvas at home. Researchers
regarded it as the influence of the Finnish tradition. The composition of the men’s
costumes everywhere included a shirt, ports (trousers), a belt, shoes and a
headdress. Everyday clothes were sewn from homespun checkered or striped
coloured fabrics or padding, and at the same time, they were almost not decorated.

The men’s suit also includes caftan-type outerwear (Fig. 19). The clothes of
the simple and rich people were distinguished by the dignity of the material and

decoration. Men’s kosovorotki and fur coats were belted with narrow and wide
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belts. Many men used narrow fabric belts with small geometric ornaments. North
Karelians’ trousers were sewn from grey homemade thick cloth.

Any peasant costume was necessarily complemented with shoes, woven or
leather. Like outerwear, shoes were almost the same for men and women and
differed only in size and jewellery. Its most common type was Russian oblique
bast shoes of various types made of bast or birch bark.

The most primitive were pistons, sewn from one or two pieces of leather and
fastened to the leg with straps or ropes threaded through the slots. Pistons were
working shoes. In the late 19th and early 20th centuries, they were worn in the
northwest and south of the country where bast shoes were not widely used.

Women’s leather shoes compared to men’s were more decorative and
structurally diverse. Typical for the southern regions, ‘cats’, i.e., women’s shoes
such as ankle boots, were worn with stockings and braids. Cats are solid leather
shoes with rounded or trapezoidal noses, with high heels. Unlike everyday shoes,
they have always been richly ornamented with appliques of multi-coloured
morocco, cloth, sequins, tinsel thread.

In addition to the costume in the cold season, women had knitted thick wool
and thread stockings, plain, striped or patterned. Girls of marriageable age, as a
rule, wore several pairs of such stockings at the same time to make their legs look
tuller since fullness was the general measure of peasant beauty among the people.

In winter, felted shoes were worn, e.g., felt boots and wire rods, which
appeared at the early 19th century. In the Russian North, fur shoes were worn.

Throughout the 20th century, huge changes took place in the country. The
development of the economy and culture had a strong impact on the costume.
Today, throughout the territory of Karelia, the population wears urban-style
clothing, made mainly by factory methods because the development of the textile
and light industry and growth of prosperity led to the disappearance of the
traditional national costume.

However, even today, mainly in rural areas, in some areas of the North, there
are complexes of folk clothing that are carefully stored and worn for weddings
and festive festivities. To a large extent, the folk costume is used in folklore
ensembles and amateur performances. Fashion designers often turn to it, creating
samples of modern clothing.

In cold weather, Russian women wore a shower jacket. It was a short loose
jacket, gathered in the upper part in small folds, which, like the sundress, was held
on the shoulder straps (Fig. 20).
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In the northern regions, the soul guards also had the names ‘korotena’,
‘feather’, ‘epanechka’, sheepskin coat. The shower shelves were straight. There
were tubular pinches on the back (Fig. 3 a, b). At the top, it had a figured cutout
with a cape, to which straps were sewn. The shower jacket was very lush in the
lower part and only slightly covered the waist. It was worn over a sundress and a
shirt, sewn from expensive patterned fabrics and trimmed along the edge with a
decorative border. Especially elegant were the soul guards made of crimson velvet,
thickly embroidered with braid or gold thread. The soul guards were part of the
testive set of clothes. They were typical for residents of rich villages, as well as
townspeople and merchants. Swinging shugai (such as a jacket) with sleeves were
quilted on cotton wool, a large turn-down collar and sleeves were trimmed with
metal fringe or inexpensive fur. Jackets ‘fur coats’ were sewn from expensive silks
and furs (Fig. 18). Mainly from homespun and calico, armbands were made —
sleeves with a jumper, characteristic of everyday clothing. Being an original
national dress, soul-livery often returned to the fashion of later times. In the
northern regions, soul guards, which were also called ‘korotena’, ‘epanechka’,

sheepskin, were made of brocade or scatlet velvet, embroidered with braid or gold
thread.

3. Traditional festive peasant costume of Zaonezhsk and Pudozh counties
of Olonets Province (the late 19th and early 20th centuries)

The Zaonezhans, who live beyond Lake Onega, on the territory of the
Zaonezhsk Peninsula with the inhabited islands adjacent to it, have become a
numerous and preserved territorial group of Russians.

The richness of details of the festive women’s Zaonezhsk costume: (muslin
sleeves, pearl necklaces, scarlet ribbons, woven with gold threads, silk shawls,
brocade sundresses), indicates that the Zaonezhsk costume dates back to the 18th-
century boyar costume, consisting of a shirt, a sundress, a shower jacket and a
headdress. The specificity of the traditional peasant costume was associated with
the aesthetic ideas of the peasants about female beauty.

A woman of strong physique, healthy, capable of hard physical labour was
considered beautiful, and the traditional costume fully corresponded to this
aesthetic image.

Loose-fitting clothes with individual details and an abundance of folds on
the back of the sundress gave the female figure a special significance.

Folklore collector P.N. Rybnikov described a Christmas conversation in the
village of Shunga in the 1860s: “The rich are dressed in red brocade and damask
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sundresses, tied at the waist with a belt of ribbons, and thin shirts with Polish
(short) sleeves. On their necks, they have colourful scarves that do not cover the
pearl necklace; in their ears are large peatl earrings; on their head is ahem, i.e., a
net of horsehair, made of pearls, which frames the forehead like lace and goes
down to the ears. The bottom consists of several lace fees, and the richer the girl
— the more fees in the grid. Some have a bang, i.e. a crown made of peatls, in
addition to a net” (Kalashnikova, 1999).

No less picturesque are the guys in blue caftans and undercoats, and
“boatmen, i.e., those who go to St Petersburg to work, have discharged themselves
in long frock coats and even in a pal-merston coat” (Rybnikov, 1989-1991).

As follows from the description, the basis of the festive women’s
Zaonezhsky costume was a shirt and a sundress. Festive shirts were made of thin
material, factory cloth, muslin. At the collar, the shirt was gathered on the counter,
the sleeves were lush with a frill trimmed with lace. Since the mid-19th century,
short (Polish) sleeves up to the elbow have become fashionable (Mainov, 1877),
which gitls tied up with ribbons when going for a walk. Since the 17th century,
‘round’ or ‘straight’ sundresses have been replaced by oblique wedge ones.

They consist of several pieces of fabric sewn together and assembled into a
fold under a small covering. Festive sundresses were sewn from damask or
brocade, wool, as well as blue factory cloth, known as French (Mainov, 1877). On
top of the sundress, a shower jacket was put on loose clothing made of elegant
fabric (most often brocade), held on straps that converged from behind to the
centre of the back. The showerhead back was laid with huge tubular folds. A thin
silk handkerchief was thrown over the shoulders. Its ends were removed behind
the sternum of the soul-killer. In addition to the festive costume, there were pearl
necklaces, pearl brooches. A handkerchief or a shower head was pinned on the
chest, gold bracelets, rings and rings with them. The old festive outfit of girls
(sundress, shower jacket, netting) was considered a bride’s costume in the second
half of the 19th century (Kalashnikova, 1999; Kuznetsova & Loginov, 2001).

This tradition was preserved until the 1930s. In the early 20th century, girls
wore a full suit on big evenings (Tuesday, Thursday, Sunday). Pearl jewellery and
ribbons were not worn on small evenings (Friday, Wednesday) (Kalashnikova,
1999).

There was also a local fashion: in the 1920s, in the vicinity of Kizhi and
Sennaya Guba, girls wore white sundresses and red shirts for big evenings. The
colour of sundresses also differed on big church holidays: red for Christmas, white
and blue — for Easter, green — for Trinity (Kalashnikova, 1999).
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Another kind of festive costume of Zaonezhye, which appeared in the late
19th and early 20th century in the village under the influence of urban culture, was
a couple of dresses (Fig. 38).

The pair consisted of an elongated skirt and Cossack, a short-fitted blouse,
trimmed at the bottom with a peplum with puffed sleeves narrowed to the wrist
(Kislukha, 2006).

A significant role in the spread of urban fashion was played by the
development of the clothing industry, home sewing machines’ invention and the
appearance of aniline dyes that reduced the cost of fabric colouring at the late 19th
century (Fig. 35).

Men’s festive peasant costume of the late 19th and early 20th century
consisted of a cloth caftan or jacket, cloth ports, vest, shirt, neck scarf and
headdress (hat or cap). Holiday boots were always worn black from chrome
leather. On weekdays, “boots are always chosen made of white leather, which,
according to residents, never gets wet, and black leather is worn, and you will not
see anyone in boots made of black goods until the holiday when you cannot do
without it to walk along the street” (Mainov, 1877).

The Zaonezhan men were dapper and liked to dress up to spend holidays.
According to the apt remark of V. Mainov, Zaonezhan “peasant is ready not to
eat, just to make money for a new one” (Mainov, 1877).

The description of P.N. Rybnikov also testifies to the specific panache of the
Zaonezhan guys on holidays: “The guys were placed from the red window to the
honourable corner... They are wearing blue caftans and undercoats, and the
boatmen, i.e. those who go to St Petersburg to work, have discharged themselves
in long frock coats and even in a Palmerston coat” (Rybnikov, 1989-1991).

It follows from the above: the men’s festive costume of the late 19th and
early 20th centuries has undergone significant changes under the influence of
urban culture. It was a consequence of the social and economic situation of the
peasant in the 19th and 20th centuries, associated with the departure to large cities,
especially to St Petersburg. The Zaonezhan woman continued to remain the
guardian of the way of peasant life. Therefore, the women’s costume at the
beginning of the 20th century continued to preserve its traditional appearance and
was less changed than the men’s.

The Zaonezhan women’s costume preserved in its appearance the aesthetic
image of a woman of Ancient Russia and the features inherent in the boyar
costume of the 17th century. Through a couple of dresses, it joined the new

bourgeois culture of the second half of the 19th century.
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The men’s festive costume has preserved only the basis of the Old Russian
costume — the ports and the shirt. In the rest of its features, it has completely
acquired the features characteristic of the petty-bourgeois urban culture of the
second half of the 19th and early 20th centuries. The Museum of Fine Arts of
Karelia has 150 items of the folk costume of the 19th and early 20th centuries.

Since Russians, Karelians, and Veps have lived on the territory of Karelia
since ancient times, the traditional costume of these ethnic groups reveals many
common features formed due to long and close cultural relationships. The basis
of women’s costumes throughout the territory of Karelia was a shirt and a
sundress. The shirt consisted of the lower part (stanushka) and sleeves (Fig. 34).
The sundress was worn obliquely or round. Young girls and women preferred
light-coloured clothes; mature women wore darker clothes. The outfit of a girl,
young married woman and mature woman, additionally to the colour scheme,
differed in the shape of the headdress. Russian clothes in Zaonezhye differed from
those worn by Russians in Pomerania, and the costume of the Olonets Karelians
differed from the White Sea ones (Fig. 33). The differences were in the details of
the cut, the width or length of the sleeve, in the decoration of the costume, in the
hats.

The festive costume of a young girl from the Pudozh County consisted of a
shirt and around sundress. A long women’s shirt of the late 19th and early 20th
centuries was sewn from two parts. The upper part was made of white cotton with
red polka dots, and the lower part was made of four straight canvas panels. The
sleeves were ‘gathered’ above the elbow, and the edges were trimmed with thin
white lace. The hem of the shirt was decorated with embroidery in the form of a
geometric ornament, a narrow strip of calico (cotton fabric painted in bright red)
and lace. It was believed that embroidery, located near the open areas of the body,
was not only a decoration of clothing but also a talisman.

Around or ‘straight’ sundress was sewn from two elongated panels in front
and three panels reaching to the waist from behind. Such a sundress was called
‘with a breast’ or ‘front’. The narrow straps and the upper edge of the sundress
were trimmed with a white braid (Fig. 5). The hem was decorated with a wide frill
with white lace and embroidery located on the lower edge. The combination of
the bright red colour of the sundress and embroidery, as well as the use of white
lace, create a bright, festive image. The festive girlish costume was complemented
by a belt and a headdress in the form of a silk ribbon or an openwork crown with

a hem.
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Thus, the constant appeal to the creativity of modelling folk costumes for a
modern design is very important. The analysis of models created based on folk
costume revealed various creative approaches of artists to the use of folk motifs
in modern costume when creating which there is a process of creative rethinking

of folk traditions taking into account modern conditions.

Discussion

The revival and development of traditional artistic culture are fundamental
in individual education, which is impossible without high works of traditional
applied art.

Folk costume of the Russian Notrth, Olonets Province, based on the
execution technology, correlated with specific regional features. The development
of this trend in traditional art, expressed in styles variety of modern life and high
world fashion, requires the reform of professional education and the analysis of
the training content in this area.

One of the most important components of understanding and preserving the
historical-artistic tradition is the revival of ancient technologies. That is the
renovation, which allows students to spiritually penetrate the essence of the work,
master the aesthetic and cultural experience of generations, their values and
achievements, recreate lost (forgotten) technological techniques of embroidery,
creatively comprehend the principles of artistic heritage.

In this regard, it is particularly relevant to continue the study of the
peculiarities of creating and modelling costumes of the peoples of the North, in
particular, the peoples of Karelia, and in-depth work in such areas as:

1. Studying the works of art of the peoples of the North in the museum fund
of local historical and cultural organizations.

2. The study of individual standard samples of the ancient Karelian folk
costume to describe its structural, compositional and technological features

of execution in detail.

Conclusion
In 1900, thousands of peasants left the Olonets Province to go to St
Petersburg, where they worked as carpenters, shoemakers and tailors. Several of
them were widely known. Vasily Bogdanov, the Karelian from the village of
Kinelakhta, Olonets Province, gained a reputation in the capital as the best tailor

of the imperial house, was awarded silver and gold medals by the Russian Emperor
Alexander II for his work (Shumilova et al., 2008).
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The First International Exhibition of Historical and Modern Costumes was
held in the Tauride Palace in St Petersburg in 1902

It was organized by the Ministry of Agriculture and State Property and was
under the august patronage of Empress Alexandra Feodorovna. The All-Russian
Handicraft exhibition was a genuine celebration of national labour and art. It had
a wide resonance in the press. Contemporaries wrote: “The Russian capital... was
amazed and amazed, contemplated the fruits of folk art. She could not have seen
it, that this creativity in the exhibition, as a synthesis of folk thought and folk
labout, is looking for a way out on a wide road” (Nikitin, 2004).

The Olonets Provincial Committee took part in the exhibition, which sent
up to 30 women’s costumes from Kargopol and Pudozh counties. For them, it
received a first-degree Diploma (National Museum of the Republic of Karelia, No.
8623). The Russian North was represented by samples of costumes, embroidery,
lace, towels from the Olonets 3rovince and private collections. Among the
samples of urban clothing, there are products made in the workshops of St
Petersburg, London, Paris, as well as sewn by local tailors of Petrozavodsk, Ladva,
Pudozh at the early 20th century.

Karelia was awarded a diploma of the first degree to “the Olonets Provincial
Statistical Committee for interesting costumes of the peasants of the Pudozh and
Kargopol counties”. The diploma gave the right to receive the ‘gold” medal of the
exhibition (Fig. 39, 40).

Thus, the exhibition visitors were amazed by the grandiosity of the branch of
national labour, which employed a multimillion part of the rural population of
Russia. Contemporaries noted that for the first time, they learned here that the
products they purchased in city stores under the guise of factory products and
brought from abroad, in many cases, are made by peasants of distant villages, the

Olonets Province.
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Appendix

Figure 1. Festive women’s costume  Figure 2. Festive women’s Urban

‘couple’. The early 19th century. costume ‘couple’. The late 19th
Olonets Province, Kargopol and early 20th century.
County. Jacket and skirt made of Arkhangelsk. Jacket, skirt, cotton
cherry-colored silk, satin fabric fabric, tulle
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Figure 3. A girl’s costume, a). Front view; b). Rear
view. The late 19th and the early 20th century.
Arkhangelsk Region. Shirt: ‘Collar’ (shirt), muslin
fabric. Skirt: semi-parcha fabric, calico, braid, braid.
Dressing: cardboard, silk, braid, metal fringe, foil,
artificial pearls, mother of pearl, sewing, knitting

Figure 4. Vepsky women’s suit. The Figure 5. Women’s sarafan, Northern

late 19th and the early 20th century. provinces of Karelia, the early 19th
Karelia, Sheltozersk Museum. It century. Consists of: silk, linen, metal
consists of a jacket and a skirt of thread, gold braid

cherry-coloured satin
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Figure 6. The sundress is an Figure 7. The costume of a young

oblique-wedge swing. girl of the Arkhangelsk Region.
Petrozavodsk. The late 18th and The early 19th century. Shirt:
early 19th century. Linen fabric, cotton, lace. Sundress: linen
coppet, silk cord sewing, canvas, hand-printed, girlish
embroidery bodice and front crown: silk, lace, coloured glass,
floors lined with gray canvas glass beads, artificial pearls

Figure 8. Wedding girl’s costume: Figure 9. Festive girl’s costume:
ceremonial shirt ‘healer’, bright red ‘Sleeves’ — shirt: calico fabric. The
cloth oblique-wedge sundress — sundress is oblique-wedge and
‘ponitok’. The middle and late 19th swinging: the fabric is silk taffeta.

century Arkhangelsk Region. The late 19th century. Olonets

Province, Kargopol County
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Figure 10. Women’s harvest suit. The Figure 11. Women’s reaping

early 20th century Olonets Province, suit. The early 20th century.
Kargopolye. Shirt, sundress: linen Olonets Province, Kargopolye.

fabric, coloutred fabric, kumach, calico, Shirt, sundress: linen fabric,
hand weaving. coloured fabric, kumach, calico,

hand weaving

Figure 12. Women’s festive Figure 13. A gitl’s costume. The
costume of the early 19th late 19th and early 20th century.
century. Olonets Province Arkhangelsk Region




Figure 14. Women’s festive Figure 15. Feryaz. The early 19th century.
costume. The late 19th century. Women’s outerwear such as a sundress
Olonets Province made of red, blue canvas, cloth ot silk

Figure 16. The suit is for men. Figure 17. Men’s festive shirt. The late 19th and
The late 19th and early 20th early 20th century. Arkhangelsk Region, Pinezh
centutries. Olonets Province County
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Figure 18. Women’s fur coat. The second half
of the 19th century. Arkhangelsk Region. Fur

of sable, marten, ermine, fox, arctic fox

Figure 20. A girl’s festive costume. The
late 19th and the early 20th century.
Arkhangelsk Region. ‘Collar’ (shirt)
made of ‘muslin’ fabric. The skirt is

made of half-parchment and calico for

lining, braid, braid. Headband

(headdress): cardboard, silk, braid, foil,

peatls, mother of peatl, sewing, knitting
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Figure 19. Zipun, i.e., unisexual
outerwear. From the 17th to the
20th centuries. Factory cloth, woven
belt — sash

?’ il :

4

Figure 21. A festive girlish sundress
of early 19th century. Olonets
Province. Kargopol County. Damask,
canvas, krashenina (lining), metal lace
and cord, silver buttons with
embroidery

'
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Figure 22. A gitl’s costume. The late Figure 23. A gitl’s costume. The
19th and early 20th century. late 19th century. Details of a
Arkhangelsk Region. The late 19th woman’s shirt. The second half of
century. Olonets Province the 19th century. Russian North

Figure 24. A festive girlish sundress.
Medvezhegorsk, Pudozh County. A) Front
view. B) Rear view. Kumach fabric, cotton
thread, embroidery ‘tambour’. The late 19th

century.
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Figure 25. Women’s ceremonial Figure 26. Women’s shirt. The early
costume. The early 20th century. 20th century. Olonets Province,
Olonets Province, Kargopol Kargopol County. Olonets sewing
County. It consists of a shirt
‘pokosnitsa’, a sundress
‘kumachnik’ and a belt

Figure 27. Shirt ‘pokosnitsa’. The Figure 28. Shirt ‘pokosnitsa’. The
late 19th and eatly 20th century. late 19th and eatly 20th century.

Olonets Province, Kargopol County. Olonets Province, Kargopol
It consists of two patts. County. It consists of two parts.

——
| —

79



Figure 29. Shirt ‘pokosnitsa’. The
late 19th and early 20th century.
Olonets Province, Kargopol
County. It consists of two parts

T T s

Figure 31. Woven Belt
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Figure 30. Skirt. The early 20th
century. Olonets Province, Kargopol
County. It is sewn from five straight

strips of red kumach, assembled

from above under a belt-strap. The
hem is decorated with embroidery in
the technique of ‘tambour seam’

Figure 32. Woven Belt
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Figure 33. Festive women’s costume
of the late 19th and early 20th
century. Olonets Province, Kargopol
County. It consists of a shirt and a
sundress ‘nabivalnik’

Figure 34. Women’s ‘sloping suit’. The
early 20th century. Olonets Province,
Kargopol County. It consists of a shirt
‘pokosnitsa’ and a sundress. The upper
part of the sleeve, made of cotton

fabric, calico. The lower part (the mill)

is sewn from homespun linen. The hem
is decorated with colored embroidery

‘tambour’

Figure 35. Festive women’s costume of
the early 20th century. Olonets
Province, Kargopol County,
Arkhangelsk Region. It consists of a
jacket and skirt made of dark blue satin
with a white floral pattern

Figure 36. The costume of a young
woman ‘couple’. The late 19th and
early 20th century. Olonets Province,
Kargopol County, Arkhangelsk Region.
It consists of a jacket and a skirt made
of blue silk jacquard fabric
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Figure 37. Wedding costume of a
peasant woman, ‘couple’. The early
20th century. Olonets Province,
Kargopol County. It consists of a
jacket and skirt, pale turquoise silk
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Figure 39. Diploma of the first degree to “the Olonets
Provincial Statistical Committee for interesting costumes of
peasants of Pudozh and Kargopol counties at the International
Exhibition of Historical and Modern Costumes” in the Tauride
Palace in St Petersburg in 1902-1903.

Figure 38. Festive women’s costume.
The early 20th century. Olonets
Province, Kargopol County. It consists
of a ‘seven-stitches’ jacket and skirt,
made of silk fabric with a lilac tint
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Figure 40. Gold Medal of the Statistical
Committee for participation in the
exhibition of historical costume in St
Petersburg in 1902-1903.
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CraTps ITOCBAIIICHA PEAAHSALINN YHUKAABHBIX IIPAKTITIECKIX METOAOB PECTABPALIIH IIPEAMETOB
ACKOPATHBHO-TIPUKAGAHOIO HCKYCCTB2, KOTOpasd ABAACTCA BaKHOW paboToi B cdepe
COXPaHEHUA KyABTYPHOIO HACACAUSA B CBA3H C TEM, YTO T4 TeMa IPAKTUYICCKU HEHCIEPIIAcMa,
KaK AASl HCCAGAOBATEACH, HCKYCCTBOBEAOB, TAaK M AASl PECTABPATOPOB-UcHOAHUTEACH. [Tpeamer
HICCACAOBAHHA ABAAAACH OBITOBAA CapoBas 30A0u€Has MmeOeAp Poccuu XIX Beka. Lleas mmpoekra
OBIAO  BO3BpAILCHHE CAAOBOMY CTYAY OKCIIO3HUIIMOHHOTO BHAA AASl  AAABHEHIIIETO
HCIIOAB30BAHUA €r0 B 3aAaX My3esl, KaK IIPEAMETA CAAOBOTO MeOeABHOrO HcKyccTBa XIX Beka.
AAf TOHIMAHIA TIPOOAEM PECTABPALIMH AAHHOIO IIPEAMETa MEOCAH aBTOP CTATBU OOPATHACH
K IIyOAHKAITHAM HCCACAOBATEACH, ITOCBAIIIEHHBIM ACIIEKTAM CO3AAHISA, OTACAKH M PECTABPALIIH
meOean XIX Bexka. ABTOPOM ITOAPOOHO IPEACTABACHBI 3TAIIbI PECTABPALIMH MEOCAH. A TaKKe
TEXHOAOTHH, IIPUMCHACMBEIC AAS AAHHOTO BHA2 BOCCTAHOBHTEABHBIX paboT. B pesyabrare
IIPOBEACHHOH KOMIIAGKCHOHM pPEeCTaBpallii CaAOBOIO CTyAa C POTAHIOM MacCTEpOM-
pecTaBpaTOpOM OBIA IPHOOPETEH ONIPEAEAEHHBIN ITOAE3HBIN TEOPETUIECKUH OArazK 3HAHUI 110
TEME H IIPAKTHYCCKUH OIBIT PabOTHl C IIPEAMETOM ACKOPATHBHO-IIPHKAAAHOTO HCKYCCTBA,
HMEBIIIETO XaPAKTEPHBIE TOABKO AAf HETO OCOOEHHOCTH TEXHUYECKOIO COCTOSHUA U METOABI
PabOTBI C HUM I10 BO3BPAILIEHUIO CTYAY 3CTETHYECKOIO U 9KCITO3UITHOHHOTO BHAA. Marepuansr,
HU3AOKEHHAA B CTaTbE, OYAYT IOAE3HBI AAf IIPAKTHUKYIOIIUX PECTABPATOPOB M HAYHHAFOIINX

MOAOABIX CITCITMAAMCTOB.

Koarnwueswvie ca06a: capoBas 3osouénas MeOeab XIX Beka, IAAHIIEBOE U MATOBOE 30AOYCHUE,
IMATAITAA TIO30AOTHI ITIOTAABIO, TOHHPOBAHHE, 3aINTA ACKOPATHBHBIX IIOKPBITHII OT

OKHCACHMA.

Introduction

Restoration of objects of decorative and applied art is an important work in
the field of cultural heritage preservation because the topic is almost inexhaustible,
both for researchers, art historians and for restorers-performers. In the
expositions and collections of various museums, an enormous number of pieces
of furniture of different styles and eras are stored. Many of them have lived a long
and not always safe life for their safety. Some items came to museums from private
collections or were received by museums as extortionate property after the death
of private owners.

The use of furniture items in everyday life was not always correct concerning
the finish, often high-quality in the manufacture, but suffered as a result of the
lack of careful attitude to it when using. Often these items were subjected to
unprofessional ‘restoration’, which consisted of applying bronze paintwork. To
perform this ‘restoration’, the owners took a bronze powder, diluted it with the
tirst varnish that came to hand, the resulting composition was casually applied to

the surface of worn places, or in general, a solid thick layer was painted over
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everything in a row, thereby distorting the once neatly executed original authot’s
tinish of the object.

When entering the restoration workshop, the subject was comprehensively
examined by the master first visually, and its detailed photo-fixation was made,
both of general types and of its characteristic defects, which were subsequently
corrected by the master restorer himself or with his associates, restorers of other
professions. If there were any questions about the technological plan, analytical
studies of the soils and finishing layers, both historical and post-construction, were
carried out to select restoration materials and select the restoration methods
necessary in this case through the correct experimental work.

The subject of the study is household garden gilded furniture of 19th-century
Russia.

The project purpose is to return the garden chair to its display form for
further use in the museum halls, as an object of 19th-century garden furniture art.

Project objectives:

e  conduct a comprehensive study of a piece of furniture of the 19th century

with the definition of its style and purpose of use;
e  identify the technologies used on the piece of furniture in its manufacture,
e  determine the materials of the historical decoration of the object,

e  identify new construction materials that have appeared as a result of the use

or operation of the item,

e  conduct experimental work to develop a methodology for the conservation

and restoration of the object,

e  carry out the conservation and restoration of the object, according to the
compiled methodology.

The theoretical research consists of the study of analogue objects and the
technology of their manufacture and decoration based on historical literary
sources and familiarization with the restoration documentation related to the
conservation and restoration of similar pieces of furniture with the same historical
tinish as the one obtained for restoration.

To understand the problems of furniture restoration, the author of the article
turned to the researchers’ publications devoted to the aspects of the creation,
decoration and restoration of 19th-century furniture. Among the sources of
information, the general role was played by Daniel Alcouf’s work Restoration of
Furniture in translation from the French language. In this book, there are many

recipes and technologies for finishing furniture, which is necessary for performing
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a sequence of restoration operations and applying finishing materials. The
necessary book in every restorer work is Chemistry in Restoration by the authors M.K.
Nikitin and E.P. Melnikova, published in 1990 in Leningrad and still very popular
among restorers of many professions related to museum restoration. The
collection of the course of lectures Restoration Materials, edited by T.S. Fedoseeva
and published in Moscow in the Indrik publishing house in 2016, was useful, too.
The book of the senior researcher of the State Hermitage T.M. Sokolova Ornament-
the Handwriting of the Epoch, published in 1992 in the Aurora publishing house helps
the restorer in establishing and clarifying the style of the work based on the
characteristic features of the subject of restoration. S#yles of Furniture by D. Kes,
published in Budapest in 1979 by the Hungarian Academy of Sciences publishing
house, is a kind of encyclopedia that allows restorers to find answers to many
questions when attributing museum exhibits. A great help in the work of the gilt
restorer is provided by professional publications on the subject of the work
performed: Gilding, Silvering and Bronzing on Wood by L.P. Schmidt, printed in 1903
in Moscow in N.N. Bulgakov’s printing house. Similar in name and contentis V. A.
Antsov’s publication, which is a practical guide for carpenters, furniture and frame
makers, also released in Moscow in 1911. One of the most popular books on
gilding, which gives answers to many questions, is A.S. Nikolaev’s book Works of
the Gilder published in 1947. It describes in detail both the technological processes
and the classification of restoration materials used for gilding on various base
materials, which are different, is widely presented. A more modest section on the
execution of gilding in A.Y. Revo’s book Painting and Artistic and Decorative Works
(Moscow, 1947) still gives irreplaceable tips for a modern master restorer on
gilding on poliment, offers a Leningrad recipe for this composition and the
working technology with it on works of decorative and applied art. The joint work
of S.I. Vanin and S.E. Vanina Technique of Furniture Artistic Finishing, published in
1940, gives an idea of the many options for finishing furniture that can meet the
restorer in the course of his practical work, to help the master in solving many
questions that arise in the work. From the professional literature of the past years,
it should mention the 19th-century publications Gilding and Silvering of Wooden
Products by two different authors V. Lermontov and K.A. Kaznacheyev, published
in St Petersburg in 1890 in the series Craft Newspaper.

1. Introduction of the master to the subject of restoration
A few years ago, I was offered to restore a garden chair with rattan on the

seat, which was in the museum’s collections. The purpose of the restoration was
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to return it to the exposition view. The restoration task was to restore the
decorative decoration of the 19th-century monument of the in the authot’s
manner. As time and work have shown, this has not become an easy task.

According to the laws of the genre, before the immediate restoration, it was
necessary to carefully study the object, and the methods to finish it, fix it in
photographs and describe its technical state of preservation. At the first cursory
acquaintance with the subject of restoration, perhaps, its features were not very
noticeable to those who wrote the task, but after all, they were keepers, and,
consequently, art historians, furniture specialists. This fact was surprised when the
look of the chair from all sides before starting work started.

This item was sent to the gilt restoration workshop after the restoration of
the joiner’s base. An inspection of the monument revealed that the chair had
previously been assembled from five scattered fragments of other chairs. It was
quite obvious, both in the style of execution of individual elements and in the
technology of their decorative finishing, made according to levkas of different
thicknesses in two different gilding techniques and even with imitation gilding with
Dutch metal. All the details of the chair after assembly did not coincide with each
other in the places of joiner’s interfaces in shape and pattern in height and width
by 2-3 cm. It was evidenced by the traces of old glues, traces of the endings of the
soils, their finishes, and the round-shaped holes that appeared during the
restoration of the base on the back of the chair in the area of the frame on the
backside for additional strengthening of the structure with wooden treenails. The
back of the chair with its back legs was alien to this piece of furniture.

On the front side of the back, on the element of a bow, there was previously
combined gilding on the poliment in combination with matte gilding. It was
evidenced by the trace remains of gilding in the recesses of the relief and the
almost white-washed ground under the glossy gilding — a red-brown poliment.

The backside of the chair back in the upper part was made in the technique
of gilding imitation by Dutch metal on the applied layer of gulfarba (a multi-
component composition for performing matte gilding). This thick layer of
‘gulfarba’ was previously damaged by a metal object, cleatly when trying to remove
this binder (with a scalpel), and the layer of Dutch metals turned green from
oxidation from time to time. The imitation of gilding with Dutch metal on the
back of the chair on the backside in the bow area is a clear late intervention since
initially this type of combination of different finishes does not happen in a genuine
monument with expensive gilding on the poliment, originally made on the front

side.
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The upper part of the chair back was badly worn. It also previously had a
tinish in the form of imitation gilt Dutch metal. On it and the sides of the back,
there were traces of sweat decomposition from oxidation as a result of the harsh
operation of the object. The side raised sides of the chair back are badly worn
from mechanical impact. They had base breaks, restored with inserts of fresh
wood, which do not have any finishing in this regard.

The chair seat was devoid of rattan. On top, it was completely covered with
a layer of unprofessional bronze paintwork of such thickness that it was not
possible to consider the author’s decorative finish at all. Even the presence of soil
or its absence under the bronzing could only be assumed.

The frame of the chair had a decorative finish in the form of gilding on
varnish. The left and right front legs of the chair, glued to the frame, were
decorated with carvings in the small roses form with leaves in the upper and lower
parts. The joints of the legs with the frame did not match the pattern. By the nature
of the finishing of the chair legs, it could be assumed that these were scattered
parts of the same set at the time of manufacture since they were lacquered gilding
according to levkas. The state of preservation of the left leg was much better than
that of the right. On the finish layer of the right leg in its upper part, the layers of
stratification of the base wood and the loss of the levkas were visible, covered with
an uneven layer of shellac varnish reddened by time.

The lower parts of all four legs were cut with deep scratches and dents, both
on the levkas and the areas of bare wood of the base. In the middle and lower
parts, they were so heavily soiled with some dense black substance that had
penetrated deeply into the surface of the decorative trim and the base of the wood
so that the gilding under it was not visible at all.

The losses of the ground with the finishing were mechanical. Especially
strong losses and damage to the ground were on the legs, back and seat of the
chair. The state of the ground-levkas preservation was regarded as an emergency
and required serious conservation with elements of its local restoration. As a
decorative finish on the subject was previously used decorative gilding of several
types.

The state of the decorative finish of the chair was severe: almost the entire
surface was distorted by strong persistent surface contamination of various nature
and domestic nature: dust, dirt, as it turned out later, and shoe polish.

After clearing the bronze paintwork, an even greater number of scuffs and

losses of gilding on all the details of the object was revealed.
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Thus, with a detailed visual study of the subject of restoration, it was possible
to establish the characteristic distortions of the decoration and destruction of this
monument, to understand the nature of the origin of the layers of renovation, to
assess the scope of the upcoming works and their sequence to return the object

to its aesthetic appearance.

2. Drawing up a restoration programme based on the findings of visual
analysis

The chair was presented to the workshop on the restoration of DAA objects,
as a work of 19th-century garden furniture. However, it was not the 19th-century
monument because it was an object adapted as a result of the repair only for
utilitarian use. It was also confirmed by the severe condition of the various finishes
of the chair, which had undergone severe domestic use in the previous time. These
circumstances characterized the piece of furniture as never before found in a
museum exhibition. In addition, the reconstruction of the decorative decoration
in the author’s manner, although it was previously created and decorated by many
artists, was only partially possible, taking into account the technologies of
individual fragments of the chair. With the help of several gilding techniques, the
chair could be brought to an aesthetic and expositional appearance.

General conclusion about the state of preservation of the object that was
received for restoration. The chair was in poor condition and needed a
comprehensive restoration, as there were:

Loss of rattan on the seat.

Unstable surface contamination of the household plan.
Strong persistent diverse surface contamination.

Local loss of soil-levkas.

Loss of decorative gilding of different types.

Sk b=

Distortions of the author's chair decoration in the form of bronzing and
imitation of gilding with Dutch metal.

Based on the identified defects, a program of restoration measures was
drawn up, which consisted of the following:

Removal of unstable surface dirt.

Removal of strong persistent surface contaminants.

Removal of imitation gilding by bronzing.

Conservation of the author’s levkas.

Reconstruction of local losses of the ground-levkas.

SATIR AN o S A

Local reconstruction of gilding on the poliment.
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7. Reconstruction of local losses of gilding on an oil binder.
8.  Re-creation of imitation gilt Dutch metal on the back of the chair back.
9.  Applying protective films to the recreated gilding on an oil binder.
10.  Applying protective films to the areas of imitation gilding with Dutch metal.
11. Toning of the restoration gilt to match the colour of the preserved object.
12.  Recreating the rattan on the seat.

This programme was approved at a meeting of the restoration council, after

which the restoration activities began.

3. Conservation and restoration of garden chair decoration

The removal of unstable surface dirt realized by a soft brush and a vacuum
cleaner with extreme care, so as not to lose the particles of the emergency levkas.

The removal of strong persistent surface contaminants realized in several
stages. Various materials and methods were used for this purpose. After activating
the surface of the working area with pure ethyl alcohol with a small squirrel brush
and weathering the smell of alcohol after about 40 minutes, mechanical cleaning
of the shoe polish and dirt accumulations clots with a wooden stack was
performed with extreme care.

A day later, these areas were further cleaned of dirt with a semi-dry foam of
baby soap using a soft bristle brush. After a short exposure of 10-15 minutes, the
soap foam was removed using small cotton wool swabs, lightly moistened with
distilled water and well wrung out. Tampons were replaced with new ones as they
became dirty. During this operation, it was necessary to monitor the condition of
the gilding surface to prevent the loss of decorative historical finishes.

The imitation gilding was removed by bronzing on the local areas of the chair
legs and seat with a mixture of organic solvents: alcohol + pinene (1:1) using
cotton swabs, which were often replaced with fresh ones as they became dirty.

On the seat, the removal of solid bronze paintwork was carried out in
separate small areas with the help of cotton wool compresses moistened in DMS
(dimethyl sulfoxide). The exposure time was from 45 minutes to 1 hour. Then the
softened and swollen colourful film of the late coating was removed on the
splinter with cotton swabs moistened in acetone. If necessary, a second cotton
compress was placed, moistened with a mixture of solvents pinene+ ethyl alcohol
(1:1) for 15-20 minutes. After removing this compress, the seals of the bronze
paintwork were removed using micro-tampons of their cotton wool on a dental
corner tweezer or toothpick, depending on the size of the working area, until the

paintwork was completely removed from the surface. If it is necessary, additional
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sampling of individual places realized by an eye scalpel with great care not to
damage the surface of the soil and finishing particles.

Preservation (strengthening) of the authot's levkas on the back of the chair
on the decorative element of the bow was performed with natural honey-rabbit
glue with the antiseptic Katamin A-B with water solutions of 5%, 7%, 10%
concentration sequentially. In places of local losses of the authot's levkas to the
base and along the cracks of the craquelure with the help of bristle brushes, sizing
was also performed with warm (+40°C) aqueous solutions of honey-rabbit glue:
sequentially: 5%, 7%, 10% with natural drying of each layer for 15-20 minutes.
After the "drying up" of the authot's levkas, the soil was laid. The work was carried
out through a fluoroplastics film, first with thick cotton swabs, and then with a
warm fluoroplastic spatula heated in hot water to +40...+45°C. The number of
impregnations of the soil with the adhesive solution was determined individually
on each site depending on the nature of the damage, their number was from 1 to
3 applications.

In the presence of local areas of soil detachment from the base, as well as
soil lagging along the boundaries of losses, glueing with a warm aqueous solution
of the same glue of 10% concentration was performed by injection, followed by
padding with cotton swabs moistened with distilled water and well wrung out.

Before injection, the areas with soil detachment were wetted with 96 o ethyl
alcohol and injected with a syringe through cracks and breaks in the levkas soil to
activate the surface of the working area. After saturation of the soil with the
adhesive solution by injection, the soil was laid in about 15-20 minutes by pressing
it to the base with a cotton swab through the fluoroplastics film. Then further
laying realized by a warm fluoroplastic spatula (up to +40°C) until the soil was
completely fixed to the base with constant monitoring of the surface of the
restored area.

The reconstruction of the local losses of the ground-levkas realized within
the boundaries of its losses to the base (the top of the back, the rollers on the
back, the bow, the rollers on the front of the 4 legs, the seat, the king) after the
side local strengthening by three times glueing with natural glue 5%, 7% and 10%,
tollowed by applying levkas.

Levkas was prepared in advance from a 10% aqueous solution of honey-
rabbit glue, with the addition of pure ground chalk to a creamy consistency in a
ratio of 1:2. It was applied to the base layer by layer with bristle brushes, the levkas
temperature was maintained by heating it in a water bath (+40°C). Each levkas
layer was dried for 2.5-3.0 hours. To avoid the levkas influx on the border of the
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joints of the author's and restoration layers, the surface was levelled with a scalpel
carefully. In the first two or three layers of levkas, the deepest cracks and recesses
in the ground were masticated. Then the levkas was levelled with a scalpel and
then sanded dry with an emery cloth of medium and fine (240 and 320) grain.
After that, it was thoroughly dusted with a brush and a vacuum cleaner.

Next, there was a recreation of the gilding on the poliment on the front side
of the chair back and front legs. On the surface prepared for the poliment, with
the help of squirrel brushes, a divorce was applied: a pre-prepared composition of
rotten egg white and distilled water. Then the poliment was applied, diluted with
rotten egg white to the working consistency and the desired hiding power. The
number of layers of the poliment was determined locally (from 7 to 9 layers), with
drying, intermediate combing of the surface with a canvas and thorough
dedusting.

Then, on the poliment moistened with vodka, a gold leaf was applied (the
weight in the book is 2.5 g). After drying the surface of the working area in 40-60
minutes, the gold was polished to an even metallic lustre with agate teeth to obtain
the appearance of cast metal. Flickering at the gaps places was performed on the
‘fook’ or ‘vodka’ with the same gold. The patches were polished from the centre
to the edges not to crush the levkas and spoil the fresh gilding.

The reconstruction of local losses of gilding on the oil binder realized on the
areas of the restored restoration levkas on the seat, the king, the lower part of the
front legs and the entire surface of the rear legs. Initially, an alcoholic solution of
shellac of 15% concentration was applied to the levkas twice with intermediate
drying of the layers for 24 hours. If necessary, the first layer of varnish was sanded
with velvety sandpaper No. 1000 and carefully dedusted. Then a gulfarba layer was
put to the shellac varnish resulting layer. When a working flake appeared on the
oil composition layer after 15-18 hours, a light gold overlay was made (the book
weight was 1.25-1.40 g). The gold was cut slightly larger than the place where the
gilding was lost, tamponed after the lining with a cotton wool cotton swab and
polished with the same swab until a uniform surface was obtained. Flickering of
the gaps was done immediately on the ‘fook’.

The reconstruction of the gilt Dutch metal imitation on the back of the upper
part of the chair back was made based on the fact that during the clearing of the
surface from the old gulfarba and oxidized Dutch metal, no trace of guilt endings
was found there. The backside of the upper part of the chair back was also pre-
coated with a double alcohol shellac varnish of 15% concentration, after drying

which gulfarba was applied. The application of yellow Dutch metal to the prepared
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surface of the upper part of the chair back realized the next day. Also, as in the
previous case, the Dutch metal was lapped to the surface with a cotton swab of
medium size and density. Defects were corrected by the ‘fook’ method. The lining
of small stanzas was placed on the defecting places, followed by levelling from the
centre to the stanza edges.

The entire surface of the chair’s matte decorative finish (except for places
with poliment gilding) was covered with a matte solution after sufficient drying
for 2-3 weeks.

The matte solution was manufactured from a warm 3-5% solution of food
gelatin in water with the addition of a 10% solution of sandarac resin in rectified
alcohol to obtain a milky colour (the compositions were mixed in a ratio of 1:1)
and alcohol extract from saffron in a small amount for toning the solution. The
matting solution should be warm when applied (+40°C), for this purpose, the
solution was in a bowl immersed in hot water to avoid thickening and applied with
a soft squirrel wide brush without levelling at one time.

The application of protective films to the areas of imitation gilding with
Dutch metal realized by applying the transparent varnish tsapon diluted with
acetone in a ratio (1:1) without levelling in one layer with a synthetic brush with a
spatula No. 10.

If it was necessary, the matting composition was tinted with different alcohol
extracts to give it a certain shade, depending on the colour of the working area in
comparison with the neighbouring one. In this case, it was additionally tinted with
different alcohol extracts. For this purpose, alcoholic solutions of the “Dragon’s
Blood” resin, extracts from the bark of buckthorn and oak were used, which were
introduced, if necessary, in a small amount of matting composition to give it the
desired shade in each particular case.

The application of a matte solution to the areas of matte gilding realized to
fix the tinting and give the gilding on the varnish a velvety matte surface, the
desired shade of colour, as well as to protect the finish from the effects of
persistent surface contamination during the subsequent operation of the chair.

The rattan recreation on the seat was made after performing a full range of
work on the chait's trim restoration.

Thus, as a result of the complex restoration measures carried out following
the restoration task, the garden chair was given an aesthetic appearance with the
observance and application of the necessary measures of soil conservation-levkas,
glossy restoration and matte gilding on the object’s front side within the

boundaries of its losses, as well as gilding imitation with Dutch metal on the

[o4]



backside of the chair back and protection of this coating from oxidation during its

turther use as a museum piece of garden furniture.

Conclusion

During the complex of conservation and restoration works on the object, it
was possible to preserve the levkas soil using natural materials, correctly remove
late non-professional layers in the bronze paint form using organic solvents and
baby soap foam for this purpose in the areas of historical gilding varnish.

When removing hard-to-remove persistent surface dirt from the surface of
the lacquer gilt on the chair legs, a completely strange at first glance type of dirt
was found — shoe polish, as a trace of the existence of the object and improper
handling of the chair in the past. For many years of practical activity of the master,
this was the first time, but the right decision came in the course of performing this
operation.

It was possible to correct the numerous defects of the soil, select the
compositions’ formulation to perform technologically necessary operations for
gilding on the poliment and matte gilding on the gulfarba and perform them within
the limits of the existing losses.

A very important work, as it seems to the master, was the work on the
selection of shades of matting and toning compositions for the new gilding with
the use of extracts and infusions from resins, roots and bark of plants, which
allowed to correctly extinguish the shine of the restoration gilding on the lacquer
binder, as well as to solve issues related to the application of protective coatings
on the newly made Dutch metals on the back of the upper part of the chair back.

As a result of the comprehensive restoration of the garden chair with rattan,
the master restorer acquired a certain useful theoretical knowledge on the topic
and practical experience of working with the subject of decorative and applied art,
which had its own, characteristic only for it, features of the technical condition
and methods of working with it to return the chair to its aesthetic and exposition
appearance.

This work was completed on time and was highly appreciated by the
customers. When accepting the work, they were surprised by what they heard and
saw concerning the restoration subject: those individual features of the subject

that they did not notice when writing the original task to restore the chair.
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Appendix

Figures 3-2. General view of the front side of the table before
restoration in the process of half-clearing of late layers and persistent
surface dirt

Figures 3-4. Fragments of the front side of the chair (back, frame, and legs) in the
process of half-clearing of late layers and persistent surface dirt
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Figures 5-6. Fragments of the front side of the chair (upper parts of the left
and right legs) before the restoration

Figure 7. Fragment of the front side of the chair (seat) before
restoration with strong solid late bronze paintwork
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Figure 8. The back of the chair (back) before
restoration

Figures 9-11. Fragments of chair legs with loss of soil with finishing and heavy
persistent dirt
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Figures 12-13. Fragments of chair legs with loss of soil with finishing
and heavy dirt

Figures 14-15. General view of the front side of the chair in the
process of restoration after clearing of late layers and local
reconstruction of the loss of soil-levkas
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Figures 16-17. General view of the front side of the chair in the
process of restoration — application of primer-poliment and in
the process of gilding on the poliment

Figure 18. General view of the front side of the
chair after performing all types of gilding
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Figures 19-20. Fragments of the front side of the table (frame and legs) in the
process of half-clearing of late layers and full clearing of persistent surface dirt

Figures 21-22. Fragments of the front side of the chair (frame and legs) in the
process of local replenishment of the loss of levkas and the application of the
poliment to perform glossy gilding on the poliment
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Figures 23-24. A fragment of a chair (top of the right leg) before
restoration and after removal of uneven reddened shellac varnish and
local replenishment of the loss of levkas

B 77

Figures 25-26. A fragment of a chair (the top of the right leg) in the process
of glossy gilding on the flower and rollers and applying shellac varnish on the
recreated levkas before matte gilding
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Figures 27-28. A fragment of a chair — the top of the right leg after performing
local glossy and matte gilding and applying a matte toning composition to the
areas of matte gilding

Figures 29-30. A fragment of the chair (front side of the back) before
restoration and in the half-clearing of late layers and persistent surface

dirt
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Figures 31-32. A fragment of a chair (front side of the back) in the process
of restoration after clearing of late layers and persistent surface dirt

Figures 33-34. A fragment of a chair (front side of the back) in the process of
restoration after making up for local losses of the levkas, applying a primer-
poliment on the outer perimeter of the back and performing gilding on the

poliment on the fragment of bow
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Figures 35-36. A fragment of a chair (front side of the back) in the process of
restoration after filling in the local gilding of the back cushions and the bow on
the poliment. Matte gilding of the background areas of the chair back on spoons

Figures 37-38. A fragment of a chair (seat) before restoration with solid bronze
paintwork and half-clearing of late bronze paintwork with revealed loss of ground-

levkas
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Figures 39-40. A fragment of a chair-seat in the process of restoration-after the
removal of solid bronze paintwork with the loss of the ground-levkas

Figures 41-42. A fragment of a chair (seat) in the process of restoration: matt gilding on the
codpiece and the process of tinting matt gilding
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Figures 43-44. A fragment of the back of the chair back before
restoration, in the process of removing persistent surface dirt

Figures 45-46. A fragment of the back side of the chair back in the
process of restoration after removing persistent surface dirt and making
up for local losses of the ground-levkas; in the process of recreating the

imitation of gilding with Dutch metal
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Figures 47-48. The front side of the chair before and after
performing a complex of restoration works

Figures 49-50. The back side of the chair before and after
performing a complex of restoration works
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Hcropuko-KyAbTypHasA 3HAYMMOCTb KOAAEKIIUM PYCCKHUX
XyAO>KHHKOB B My3ee uM. A. KacreeBa

Annomayus:

Crarpsi HOCBAIIEHA KOAAGKIIMH PYCCKOIO HCKYCCTBA, IIPEACTABACHHAA B HAIIM AHH B
I'ocyaapcrBerHOM Mysee uckyccrs uM. AObiaxana Kacreea B Aamatsl. [Ipakruka moxasaaa,
YTO OCHOBHOMN IOTOK XYAOKECTBEHHBIX CHA ycTpemasiacsa B Kaszaxcran ms Mockssr [lerrOCTD
BCCH KA3aXCTAHCKOM OKCIO3UIIMU My3€fl KOAOCCAABHA HE CTOABKO B MaT€PHAABHOM
BBIPDAKEHUH, CKOABKO B €€ HCTOPHKO-KYABTYPHOH 3HAYHUMOCTH AAf IIOTOMKOB U
COBPEMEHHHKOB. B KoHTeKkcTe cTHA€BOro MHOroobpasus oOpa3os, OPM H IIBETOB, MOKHO
YAOBHTD OIIYIIEHHA, 4 YePE3 HUX HANTH OTBETHI HA MHOIHE BOIIPOCHI, IIOHATh HCTOPHYECKHUE
rpoueccel B Kazaxcrane, yOe:KACHHSA, HAIlE OTHOIIEHUE K IIPHPOAE, K JKU3HH U APYT K APYIY.
[ToatoMy cTOAB BasKHO BBIABUTBH KPYI' XYAOKHUKOB, paboraBmux B Kazaxcrane, B TOABI, KOTAQ
Ka3aXCTAHCKOE HM300Pa3UTEABHOE HCKYCCTBO TOABKO CTAHOBHAOCH «HA HOTHY», IIPOHCXOAHA
IIPOLIECC KOHCOAHAAIIMH HEMHOTOYHCACHHBIX TBOPYECKHX CHA. 14K HAM HHadYe, 3TH
XyAO:KHHKH 110ObBaAn B Kazaxcrane, paboraam 3aech, co3AaBaAn cBou mipousseseHus. Cpean
HUX OBIAW MMEHHTBHIE PYCCKHE *KHBOIIHMCIIBI, BOIIEAIINE B HMCTOPHIO COBETCKOIO HCKYCCTBA.
[ITeaeBpBI Ka3aXCKOI'O M PYCCKOIO HCKYCCTBA ITO3BOAAT 3PHTEAIO IIPOCACAHUTH HCTOPHIO
CTAHOBAGHHA W PAa3BUTHA KA3aXCKOM HAITMOHAABHOM IIIKOABI KHBOIIMCH, CBBIIIIE TBICAYIH
KAPTHH, TIPaBIOP, PHCYHKOB ABASIOTCA TOPAOCTBIO coOpanua locyaapcrBeHHOro Mmyses
nckycctB Kasaxcrama nm. A. Kacreesa.

Korouesvie cr06a: mckyccTBO, My3en, TBOPUYECTBO, XYAOKHUKH, UCTOPHA, KYABTYPA, KUBOIINCH,

KOAACKITHA, SKCITOHATHI.

BseaeHue

AKTyaABHOCTb AAHHOM TEMBI OOYCAOBAECHA 3HAYHUMOCTBIO B IIEHHOCTH BCEH
Ka3aXCTAHCKOI 9KCIIO3HUIINN My3ef M KOAOCCAABHA HE CTOABKO B MATEPHAABHOM
BEIPA/KEHUH, CKOABKO B €€ HCTOPHKO-KYABTYPHON 3HAYNMOCTH AAfl IOTOMKOB U
COBPEMEHHHUKOB. B KOHTEKCTE CTHAEBOIO MHOrooOpasus 00pa3os, popm u
LIBETOB, MOKHO YAOBUTBH OIUYIIECHHUA, 4 UepPe3 HUX HAHTH OTBETH HAa MHOIHE
BOIIPOCHI, IOHATH HCTOpHYeckue mporeccel B Kasaxcrame, yOe:KAeHUsA, HaIle
OTHOIIIEHHUE K IIPUPOAE, K JKUSHU U APYT K APYTY.

[Tpeamerom mccaeaoBaHUA B cTaThe ABAAeTCA Myseit nckyccrs nM. Kacreesa
1 KOAAEKITAA PYCCKOTO MCKYCCTBA.

[leAb AQHHOM CTaTBH HMCCAEAOBATH IIEPBBIE M IIOCACAVIOIIHE IATH B
PasBUTHUU  MY3EHHOIO AE€AA CTPAHBEL, IIPOCACAHTH HCTOPHUYECKUH  IIyTh
CTAHOBACHUSA My3€fl 32 AOBOABHO OOABIIIOI IIEPHOA.

I/ICXOAH U3 IIOCTABACHHOI IIEAT OBIAY OHp@AeAeHbI CACAVIOIIIHIC 3aAAYH:
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° paCCMOTpeTb, KakK HpOI/ICXOAI/IAO CTAaHOBACHHC MY3€id B HCpBbIC TOABI
COBETCKOU BAACTH, HpI/IBOM KOHKp@THbI@ I/ICTOpI/I‘IGCKI/IG HpI/IMepr

ACATEABHOCTH TEX MAM HMHDbBIX AI/I"IHOCTCI>‘I, C HUMHM CBA3AHHDBIX]

° HNCCACAOBATE pa3BUTHC MYSCﬁHOFO ACAA B HOCACAy}OL[II/Iﬁ IICPHUOA, TO €CTb

gaunHaa ¢ 1920-x rr. 1 Ao Beaukoit OrevecrBennoin Botimsr,

° M3y9uTh ILCAHM M 3aAa9M, IIOCTABACHHBIC HepeA COBCTCKHM MY3€CM

ITIOAUTUYIECKON BAACTBIO CTp AHDbI;

° HICCAEAOBATH AAABHEMIIIHE 3TAllbl MY3€HHOIO IIOIOAHEHHSA, BAKHEHIIIHE
COOBITUA B MY3CHHOM HCTOPHH, TIOCYAAPCTBEHHYIO IIOAUTHKY B OJTOH
0OAACTH, COCTOABIIIUECH IIPOCKTHIL.

B xoaAe mccaepaoBaHUA IPUMEHAACA METOA AaHAAM3A, CPABHEHHE, a TAKKE
M3yYEHHUE  PAZAUYHBIX  ITOAXOAOB  —  HCTOPUYECKHM, TEOPETUYECKUH,
My3eorpadpuaeckuii, OnorpaduaecKui.

AAf peaAmsaliy  HCCAGAOBAHHSA HCIIOAB30OBAAMCH TPYABI BEAYIIHX
CHEITMAAMCTOB B AAHHOH 00AaCTH, Hampumep, pykoBoauTeas Ilenrpa
KAACCHYECKOIO  3apyOeHOro mckyccrBa Mmysea wumenn Kacreesa [I.H.
CrrpABIOaeBoIi, pykoBoauTeAs l'ocyaapcrBeHHOTO Mysess HCKyccTB PecrryOAnkm
Kazaxcrar wmmenm A. Kacreea I'yasmupsr [IlanabaeBoii, KyAbBTypHOTO
obospesateas A. Asaposa, xusoruciia B. baxmreesa, a Takxe M.K. KospiOaesa u

P.H. Hypraauesa.

Hcropuko-KyApTypHasA 3HAYUMOCTb KOAAEKITAH

B cmAy Am cBoeil yAaA€HHOCTH OT IIEHTPAABHBIX TOpoAOB Poccun,
CAOKHBIIIEHCA AH KyABTYpHOU Tpaaunuu, TO Kasaxcran, Kkak OOBeKT
3CTETHYECKOIO OCBOEHUA, AOATOE BPEMA HE OBIA CTOAB IIOIIYAAPEH Y MOCKOBCKUX
HAW ACHUHTPAACKHX XYAOKHHUKOB B TaK HA3BIBAEMBIN COBETCKUU ITIEPHOA. DTO,
KOHEYHO, CBfI3aHO U C HE3HAYHTEABHBIM HH(MOPMAIIHOHHBIM ITOTOKOM,
OCBEITAIOIITUM M IIPEACTABAAIOIIUM  PErmoH.  MaTepmaAsl  Hay4IHO-
HCCACAOBATEABCKIX 3KCIIeAUIINH B KasaxcraH, B cOCTaB KOTOPHIX, KaK IIPABHAO,
BXOAUAH M XYAOKHUKH, (PHUKCHPOBABIINE B CHAY CBOHUX TBOPYECKHUX
BO3MOKHOCTEH YBUACHHOE, OCTABAAMCH AOCTOSTHUEM HEOOABIIIOTO KPYTra YYEHBIX
U 3aMHTEPECOBAHHBEIX AHIl. BO3MOMKHBIE IIPHE3ABI KAKHX-AUOO XYAOKHHUKOB HE
OCBEITAANCh HH  MECTHOH, HH IEHTPAABHOM IIEYATBIO, OCTaBAAHCH
HE3aMEYECHHBIMH, B CUAY OTCYTCTBUS XYAOKECTBEHHON CPEABI H OOIIIECTBEHHOTO
HMHTEpeca K N300pasuTeAbHOMY UCKYCcCTBY B pectryoanke B 1920-e rr. Cpean HuX

OBIAM HMMEHUTHIE pYCCI{I/IC JKUBOITMCIIBI, BOILICAIIIHMC B I/ICTOpI/I}O COBETCKOIO
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HCKYCCTBA M MAAOHU3BECTHBIE CETOAHA — OT AKAAEMHUCTOB W IIEPEABHKHHIKOB AO
XYAOKHHKOB, IIpOIIAaraHAMpyIomux uAen «byOHOBOro Baseran, «llexa
KUBOITICIIEBY, «BBITH I T.A.

e B 1920-e rr., a 9TO IIEpPBBIN 3TAII, IPUE3KAAN CAMBIC IIBITAUBBIE XYAOKHHKI
II0 30BY COOCTBEHHBIX TBOPYECKHX HMHTEPECOB, B IIOHCKAX HOBBIX
BIICYATAEHHUH, CIOKETHBIX  MOTHBOB, JKHBOIIMCHBIX  OTKPBITHM U
SKCIEPUMEHTOB.

e  1930-e rr. — HOBasA BoAHA HHTEepeca k KazaxcraHy B CBA3H € aKTyaAM3aIuen
TEMbI MHAYCTPHAAHU3AINAN B COBETCKOM H300pPa3sHTEABHOM HCKyccTBe. Kax
IIPABUAO, XYAOKHHKH IIPHE3KAAH BECHOM, B allpeAe-Mae, U pabOTaAH AO
IIO3AHEH OCEHU — CEHTAOPA-OKTAOPH.

e 11 tpermii sTam cBA3aH ¢ mepuoAoM Beankoit OTedecTBeHHOM BOMHEL, KOTAQ
pecryOAmKa IIprHAAA OOAEE CTA XYAOKHUKOB, OPTAHH30BAB HX OBIT U
TBOpueckuii mporecc (OCHOBaTEAb AAMATHHCKOTO bapOnsona).
KoAaexknmss pycckoro HCKycCTBa, IIPEACTABACHHAA B HAINM AHH B

I'ocyaapcrBerHOM Mysee uckyccts um. AOpiaxana KacreeBa B AamaTsl, — camas

ooraras BO BCEH PeCHyOAHKE KaK B XYAOKECTBEHHOM, TaK M B MATEPHAABHOM

cmeicAe. Mcropns e mossaenns B Kasaxcrane Hagasack poBHO 80 AeT HaszaA.

B mpormiaoMm Beke coBeTCKme BAACTH 3aAYMAaAN IIPHOOIINTE BCE HACEACHHE
CCCP k BceMHIPHOMY KyABTYPHOMY HACACAHUIO. V] BEIHYAHMAH «TOAOBHBIE OPHICHD
— Opmurak n IlymkmHCKHA My3ed — AGAHTBCA CBOMMH COKPOBHITIAMU C
PETHMOHAABHBIMHI POCCHIICKIMH B PeCIyOANKAaHCKUMU My3eamu. Tak, B 1936 roay
My3eH B AAMATBI IIOAYIHA B AAp IEPBbIe IPOU3BEACHHA 13 MOCKBBI, KOTOPEIE IO
ceif ACHb COCTaBAAIOT OCHOBY KOAAEKIIHH KuBorrrcy 3anaAHoii EBporsr (Aama-
Ara, 1983).

Bo mMHOrHX pecrryoAnkax craAn 0Opa3OBBIBATHCA TAKUE OYATH KYABTYPHBI, KaK
mysen. Y mHac B Aama-Arte ¢ 1935 1. cymmecrBoBaAa XyAOKECTBEHHAs TaAepes
(6yaymmit I'MIM PK nm. Kacreesa). ITo Bocmomunanuam uckyccrsobeaa Mapun
Komeanosua «umeerca mpukas AAnOn AKaHIIABAMHA, KOTOPBIHA OOpaTHACA K
TOTAAIIIHEMY HAapKOMy IpocserieHus Abapero byOHOBYy o BrAGACHHU 13
myserHBIX POHAOB MockBel m AeHHMHIPasa MHPOBBIX IIEAEBpOB. laaepes
IIOAYIHAQ OKOAO CTa IPOU3BEACHHM u3 Myses HM3AIMHBIX HCKYyCCTB (HBIHE —
l'ocyaapcrBennenii myseit nzoOpasureabHbix HcKycctB uM. A.C. [lymxkuna). 13
Hux 20 — xuBormch. B To Bpems Aaie MOCKBHYHM HE 3HAAH, HACKOABKO OYAyT

3HAMCHHTBI IMCHA XYAOKHHKOB, 9Ybl HpOI/ISBeACHI/IH CEIrOAHA anI/I6yTI/IpOBaHbI.
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Hekoropsie paOOTBI OBIAU YAUBHTEABHBIC, CEHYAC MBI HA HUX HE HAPAAYEMCH»
(Asapos, 2012).

[Ipakrmyaecku Bce pabOTHI U3 IIEPBOTO ITOCTYIIACHUSA 9KCIIOHUPYIOTCA B 3aA€.
Tak B 1936-39 rr. kpynneiimne myzen Mockssl 1 AerHuHrpasa — TperpsakoBckas
raanepes, Pycckuit myseit, ['ocyaapcrBerneii myseir uckyccrs um. A. [lymrkuma,
I'ocyaapcrBennei  Opmuraxk, Myseir Bocroka mepeaaam B raaepero psa
IIPOU3BEACHHUI BBICOKOIO XYAOMKECTBEHHOTO VPOBHSA, MHOIME M3 KOTOPBIX
VKpAIIIalOT B HACTOSAIIEE BPEMA 3aA KAACCHYECKOIO PYCCKOTO HCKyCCTBA U
3ammaanon Esporer XVI-XIX BB. K mpumepy, I'ocyaapersennsiit Pycckuit myseit
(Aenunrpaa) mepeaan 6oaece 60 IIPOM3BEACHHI, B YHCAE KOTOPBIX HAPAAY C
HEN3BECTHBIMU XyAOKHHKaMH U 12 a1r0A0B A. Kymuakn, neizaku B. [Toaenosa
n A. boroaroboBa, a TakiKe TOPAOCTb KOAACKIIMHM — KapPTHHA APMAHCKOTO
xyaokanka B. Cypewpsnma «lloxunyras». 113 TperbAkoBCKOIT rasepen Ml
IIOAYIHAHN CaMbIe PA3HOOOPA3HBIE IO CTHAIO X BPEMEHHU CO3AAHUA PAOOTHI TAKIX
HU3BECTHEHIIINX PYCCKUX XYAOKHUKOB, Kak B. boposuxosckuii, C. [Hleapun, B.
Bepermarun u aApyrue (Myset A. Kacreesa, 2018).

3aA  KAQCCHYECKOIO PYCCKOIO HCKYCCTBA AA€T IIPEACTABACHHE OO
nKkoHommcH, noprperHon xmpormcu XVIII B, pycckom kaaccuimsme,
pomanTH3ME U pearusMe. 3aech akcrionupyrorca «[loprper Horaokosoii» (cep.
1760-x rr.) A. Aesumnxoro, «®@pykrer (1840 r.) 1. Xpymkoro, «Hearmoanrarmckas
Haoepexsan (1829 r.) C. leapuna, «[loprper B. Camoiirosa B poan I'amaerar
K. bproanosa, «lToprper E.B. Masypunoit» (1844 r.) B. Tponunmna, «Mope» .
AfiBazoBckoro, oTroAb Kymuamm, mensaxm A. Caspacosa, M. [nmkwaa, B.
[TorenoBa m MHOTrHe Apyrue mpomsBeAcHHA. KoAAeknma pycckoro mckyccrsa
XVIII-XX BB. Bkarowaer paborer Pokorosa, Kumpenckoro, Bepermaruna,
Perrmma, Aesurama, bopucosa-Mycarosa, Kycroamesa, Ilerposa-Boaxkuma,
bponnnkosa, Makcumosa, IlaBroBa. Cpeaum paboOT COBETCKOTO IIEPHOAA
HEOOXOAUMO BHIACANTS ITeAeBpsl FOona, Kornuaosckoro, Kopumna, bpoackoro,
[Taacrosa, Capbsana, Aetinexu, SSOAOHCKON U APYTHX MacTEpPOB.

C mpou3BeACHHUI PYCCKOIO HCKYCCTBa, HEPEAaHHBIX B 1935 r. m3 Aydrmmx
xpanuaunt CCCP, 3apoxkaasace B Aamarel ucropus ['ocyaapcrBeHHOrO Myses
nckyccts umeHn A. Kacreepa. O ToM, KAKIM COKPOBHIIIEM OOA2AQET TOT XPaM
M300pPA3UTEABHOIO HCKYCCTBA, IIOBEAAAA OTKPBIBINAACA Ha AHAX BBICTABKA
«/Kenrmna — OOTHHSA, A€TH — AHICABL, [IBETHL — PANCKAN CaA.

[Toryasprocts Beperaruna kaxk XyAOKHUKA IIPU €rO KU3HU ObIAA BBICOKA.
[To cBuaereAbcTBy KpurTHKa AAekcaHApa bemya, B Te BpeMeHa 3a I'PaHHIIAMU

Poccun wus pYCCKI/IX XYAOKHHKOB TOABKO BCP@U.IQTI/IHa " HpI/ISHaBaAI/I. Ero
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BBICTABKI HEH3MEHHO COOHPAAU MACCy HAPOAQ, XOTA BXOA ObIA mAaTHBIM. Cam
XYAOKHHK CTAPAACH CACAATD IIAATY AOCTYIIHON, OCOOECHHO AAfl IIPOCTOTO AIOAQ.
Cere Bepermarnaa B cBOMX BOCIIOMHHAHUAX IPUBOAUT IIU(PBL: Ha BBICTABKE B
[TerepOypre B 1880 r. 3a 40 aneit mobsBaro 200 Teic. moceTureaet. Ha Berckoi
BoicTaBKe B 1881 1. 32 26 Ameirt moosBaro 110 TeIC. YeAOBEK.

3a CBOXO TBOPUECKYIO KU3Hb Bepermarna MHOTO B IIOAOATY ITyTEIIIECTBOBAA.
B moaoaoctu o Kaskasy. 3arem Ovraum Typkecran, Muans, [Tasectuna, Cupus,
Anonns, Puannmuns:, Kyba, Cesep Poccun. K aromy mapro AobaBute n1 ero
MHOTOYHCACHHBIC IIEPCOHAABHBIC BBICTABKH IIOYTH BO BCEX CTOAHIAX EBpoIIb,
Bo MHOIuX ropoaax CIIA. Ocoboe mecTo B €ro »KU3HU 3aHUMAIOT ABE ITOE3AKH
B Typxecran. MexAy IepBBIM M BTOPBIM IIYTEIIECTBHEM B TypKecTaH IO
nannuatuse Bepemmarnna B IlerepOypre B mepsoit moaosuue 1869 r. Ovlaa
oprannsoBaHa «lypkecTaHCKas BBICTaBKa», BIIEPBBIC O3HAKOMHBIIIAA PYCCKOE
CTOAUYHOE OOIIECTBO C KyAbTypod kpas. [lommmo wmHOMKeCTBa 9TIOAOB,
PHCYHKOB, CTaBIIIUX MATEPHAAOM AAfl €ro KapTwH, Bepermarmx ocraBua
AUTEPATYPHBIE 3aIIUCKX O CBOEM IIpeObBaHHM B Typkecrame. B Hux oH
OIIMCHIBAECT pA3HBIE, B TOM YHCAE W HEIPHUTIASAHBIE (HAIIPHUMEP, PaOCTBO),
CTOpPOHHI KU3HU Kpasf. HTepec ImpeAacTaBAfieT OIIMCcaHue OOIIEHHA C Ka3aXaMu,
aKuBIIAMH MexXAy Tamkenrom, UYmmasom m XoakentomM. OHH 3aHHMAAUCH
XAEOOITAIIIECTBOM. XPAaHATCA AW XYAOXKECTBEHHBIE pabOTBl Bepermarmna B
Kazaxcrame. YAaAOCh BBIACHHTB, YTO ABE KAPTHHBI HAXOAATCA B 3aITACHUKAX
I'ocyaapcrBernoro xyao:xecrseHHoro myses mmenn A. Kacreesa.

B oraeae pycckoil xuBormcH mpomHAOPMHUPOBAAH, UTO OAHA H3 HHX
HaspBaerca «oper, okpy:xarorre AEIICHHCKYIO CTAHHUIY». DTO OAHA U3 KAPTHH
Typkecranckoro nukaa. Ilepeaana B Aap HAITMOHAABHOW KAPTHHHOM TaAepee
Kazaxcrana TperpakoBckoi rasepeeii B 1936 roay. Bropas kapruna — «Henacrbe
B I'mmanasx» — cHagaAa ObIAa miepeaana B Myseii Cemes (Taxike u3 TpeTbAKOBCKOM
raaepen), a orryAa — B raaepero B Aamarel. [lororno «Henactee B I'mmanasnxy»
HAITUCAHO IO PE3YABTaTaM OAHOTO M3 ABYX myterectsuil B Muauro (B 1874-1876
n 1882-1883 rr.) (XyaoxecTBeHHas cOKpoBUnIHUIA cTpaHer, 2015).

B koaaeknnu pycckoro uckyccrsa KacreeBku 09eHb MHOTO IIPOU3BEACHHIA,
ITOCBAITICHHBIX KEHITTNHAM. VX 0Opa3sl HCIIOKOH BEKOB BOAHYIOT VMBI M CEPALIA
XyAOKHHKOB. MHorme w3 Hux, Takue kak ApryHos, Poxoros, Tpormmum,
Kpamckoii, Awnrosuenko, Mscoeaos, Maxkosckuii, Cepebpsaxosa, boprucos-
Mycaros, [lerpos-Boakun, bakcr, ®arpk, BOIIAOTHAN KEHCKYIO KPACOTY B CBOUX
ITOAOTHAX. Terepp IPEACTaBUAACH BO3ZMOKHOCTD YBHAETD UX — 3A00TAUBYIO MaTh

1 CBCTCKYIO ABBUITY, HaTypU_II/IL[y 1 CKa30Y9HYIO uapeBHy, CKpOMHy}O YIUTCAPHHUITY
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H TYBEPHAHTKY, KPECTBAHKY H AaKE IIPEACTABUTEABHHITY 3K30THUIECKOTO
appUKAHCKOIO IIACMEHM.

EcrectBeHHO, TOBOPSA O KEHININHE, HEBOABHO OOPAIIIACIIIECA K TEME ACTEIL.
Kaptua ma aerckyro Tematuky B KacreeBke TOKE IIPEAOCTATOYHO: OT
IIPEACTABUTEAEH HMIIEPATOPCKOM CEMBbH, HO3UPYIOIIUX XYAOKHHKY COTAACHO
IIPUABOPHOMY THKETY, AO KPECTBAHCKHUX AcTell. OHI 3a0aBASAIOTCS, YN TAIOT, ITO-
TO MACTEPAT, CUAS Ha OAAKOHE, UIPAIOT C JKHBOTHBIMH, 3apaOaTBIBAIOT KYCOK
xA€Oa AAFL CBOCH CEMbH. DTOT MUP ACTCTBA U3 IIPOIIAOTO IIEPEAAH HEU3BECTHBIMHU
XyAOKHHKaMH I1epBoil moAoBuHE XIX B. Tawke ectb paOoTer TBOpOKHHKOBA,
Cremmanosa, Kopuwna, Hukndoposa. VzoOpakenus 1BeTtoB A0OaBHAU
AVPHYECKYFO WHTOHAITUIO — HATIOPMOPTEIL, IIBETYIIIE CAaABl, ITOASHEL BeIcTaBKa
npoaautcs Ao mapta 2015 roaa (OTtkyaa poaoM Hamm cokposuita, 2016).

B akBapeApHOM 3aAe MOXKHO YBHAETH BBICTAaBKYy pad®ot VBama Illurmknma.
MacAAHBEIX KapTUH H3BECTHOIO XYAOKHHUKA, OBIAO BCero Tpu. BreicraBka, Ha
KOTOPOM coOpaHbl Bce 15 mpousBeAeHHI XyAOKHHKA H3 (POHAOB My3e,
IIPOBOANTCA BIIepBhle. MHOITIE HE 3HAAHM, YTO XYAOKHHK 3aHIMAACA TPadUKOIA,
OTAaBafA IIPEAIIOYTEHHUE TEXHUKE 0OPTA, IIOCTOSHHO dKCIEPUMEHTUPYH (HAA. 3).
Ha BricTaBke nipeacraBaener 11 odopros xyaoxkHEKa, mocTyrmBinue B 1950-¢ rr.
u3 ['ocyaapcrsennoro Dpmuraxa u I'ocyaapcrsernnoro Pycckoro myses (CaHkr-
[TerepOypr) (maa. 1). EAMHCTBEHHEII PHCYHOK B KOAAEKIIHH, BBIIIOAHEHHBIIN
KapaHaaroM — «B aecy», 6b1A mIepeaan B aap I'ocyaapcrsenno# TpeThakOBCKOM
raaepeeit B 1936 r. (maa. 2).

ITepBbre sKCITOHATEI My3esl TTOCTYIIHAN C OAHOTO U3 IIPECTH/KHBIX My3€eB —
TperpakoBckoit rasepen B 1936 r. Ipexae Mysell yCTAaHOBHA TECHYIO CBA3b C
COCEAHHMH CTPAaHAMH M 33aKAIOYHAN Aorosopa. [losamee, ¢ pacmmperumem
BO3MOKHOCTEN U C IIEABIO PA3BUTHA IIPECTHKA OPIraHU3AIINH YCTAHOBUAACDH CBA3b
C 3apYOEKHBIMH CTPaHAMU. B TeueHre MHOTUX AT MBI ’KIAW TIOA OAHOI KPBIIIICH
¢ pyccknm HapoAoM B CCCP, u B Te BpeMeHa IIPOU3OIIAN MHOTHE H3MECHEHNA B
HCKycCTBe. B cTHA€e Ka3aXCKUX XYAOKHHIKOB MOKHO HANUTH CXOACTBO C PYCCKUMU
XYAOKHHKAMH, U3MEHUAUCH UX B3TASIABI HA KU3Hb, 1 OHH HAa4YaAH pabOTATh B
APYTOM HAIIPaBACHHH.

Pycckme xyaomxumkn, npuexasmme B Kasaxcran, oOpaTHAM BHUMaHHE Ha
ceOs CBOMMH AydYIIUMU paOoTamu. Takike u3 TpPeTpAKOBCKOM IaAepen ObIAU
IIEPEAAHBI YHUKAABHBIE ITIPOU3BEACHUA HCKYCCTB AYUIIHX PYCCKHX XYAOKHHKOB
kak [ lomos, Penmun, bakcr, Koposun, Bunorpaaos, Pepux n Kysneros.

ITo caoBam pykoBoanTeas LleHTpa KaaccmIeckoro nckyccTa myses I'aamHbL

CI)IPA]’:;I63€BOI>1 «OYCHb 9aCTO HCAOOICHHUBAIOT KOAACKITUIO HAITICTO MY3ECH, KAYT
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puBO3HEIX BbICTaBOK m3 Mockssl, Cankr-IlerepOypra, us-za pyoexa. Ho mer
BAQACEM OYEHDb COAHAHBIM XYAO/KECTBEHHBIM OOraTCTBOM, AOCTOSHHUEM CTOABKHX
IHOKOACHHN xyAOoKHHUKOB» (Myserr A. Kacreesa, 2018). BricraBka crasa
OYEPEAHBIM IITATOM Ha IyTH OTKPHITUA (DOHAOB Mysed. Uepes skeHCKHE OOpa3bI
VAAAOCh IIPOAEMOHCTPHPOBATH BCIO HCTOPHIO PYCCKOTro HcKycctsa. [lo
SKCHO3HUIIUH  MOKHO IPOCAGAHTH CMEHY XYVAOKECTBEHHBIX CTHACH W
HalpaBAeHHH oT apaAHoro moprpera X VIII B. Ao kyOucTIaecKUX KOMIIO3UITHE
Hagara XX B.

27 suBaps 2015 r. B 'ocyaapcrBerrom mysee uckyccts PK um. A. Kacreesa
OTKPBIAACH ~ IIEPCOHAABHAs  BBICTABKA  PYCCKOTO  XVAOXKHHKA  Baaepus
Bcesoroaosrua Kamrepesa (1900-1981 rr.) — «OcHOBareAbr aAMaTHHCKOIO
bapbusona», mocsamennas 115-AeTuro co AHA POKACHHS.

Boaee aecatm aAer c mepepelBaMH IIPOBEA XYAOKHHK M3 MOCKBBHI B
Kazaxcrane, pernone IpakTHIecKH HE U3BECTHOM MOCKOBCKOHM XYAOKECTBEHHOM
cpeae. Brrepsrre B Kazaxcran B. Kamrepes npuesxaer B 1920-1921 rr. B cocrase
Typraiickoii skcreaurinu erié Bo Bpems yaeOsr B0 BXYTEMACe B macTepckoit
A. [leBuenko.

[Tpakrugeckn B.B. Kamrepe o6besama Bech Kasaxcran. bemaa B
[Tpmbaaxarmee, mporrea u mpoexas Ceseprerii Kazaxcran ot IlerpomaBaoscka
gepes Axmoanuck, Kapxapasnmnck, Cemmmasatmack ao Typkecrama. B
CTPEMAEHHH ITO3HATH HOBBEII AASl CEOA MHP XYAOKHHK A27K€ KOUEBAA C MECTHBIMU
AKHUTEASIMHA, YYACTBOBAA B PA3ANYHBIX HAYYIHBIX OKCIEAUIHAX B KAYECTBE
XYAOKHHKA.

Orroasr B. Kamrepesa — 3710 1eii3akHble KOMIIO3UITUM € 9ACMEHTAMU
OBITOBOTO 7KaHPA: BCETAA B KKAAPE» IIPUCYTCTBYIOT (PUIYPHI AIOAEH, HEOOABIIIHE
ITOCTPOMKH. KaKABII 3TIOA — ITOCTAHOBKA OIIPEACAEHHOM TBOPYECKOI 3aAAYH U
ee perreHne, UAU rmouckn storo perrerusa. B 1920-1930-e rr. mporraoro seka B
COBETCKOM HCKYCCTBE 3TIOA 3aHHMAaA 0CO00€ MeCTO. AAA OBICTPOMEHSAIOIIEHCA U
HEYCTOMYHUBOM XYAOKECTBEHHON CPEABI 9TOIO BPEMEHH, TIOA OBIA HaHOOAEE
ITOAXOAAIIIEH (POPMOI  CAMOBBIPAKCHHSA, PEIIEHUA PASAUYHBIX TBOPYECKHUX
32A29, B TOM 4YHCA€ U POPMAABHOrO maaHa. [losTomy, B KOHTEKCTE HCKyCCTBA
sroro BpemeHu AAf Karrrepesa, paborasmrero B Kasaxcrame 1mo mpuHmmiry
TBOPYECKOIT KOMAHAHPOBKH, 9TH 9TIOABL IIPUOOPETAIOT CTATYC CAMOAOCTATOYHBIX
ITIPOU3BEACHHI.

B roaer sBakyammu B. Kamrrepes BHOBb mpumesxaer B AAMa-ATy, aKTHBHO
y9IacCTBYEeT B XYAOKECTBEHHOW :xm3HH. Ha oOcyKAeHHE OAHOW M3 BBICTaBOK,

HPCACTaBAHBIﬂefI HACH3prIC pa6OTbI KaHTepeBa n Cro ACHI/IHFpaACKI/IX KOAAECT
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T. I'nebosort u B. Crepamrosa, A. Uepkacckuil HIPHBETCTBOBAA BCEX TPEX
XYAOKHHKOB, BBIILICAIIINX Ha OTIOABL, 3aMEYATEABHON ppasoil: «3aA0KeHO
OCHOBAHHE AAMATHHCKOrO bapOu3oHa», IIPU3HAB TEM CAMBIM HX AOCTIKECHUSA Ha
5TOM ITOIPHIIIE.

3acayra B. KamrepeBa B TOM, YTO OH IPHHAAAEKAA K IIOCACAHEMY
IIOKOACHHIO PYCCKHX XVAOKHUKOB, KOTOPBIE CBOHM OECKOMIIPOMHCCHBIM
TBOPYECTBOM IIPOAOAKUAH TPAAUIIHIO PYCCKOM KUBOITMCHOM KYABTYPBI, HAYIIEH
ot B. Ceposa, K. Koposuna x ux yuenukam u mocaepoBareasm — A. [IleBuenxo,
A. Kynpuny, V1. Markosy, [1. Korgarosckomy, P. @aabky u Apyrum. TBopuectBo
B. Kamrrepepa — 3BeHO B IIpepBaHHON IIEIH €CTECTBEHHOIO Pa3BUTHA PYCCKOM
xusonucu (bakmrees, 1961).

Panneit Becmon 1926 roaa ormpaBasercs B HEIIPOCTOE M AAACKOE
myrerectBue 3 MOCKBBI B IOKHBIH ropoa Kasaxcrana Ayame-Arta XyAOKHIK
Bacuauii PoxaecrBenckuii. B cBoux BocmOMUHAHHAX OO 3TOM IIOE3AKE, OH
IIHCAA, YTO YK€ M HE IIOMHHT OT KOTO y3HaA OO 3TOM TOPOAKE Ha IDAHHIIE
Kasaxcrana n V30ekucrana. Ho Hem3BecTHOCTh B YAAAEHHOCTb HE OCTAHOBHAH
ero. Bce BBI3BIBAET BOCXHUIIIEHUE XYAOKHHKA: H YBHACHHOE II0 AOPOIr€ M3 OKHA
KEAE3HOAOPOKHOTO BaroHa, M CaM TOPOA, OBEAHHBIN AYXOM HCTOPHH U
CPEAHEA3HATCKAM KOAOPHUTOM C €rO Y3KHMH YAOYKAMH, OCOOOH atMocdepoit 1
PHATMOM KH3HHU. XYAOKHHUK B CBOMX BOCIIOMHHAHUAX ITHCAA: «OPUTHHAABHOCTD
a3MATCKOI'O TOPOAQ, ACHBIE OE300AAYHBIE AHH CO3AAAW XOPOIIHE YCAOBHA AAS
xuBoncy. Ilaadmumii sHo#. Paboraro HaA xapaxkrepHBIM BUAOM AyAune-AThI:
YAHIIa OKOAO Oa3apa. Bes oHa — 0AHOOOPA3HO ITeCYaHO-IIEIIEABHOTO IIBETA. .. BoT
Ka3aX Ha BEPOAIOAE, B XAAATE ITBETA IIECKA, ITOABE3KAET K KYMBICHOI JalXaHe. . .»
(OcuoBareap aamaruackoro bapousona, 2015). B I'MI ayaeatnHCKHE TIEPHOA
TBOPYECTBA XYAOKHHKA IIpeActaBAeH 43 rpadpudueckumm padoramu. Kak un B
caygae ¢ B. KarrrepeBbiM, AAfl 3aMHTEPECOBAHHOIO YHTATEAS AAEM CCBIAKY Ha Y7Ke
ONyOAMKOBAaHHBIE MaTepHaAbl. CPEAM IIPEACTABHUTEAEIH CTAPIIErO ITOKOACHHS
PYCCKHX KHBOITHCIIEB, HAYaBIIIUX CBOIO TBOPYECKYIO Kapbepy B koHIle XIX B., B
IIEPBYIO OYEPEAb CAeAyeT Ha3BaTh bakreesa Bacmana Hukoaaesrmaa (1862-1958
rr.), HapoAHOro xyaoxHuKa CCCP. B 1930 r. on Buepsrie npuexaa B Kasaxcran
B BO3pacre 68 Aer, oauH 0e3 compoBoxAeHudA. [lyremecrBue mpomsBeAo Ha
XYAOKHUKA HEH3IAAAUMOE BIIEYATACHHE, O YEM OH M HAIINCAA B CBOHX
BOCITOMUHAHUAX. B ITOE3AKE OH BUAHUT «HE TOABKO HOBBIC ITECH32KI, HO U HOBBIX
AroAei». EMy camomy KakeTcs YAMBHTEABHBIM, YTO BCE 3TO MHOroooOpasue
IIPUPOABI CTPAHBI OH YBHAEA «TOABKO Ha crapoctm». C madpocom, XxapakrepHbIM

AASL TEX ACT, XYAOKHHUK BCIIOMITHACT: «Kaxoit HpOCTOp AAA TBOp‘{CCTBa! boarrre
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HY’KHO €3AHTH, OOABIIIE BUACTB, OOABIIIE PAOOTATH AASl TOIO, YTOOBI 3AIIEIATACTD
AAfL TIOTOMCTBA MHAYCTPHAABHEIE ITEH3a:KU BEAUKOH smtoxm». B 1932 m 1934 rr.
baxirieeB moBTOpHA CBOM HOE3AKK 11O pecryOAuke. BOABIIMHCTBO cBOMX paboT
oH mocBATUA mraxtepckor Kaparamae m Aama-Ate (OcHOBAaTEAD AAMATHHCKOTO
bapbuszona, 2015).

Bropas Boana moctymmaeHuit skcrmoHaTos npuiiaack Ha 1950-e rr., m TOMXKE
n3 Poccumu, B ocHOBHOM m3 Opmmraxa. OHa B CBOIO OYEPEAb HOABACHHIO
’KUBOIIMCHBIX PaboOT crapeix Mactepos oOssana Exarepmue II. TTo caosam
CIIEITMAAHCTA IIO CBA3AM C OOIIECTBEHHOCTHIO M BHEIIHHUM CBA3AM Myses mm.
Kacreesa Kaapsr FicabGaeBoii «B T€ BpeMeHa O MOHAPXE CYAHAH II0 €TI0 KOAACKIIAN
HCKycCTBa» (XYAOKECTBEHHAA COKpOBHIIHUIA cTpaHEL, 2015).

B 1950-e rr. mpeAIpHHUMAFOTCA U IIEPBBIE IIOIBITKH PAOOTHI C YaCTHBIMU
BAQAEABIIAMH IIPOU3BEACHHUI HCKyccTBa. Oc0O0 HaAO OTMETHTE BKAaA BeceBoaoaa
Teaskosckoro (1894-1963 1r.), XyAOKHHUKA, Ube UM CBA3AHO CO CTAHOBACHHEM
TeaTpaAbHO-AcKOpannoHHONU skmBormcu B Kasaxcrame. CerH  Baaanvumpa
TeAAKOBCKOTO, IIOCACAHETO AUPEKTOPA HMIIEPATOPCKUAX TEATPOB, OBIA COCAAH B
1935 roay m3 Aeumurpasa B Kasaxcram 3a ABOpSHCKOE IIpomcxoxacHue. B
pasHble TOABl OT TeadkoBckoro B oAbl MM mocrynmmao 94 sxkcrronara
PYCCKOIO M 3aIIaAHOEBPOIIEMCKOIO HCKYCCTBA, IIOAAHMHHOCTH KOTOPBIX HE
BeI3bIBaAa comHeHmIl! Hekoroperle m3 Hux ObiAm mepeaanHbl B Aap. Ocobo
LIEHHBIMHI OBIAM ITOPTPETHL €r0 poauTeAcH — Baaanmupa Aprasbesnaa u I'ypan
AormaoBHBI TeASKOBCKHX, HAIIMCAHHBIE 3AMEYATEABHBIM PYCCKUM XYAOKHHIKOM
Koncrartrnrom KoposuHbBIM.

Kakaprit skcronar umea cporo ucroputo. Hampumep, kapruna «Aesyrka ¢
posamm» B 1962 1. OblAa HIPpHOOpETEHA y CECTPBHI 3HAMEHHTOIO XYAOKHHKA
Buxropa Bopucosa-Mycarosa — Eaensl. B mysee xpanurca mucbMo, B KOTOpOM
Eaena DapnmandopoBHA pacCcKasbiBaAa OO UCTOPHHU CO3AAHUSA 9TOTO HOPTPETA:
«...fl IIO3UPOBAAA AAA KAPTHUHBI «/\aMa Ha AECTHHIIE» ... IIPUXOAHUAOCH AOATO
CTOATD, A ycTaBaAa. Koraa g modyBcTBOBaAa ceOs IIAOXO, OH (XYAOKHHK) IIPUBEA
MEHS AOMOH. S HEBOABHO IIPHAETAA Y TYaA€THOIO CTOAHMKA, HA KOTOPOM CTOSA
Oyker pos. bpary mompaBuaach MOA HEUPHUHYKACHHAf 11033, U OH CACAAA
HAOPOCOK. .. «BOT 1 BcAl HCTOPHSA 3TOTO CIOKETa.

Wan apyroit maTepecHbri nmpumep. Kuctn Mabn Permmma mpmHaaAexdT
«[Toprper Buabreapma burnepay, :KypHaAHCTa, PEAAKTOPA H H3AATEAA HAYIHO-
IOy AIPHOTO KypHaAa «Becrauk sHanuii». [loprper 6b1A Hammucan 8 1912 r. o
IIPOCBOE IIOAIIMCYMKOB JKYPHAAQ, KOTOPbIE pemuAn OTMeTHTHh 10-AeTHUII

IOOMAEN mypHaAa 1 32CAyIu €ro peAaKTopa. AO IIOCTYIIACHHUS B MYSCﬁ KapTI/IHa
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HAXOAHAACh B ceMetHOM coOpanun. B 1974 r. ora Opiaa mpuoOpereHa y Aouepu
B. burHepa 1 crana ropAOCTBIO KOAAEGKITUN.

B 1965 r. 3a BBICOKHIT yPOBEHb COOHMPATEABCKON PAOOTHI, 32 HAYIHYIO U
ITOOYAAPHU3ATOPCKYIO ACATEABHOCTH ITpruka3oM Mmuuuncrepcrsa kyapTypsr CCCP
My3€I0 ObIAQ IIPHUCBOCHA IIEPBas KATETOPH.

B 1960 r. B domasr I'MM mm. A. KacreeBa mocrymmaa paborta IIOA
HazBaHneM «Aern kuazeld TpyOemkux», IPHOOPETEHHAA y MOCKOBCKOTO
KOAAEKITHOHEepa. 11 XOTA ITOAOTHO OBIAO ABHO HE3aBEPIIIEHHBIM, IMEAO SCKU3HbIH
XapaKTep, OHO IIPUKOBBIBAAO K CeO€ BHHMAHIE KUBOIINCHOCTBIO, CBOOOAHBIM U
PA3MAIIICTBIM  Ma3KOM YBEPEHHOTO B CBOHX BO3MOMKHOCTAX XYAOIKHHKA.
[IpuBAekaTeACH OBIA H CIOKET C OCOOBIM AHPHYECKHM HACTPOCHUEM: B ITApKE
M300pPAKEHBI ABE MHABIC ACBOYKH C OTPOMHON CODAKOMH, BAAACKE HA CKAMEHKE
eImé OAHA AEBOYKA, BEPOATHO C TIyBepHaHTKOM. KaprmHa Obira mpHmHATA Ha
XpaHEHHE KaK paboTa HemsBecTHOro macrepa kouma XIX — magara XX BB. [lo
’KUBOIIMCHON MaHEpPE OIIPEACAAACH KPYI XYAOKHHUKOB, OAH3KHX K BaaewTmuy
CepoBy, BO3MOXKHO, €ro yYE€HHKOB. [IyréM CAOMKHBIX HM3BICKAHHII OBIAO
yCTaHOBAEGHO, 4rO padora npuHassexur Cemeny Hukudoposy, kortopsrit
ACHCTBHTEABHO ABAAACH yaeHHKOM (CepoBa M aKTUBHBIM YYACTHHKOM BBICTABOK
IIEPEABIKHIKOB. DBIAM ycTaHOBAGHBI 1 IMeHA AeBodek. VImu okasaamchy Aoouepu
ka3 [lerpa Hukoaaesmua TpyOenkoro — Codps, AToOOBb 1 camas MAAALIIAA —
AaekcaApa. B macrosmee Bpema pabora 3aHAAA AOCTOMHOE MECTO B
ITOCTOAHHOM akcrrosurnn myses (Mcabaesa, 2015).

B mawaane XXI B. amMepHKaHCKHUI MEIIEHAT POCCHICKOTO IPOHMCXOKACHUA
Anexkc Opaos cospaer oA Cepres KaamplkoBa m HadmHAeT COOHMpPATh €TO
paboTer 110 Bcemy mupy... Kro e aror 3arapounsiii Kaambixos?!

ViKke HOYTH IOABEKAa CBBIIIE THICAYH KAPTHH, IPABIOP, PHUCYHKOB 3TOTIO
aBTOpa ABAFIOTCA TOPAOCTBIO COOpaHHA |'OCyAapCTBEHHOTO My3esl HCKyCCTB
Kazaxcrama mm. A. Kacreesa, a awmunbii ¢oua Cepres KaambikoBa B
l'ocyaapcrBernnom apxuse Pecnyoamkm Kasaxcran ¢ ero  dpuaocodckumu
TPaKTaTAMUI U AHEBHHUKOBBIMH 3AIIUCAME, COOCTBEHHOPYYIHO IIEPEITACTEHHBIMH.

Vaenuk M. AoOyxumuckoro m K. Ilerposa-Boakmnma, romsrit Cepreit
KaAMBIKOB yke mMeeT B CBOEM TBOpUECKOM Oaraxe padoty «Kpacusie konm». On
manmcaa ux B 1911 r. Ilosxe KaameikoB Oyaer ropawmrtecd, uro «Kymanme
KpacHOro kousm» [lerpoB-BoAkuH cO3A2A, ITO3HAKOMUBIINCH C KaAMBIKOBCKHM
IIOAOTHOM, a4 €ro CaMOro yBekoBeumA B kaptuHe. «K cBeaeHmrio Oyayrmmx
cocraBuTEAEH MOei MoHOrpadpun. B o6pasze TOMHOro IOHOIIM HA 9TOM 3HAMEHH,

BOprr KOTOpOFO MOKHO CITAOTHUTBCH, H306pa){(éH 1 COOCTBEHHOM HCpCOHOfI!))
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B 2015 roay B Aap My3€rO CBOM BEAUKOAEIIHBIE KAPTUHEI IIEPEAAAN TAKHE
M3BECTHBIE POCCHIICKUE XYAOKHUKN Kak Arekcerr Pupcos, Aaekcert Taaarmyk u
Kazbex Aatndos, BeIcTaBKH KOTOPBIX IIPOIIAH B My3ee um. Kacreesa.

VHHUKAABHAA KOAAEKITUSA KUBOITUCH [ 0CyAapCTBEHHOTO My3€ef MCKYCCTB HM.
Absiaxana KacreeBa — poocTosiHIe Harrero rocyaapcersa u Hapoaa. Hecmorps Ha
KOAOCCAABHYIO €€ IIEHHOCTb, OHA AOCTYIIHA AIOOOMYy skeAarorremy. [loatomy
IIPUXOANTE CIOAQ YAIlle, YTOOBI IIPUKOCHYTHCA K BEKAM, KOTOPBIC HE ITOBTOPATCA

OOABITIE HUKOTAA.

3akaroueHue

B AaHHOM cTaThe Ba)KHO OBIAO BBIIBUTH KPYI XYAOKHHKOB, PaOOTABIIHX B
Kazaxcrame, B TOABI, KOrAa Ka3aXCTAHCKOE H300Pa3UTEABHOE HCKYCCTBO TOABKO
CTaHOBHAOCH ~ «HA  HOIU»,  IIPOHMCXOAHA  IIPOLECC  KOHCOAHAAIIMU
HEMHOTOYUCACHHBIX TBOPYECKUX CHA. Tak MAM HHAYe, 9TH XYAOKHHKHI
rmoosBasn B Kasaxcrane, paboTaAn 3AeCh, CO3AaBAAH CBOU IIpousBeacHUA. Cpean
HUX OBIAH IMEHHTBIC PYCCKHE KUBOIIUCIIBI, BOIICAIIINE B UCTOPUIO COBETCKOIO
nckyccrBa. LIleAeBpbI Ka3aXCKOTO M PYCCKOIO HCKYCCTBA ITO3BOAAT 3PUTEAFO
IIPOCACAUTh HCTOPHIO CTAHOBACHHUA H Pa3BUTHA Ka3aXCKONW HAI[MOHAABHOI
IIIKOABl JKHBOIIMCH, CBBIIIE THICAYM KAPTUH, IPABIOP, PUCYHKOB ABASFOTCA
ropaocteio cobpanus l'ocyaapcrBenHoro myses mckyccts Kasaxcrama mm. A.

Kacreesa.
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The paramount focus of this article shall be on painting, mainly that of contemporary artists,
but apprehending back to their modern predecessors without which some of the
aforementioned contemporaty painting figurative/abstract would have been inconceivable. The
research of the identification of some directions in painting, both in the creative process and in
the educational one, is a difficult objective to achieve. The hierarchy and classification of some
tendencies, as plastic formulas, represents a challenge only if we consider that any artist crosses
over, during his artistic career, several stages of creation. At the same time, the present research
aims to bring to attention one of the most significant examples of relating the topicality of
artistic creation, with amplifying and renewing the horizon of artistic higher education. These
aspects are always, or should be integrated in the teaching of each artist who teaches in art higher
education institutions. The authors’ cases are important because they can reveal different aspects
of the creation process that on one hand can start with abstraction and find the figurative in it,
and on the other hand it can have its roots in reality, a reality that is reduced in simple abstract
forms by the process of abstraction. Both cases have interdisciplinary aspects from psychology,
philosophy and are related with other aspects of human activity such as memory, imagination,
abstraction.
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Ciclicitate in creatie: de la abstractizare la figurativ, de la
figurativ la abstract

Abstract:

Accentul principal al acestui articol se va pune pe picturd, in principal pe cea a artistilor
contemporani, dar intelegand predecesorii lor moderni fara de care unele dintre picturile
contemporane mentionate din zona figurativ / abstract ar fi fost de neconceput. Cercetarea
identificdrii unor directii in pictura, atat in procesul creativ, cat si in cel educational, este un
obiectiv dificil de realizat. Ierarhia si clasificarea unor tendinte, ca formule plastice, reprezinta o
provocare doar daca considerdim ca orice artist traverseaza in cursul carierei sale artistice, mai
multe etape ale creatiei. In acelasi timp, prezenta cercetare isi propune si aduci in atentie unul
dintre cele mai semnificative exemple de relationare a actualitatii creatiei artistice, cu amplificarea
si reinnoirea orizontului invatamantului artistic superior. Aceste aspecte sunt intotdeauna incluse
sau ar trebui integrate in predarea fiecdrui artist care preda in institutiile de invatamant superior
de artd. Cazurile autorilor sunt importante deoarece pot dezvalui diferite aspecte ale procesului
de creatie care, pe de o parte, pot incepe cu abstractizarea si pot gasi figurativul in ea si, pe de
alta parte, isi pot avea radacinile in realitate, o realitate care se reduce in forme abstracte simple
prin procesul de abstractizare. Ambele cazuri au aspecte interdisciplinare din psihologie,
filosofie si sunt legate de alte aspecte ale activitatii umane, cum ar fi memoria, imaginatia,
abstractizarea.

Keywords: pictura, avangarda, picturd contemporana, ready-made, asamblare, picturi-obiect,
teotie artei, dadaism, neo dadaism.

Introduction
From the first artistic manifestations, from the engraved shells made by
Homo Erectus in the cages of Altamira and Lascaux until now, man has been
preoccupied with creating images. The aesthetic and stylistic mutations that the
plastic image has undergone throughout history, due to the evolution of society,

the evolution of technology, and last but not least, the spiritual evolution are the
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main topic of this article. Lithuanian choreographer Mikalojus Konstantinas
Ciurlionis and supremacist painter Pavel Mansurov both perform as painters and
musicians during the same period, being considered to be the first to make abstract
artworks even before Wassilly Kandinsky. Employed in this double position, they
are among the first to be interested in the multidisciplinary nature of the arts and
have probably premeditated the interaction that will have the fields related to the
visual arts in the twentieth and twenty-first centuries.

The line has always been a constant in plastic representation, often drawing
the invisible boundaries of creation. From the moment she is born from the point,
it moves, describes a parable, has her own life. Her trajectory changes with style:
Geometry in Muslims, baroque in the Vikings, supple in the arabesques of the 21st
century, rested in Jean Auguste Dominique Ingres’s creation, declamatory in
Eugene Delacroix’s paintings, becomes tense in the twentieth century, and we find
it ‘raw’ in the creations of Pablo Picasso or Jean-Michel Atlan. Also, in the second
half of the twentieth century, the line is a dominant element under various
connotations like the playful-fantastic in works of Juan Miro, romantic and
musical in Hans Hartung. (Ragon, 1969). The stain is in a relationship of
subsidiarity with the line, in a fruitful complicity to create rhythms, conceived as
if also from the entropy of the Universe, it is a fundamental element in the
construction of the plastic image. Two other essential components in the creation
of the painting are matter and color. Matter exists by itself, and color cannot exist
without matter.

The Bauhaus phenomenon would therefore make a major contribution to
the development of modern art education in both Europe and the United States,
through the exile of the founder of the movement, Walter Gropius, overseas. The
New Bauhaus, an educational, inspiring and stimulating factor for artists, designers
or architects, will transmit among artists members of the Vitebsk School (Marc
Chagall, Yuri Pen, Kasimir Malevich, El Lissitzky) ideas about line, point, stain,
surface, space and the existence of an original and revolutionary style. Dadaist or
neo-Dadaist manifestations may now seem quite accessible, if we look at their
arrogant recoveries, called postmodern today.

Characterized by frond and ambiguity, the artistic avant-garde, especially
Dadaism, imposes a new positioning of the public vis-a-vis the visual arts, and an
aesthetic based on the supremacy of the ‘ready-made’ object. The object, or the
painting object is dispossessed of conventional attributes (Man Ray, Marcel

Duchamp) and placed rather in the area of a forced and intriguing imaginary.

129

——
| —



Collage, assembly, decal, rubbing, oversizing the object, will be common
ways of representation since 1917, both in the practices of Dadaism, Neo Dadaism
and Surrealism. Subsequently, a large part of the conceptual artists will be tributary
to this new type of aesthetics, bringing art in the area of performing arts, so that
in the end they will abolish all the borders that would separate the fine arts from
the applied arts or theater or circus. ‘Savoir faire’ would become a taboo phrase,
on the verge of extinction, while Dadaist, neo-Dadaist or conceptual artists would
validate the idea that only what you do is important, not how you do it.

The impact of the artists Marcel Duchamp and Joseph Beuys and the
influence that the avant-garde had on the evolution of twentieth and twenty-first
century art, as well as their contribution to the assertion of the object and
performance is difficult to admit and accept. Artists reimagined nature, that they
distorted 1it, that they transposed it, that they saw it from several angles,
deconstructing and reconstructing, often going to ridicule and leading the subject
into derision. The whole arsenal is put at the service of creation, by approaching
new techniques: collage, rubbing as Max Ernst, decal as Oscar Dominguez,
assembly. Of all the avant-garde arts, Dadaism was the most important nucleus of
the development of visual arts. Its derivatives from 1922 to today bear names such
as: collage, montage, assembly, ready-made, arte povera, picto-object, neo
dadaism, neorealism. Artists Kurt Schwitters, Jannis Kounellis, Luciano Fabro,
Michelangelo, Pistoletto, Yves Klein, Daniel Spoerri, Jean Tinguely, Jan Fabre are
also tributaries of Dadaism.

The artistic object (Nita, 2016), as it will delve into in this article, is a material
form that exists independently of its circumstances. It can be purely physical as an
object trouvee, composed in the same way as the actual objects in the assemblies or
only documentary, as in conceptual art, thus existing only at the level of project or
document. The two specializations of the fine arts, painting and sculpture, are
unified in terms of the object, especially in Nouveaux realism and minimalism, in
painting or in sculpture through the soft sculptures of Claes Oldenburg and
Commodity sculptures. The classification of objects in sculpture according to
Rudolf Kocsis can also be applied to painting. The three-dimensional works of
Pablo Picasso, Marc Chagall, Auguste Renoire, Lucio Fontana, Alberto
Giacometti presented in the catalog La sculpture des peintres, (Fondation Maeght,
1997) their appearance of object as assemblies (Lugli, 2000) shows that the
boundary between painting and sculpture has been blurred.

This taxonomy of objects (Kocsis, 2003) includes: The object itself, called by

the sculptor ‘the object itself as a plastic language’ that corresponds to readymade
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objects, found objects. They are often viewed by laymen of the field as the usual
objects, which were reproduced in painting in Pompeian frescoes, culminating in
the static Flemish natures, by creating an illusion of the dimensional. With cubism
they developed in painting, in Gauguin the objects themselves become part of the
painting; The Brentanian object (Brentano, 1973) as a process of destruction and
creation, called by the sculptor ‘reconsideration of the destroyed object’ and for
which he proposes applications from the movement of the new realists. In
painting this can be a nihilistic object, which can be fragmented and then
recomposed. Within this group, the pictorial and sculptural genres fade perhaps
the most; “The object as a body metaphot’ with examples of the author of Picasso’s
work; The collage, which I also want to introduce in the category of two-
dimensional gear, manifests itself in painting as composite substances; “The fetish
object’, which Rudolf Kocsis indicates as the object of consumption, according to
Marx’s theories. In painting it is more prominent in the works of Dadaists, new
realists and feminist forerunners who were in contact and developed complex
relationships with consumer objects; ‘Hybrid object’; The ‘sign object’ such as
those in assemblies or performances given by representatives of feminism such as
Abramovici and Piper.

The theory of Gaston Bachelard (Bachelard, 1948) sets problems of the
imaginary as a space of existence. The perceived image and the created image are
two very different psychic instances and a special word should be found to define
the imagined image. According to Bachelard, everything connected with
reproductive imagination must be attributed to the perception of memory.
Creative imagination has completely different functions than reproductive
imagination. The creative imagination belongs to the function of the unreal, which
is psychically as useful as that of the real and often evoked by psychologists to
characterize the adaptation of a spirit to a reality accepted by social values. Jean
Paul-Sartre (Sartre, 2012) also explains the process of invention by the human

creative spirit.

Methods
The research methods used in this article are based on experiment and study
case. The modus operandi was chosen because the new derivative of the old has
not gone out, but continues as a similar process as modernism and neo modernism
in the social and economic contexts of each historical period.
The experiment consists in bringing out or generating adequate conditions

tfor the study of a certain phenomenon. (Titu, 1997) Its purpose is to observe
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changes due to a set of imposed conditions. In contemporary art, this type of
investigation is a constant enactment, being an artistic etiquette rather than a
movement. We consider it an instrument of research of an endless reality in
expression, a practice of getting out from under the canon of any type of protocol,
or at the minimum of the perception of already validated principles in visual arts.

The two study cases exposed are: First case is from artist and professor
Cristian Sida artworks Polar Bear, 2006 and Satyricon, 2009 under the title From
abstraction to fignrative. 'The second study case involves the artworks from the
doctoral studies of Smaranda-Sabina Moldovan. The second case is presented

under the title From figurative to abstraction.

1. From abstraction to figurative

Cristian Sida has appealed after the abstract period and the semi-figurative-
garnishing one (Fig. 1), with the initiation of the Sazyricon cycle (Lui Tapies) (Fig. 2),
a new series of paintings that have their definite origin in the Dadaist-Surrealist
practices. During that time, the phrase ‘utopian association’ was already on the lips
of all artists concerned with probing memory, introspection, experiment, inducing
the creative act, stimulating the imagination both with the help of innovative
plastic formulas and with the help of drugs.

He considers that one cannot talk about personal research in the field of
visual arts, without referring to the activity with the students. It is a natural, even
organic process, that of accumulation at the workshop, and later of transfer, in the
workshop of the students from the faculty. The accumulation stage is itself
determined by many factors: workload, up-to-date information, online and
museum research, art galleries, identification of bibliographic material related to
the creation phase and cycle of works, documentary trips, and much more.
depending on the field of plastic activity.

Starting with 2009, his preoccupations would be more and more determined
by a timid return to the human body, to that stylistic and anthropomorphic matrix
that has been obsessing him for many years. Apparently this had manifested itself
rather by chance, as a succession of pseudo-abstract attempts at a semi-figurative
devoid of any shadow of transition that could have betrayed what would happened
next. The change of direction during his artistic career was the visit, in the year
20006, of the Egyptian Art section to the Louvre Museum in Paris. Without this
visit, his return to form would probably have been postponed. In art, the essential
encounters occur when it is needed to happen and especially when necessary. This

is how the Satyricon c¢ycle came into being. From the ample, abstract-informal
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surfaces on panoramic, horizontal format, to the semi figurative constructions
invested with epic meanings of Surrealist origin, and based on tributary
associations of a metaphysical discourse of Giorgio de Chirico and Andrea del
Savinio type, these works have practically metamorphosed to this day in what the
artist would call a new visual identity.

If initially in the works made between 2003-2006 as Polar Bear, there were
vague formal indications of what could be composed of a decorative frame
dominated by color, in the series of works entitled Sazyricon, the plastic space is
populated by a unique mise-en-scene, by importing old-fashioned characters,
reminiscent of the Epicurean world of the Roman Empire. The associations
between human and animal, between phytomorphic and organic, between the
natural anatomies and dystopias of the invented characters, the relations between
the line graphics and the smear of the dominant whites brought in those works

are elements that bring a new type of imaginary in his creation.

2. From figurative to abstraction

Smaranda Moldovan research is based on associating some already existing
concepts from philosophy regarding the object, by studying the approach of the
object in different currents and periods of art history and direct observation of the
immediate reality. She goes for elements with which we interact in everyday life.
These are usually personal objects, objects seen as product or design, found
objects, images of objects and aesthetic objects. Their choice is random and
without having a linearity, a system of selection.

Object n. 2 (Fig. 3, 4) is an assemblage or a soft sculpture that refers to the
ephemerality of objects that leads to their accumulation. By their accumulation, in
time, they settle, agglomerate, invade their space of mutual influence, reaching to
be perceived as a single volume. The extraction of each object is a way of fighting
back the social process of accumulation. At the same time the objects used for the
artworks are real objects, like in this study case a pair of linen pants. The process
of reconstruction of the shape involves a chemical process of degradation with
resin. This intervention on the physical form shapes the ready-made object into
an almost flat surface, making the primary object unrecognizable. The process is
one of abstractization.

Abstraction is the process of creation, is for the artist a mental process in
which the transition from concrete to abstract is made. The process determines
the generalization of the characteristics of a group of objects. Only the

characteristics and essentiality of the object or group are retained. It takes place in
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the preliminary phase of the works, in the stage of elaboration of the sketches.
The process is a mental one and involves a memory factor. The procedure of
abstraction is necessary, because only through this process can we reveal certain
aspects more clearly, eliminating unnecessary details. Thus, through the mental
decomposition of objects, their particularities are separated, they are recomposed
through the synthesis process, comparisons are made between their various values

already stored.

Results

The result of the two case studies reflects a trend in the creative process that
may have a beginning in the abstract area, continuing later in the figurative as in
the case of Cristian Sida, or a beginning in the figurative as an object found, ready-
made, distorted as an abstract representation. The characters created by Cristian
Sida are expressive, very subjective, they seem to be moving in the paint, while the
recent assemblies in resins and other materials of Smaranda Moldovan are three-
dimensional translations of some radical abstractions of everyday life.

The art critic Ileana Pintilie writes about the creations of Cristian Sida in the
Art Catalogue for the exhibition of Sa#yricon, April 2007, Calina Gallery TimiSoara,
Romania: ”The gestures remain unfinished in the air, the dematerialized characters
persist only as a contour or a transparent silhouette projected on the canvas.
Between them certain connections are created, which leave the appearance of a
narrative development, and the characters are highlighted as a theater scene.”
(Pintilie, 2007)

Smaranda Moldovan’s objects, even if they have roots in the public, personal
and e-media space (Moldovan, 2019) are considered by art critic loan Iovan as
expressing a whole unit. ”These objects free of form and nomination exist,

moreover, as a rumor of form, they are, moreover, in the informal area.” (Iovan,

2020).

Discussion
The relevance of these studies and researches is closely related both to the
enrichment of the creative area of the contemporary artist, and to visual artist
formation in the higher education system. We also need to educate the public to
read the picture. The more or less informed public tends to confuse form with
image. For example, abstract art has always confused it, because it represents
nothing. In order to read the artwork we must see the plastic subject and not his

literary subject, not what he tells, not the narration of the image, but its
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construction. The distancing of the narrative reading, linear, occurred with the
French Revolution (1789) when we can say that we can speak for the first time of
modern art. The painter changes, both the approach of the subjects and the
workspace moving into the plin air, (Impressionists, Post-Impressionists).
Through interdisciplinary domains as physics and chemistry, the notion of color,
the theory of color (Neo-Impressionists), the break with tradition, will be total
with the beginning of the twentieth century.

Almost contemporary, during cubism the decomposition of the object into
several facets leads to an approach to abstractionism. Its third phase is a synthesis
phase, where the image is tried to be reunited, after the severe fragmentation
during the second period. The cubist movement is considered to be the nest from
which modern sculpture has its roots, in the first cubist collages. Objects and
fragments of objects were introduced in these collages. Pablo Picasso introduced
string and the printing of a chair in his 1912 work, Wicker Chair, thus raising the
issue of ordinary objects in relation to art objects.

But the movements, from modernity to our times, whether due to line or
light, defragmentation and recomposion, bidimensional and tridimensional, create
dynamics, rhythm. Rhythm is an essential attribute of action, responsible for the
motor function of the line, is an important ingredient in the composition of the
work of art: agitation, animation, movement, gesture, progression, vibration,
rotation, ascent, descent; rhythm is synonymous with the image. The Swiss
nouveaux realiste artist Jean Tinguely said that “the only stable thing is movement,

always and everywhere”.

Conclusion. A cyclity in creation

The contemporary artists took over, appropriated over time the strategies,
images and forms of previous generations or movements. Thus, the topics were
rethought and then through various technical interventions, both traditional and
new, they were refragmented, recomposed, taken off, raising, adding or deleting
in order to replenish the former with a new overture or perspective. The role of
the imaginary is decisive in the rehabilitation of the figurative and implicitly of the
drawing in the works from the Sazyricon seties of Cristian Sida. Instead in the series
of Objects by Smaranda Moldovan the imaginary is reduced to the minimum and
the figurative, the real object, the ready-made is on a journey to the beginning of
shape, with no urge to communicate it’s figurative nature. What is sure is that both
have their subjective perception itself, the illusion that somehow compels you to

see things that you wouldn't have to choose to look at.
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Abstract

Figure 1. Urs Polar 2 / Polar Bear 2, acrylic on canvas, 300/150, 2006.
Photograph from artist personal archive
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Figure 2. Satyricon (Lui Tapies) 300/100 cm, acril, marker on canvas,
2009. The artist considers it the most important moment of his creation
so far. Photograph from artist personal archive

Figure 3-4. Object no. 2, assemblage, linen
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cd actoria nu este o intamplare, un proes care se ghideaza dupa instinct, emotie sau reactie
spontani, ci in spatele cortinei se ascund metode de lucru bine analizate de-a lungul anilor, care
combind arta actorului cu psihologia, estetica, si gandirea critica. Imbinand metode noi si vechi,
metodele folosite in antrenarea studentilor de la specializarea arta actorului, ai Universitatii de
Arta Teatrald si Cinematografici ,,I.L.Caragiale”, s-au dovedit a fi eficiente In formarea
profesionistilor care pot opera atat ca artisti cat si ca cercetitori. In contextual lumii de astizi,
trebuie sd existe o schimbare de paradigma in ceea ce priveste modul in care lumea trateaza
universul teatral, la care nu se mai poate face apel doar datorita valorii sale estetice. Instrumentele
teatrale pot fi folosite in procesul de educare si de cresterea a calitatii vietii a generatiilor viitoare,
combinandu-le cu modele de lucru care fac apel la explorarea instrumentelor si informatiilor
stiintifice, oferind astfel astfel viitorului actor un domeniu mai vast de explorare si dezvoltare.

Cuvinte chee: actorie, psihologie, sine, cunoastere stiintifica, metode, teatru.

Introduction

In the context of today’s possibilities and limitations theatre still needs to
find its way in order to meet both the actor’s and the audience’s needs. Even
though theatre means a convergence of arts, the present paper is focused on the
art of acting, moreover on the science of teaching acting not as a mystical field but
as a subject that enhances human potentials. Starting from 2020, theatre was
accepted as an optional subject in the pre-academic educational system. In order
to succeed into these project syllabuses had to be created that fitted the needs of
the pupil from primary, gymnasium and high school that were in accordance with
their psychological and biological development and with the rest of the subjects
that they are studying. So, the syllabuses “The stage and I, Theatre and us and Theatre
laboratory” are the most meaningful examples regarding the importance of
approaching the art of acting from an interdisciplinary point of view. Even though
the Ministry of education of Romania had accepted the introduction of theatre as
a subject, the implementation of the project has not reached its target. There is a
big need of teachers that are able to teach this subject. Thus, actors need to
develop a new skill, the ability of explaining their own craft to others, taking into
consideration their level of education and needs.

The study aims to analyses the process of teaching acting starting from Ion
Cojar’s belief that theatre and acting are two different things and in order to
understand them we need to be specific and study them apart. While theatre
covers the entire field of performance and representation, drama implies the study
of the acting process starting from the core of the human being. It is important to

have actors that are well aware of the exercises that they use, the concepts that
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they joggle with in order to contribute to the process of raising the well-being of
a society. Based mostly on empirical research, the paper outlines the importance
of scientific knowledge in triggering the creative nature of a person. Old acting
techniques are used as references in order to prove their efficiency in the modern
context in which professionals are looking to decompose the acting process using
not only qualitative but also quantitative data. The study puts into the spotlight
some acting methods that are at the convergence between art and cognitive
sciences in order to emphasis the fact that acting, and furthermore the actor, can
be used as a curative instrument for society, especially in the context of Covid-19

virus.

1. The Actor’s Art is firstly a specific logical mechanism

The view of Professor Ion Cojar on the coexistence of sense and sensibility
within the space of artistic creation is already known. Contrary to the idea of
classical logic (which accepted the dichotomy: either sense or sensibility), the
actor’s art involves, at the same time, both thought and emotion. And the
professor went further in claiming that an actor in the moment of authentic
creation is a person with two or more identities. Thus, in the modern view, the
founding principle of the Actor’s Art is the mentality which functions based on
the plurivalent logical scheme which accepts and explains logically, coherently, the
multiple, polyvalent nature of the authentic actor. They are both the creator and
their work, at the same time; they are the actor (the civilian), as well as the character
(whose concept and way of thinking they have adopted). How much of the
behavior belongs to one or the other cannot be measured with precision, they in
fact become a unity, an irreducible totality which can no longer be dismantled.

As the Actor’s Art professor Ion Cojar wrote in his book A Poetics of the
Actor’s Art, the phenomenon of artistic creation typical of actors: “is a way of
thinking. The Actor’s Art is firstly a specific logical mechanism. It is only secondly
that the actor’s art is a way of ‘doing”” (Cojar, 1998).

The actor is the one who brings to life latent virtual potentialities out of the
sphere of their own polyphonic individuality. In theatre, the ‘authentic’ actor
achieves, creates, brings within the sphere of reality that which is merely potential.
“The character of the dramatic text is nothing but a semiotic system. In order for
them to become a living, material system, one which is embodies, brought forward
into actuality” (Cojar, 1998), writes lon Cojar; in other words, actualization is the

specific action, the process undergone by the actor or, more precisely, the
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phenomenon that takes place with their own being. The actor’s art is directly and
inextricably linked to being, as well as to transforming.

The difference between true and false within the art of the authentic actor
consists of the concrete difference between ‘to be’ or ‘not to be’ inside an essential
process. “The artists — once they have offered their instruments to thoughts and
feeling, the whole sensorial apparatus, through the transfer of concepts from
themselves to the character with the help of substitutive imagination — has
practically nothing more to work with in order to correct themselves, to better
their acts, their gestures, their behaviors throughout the existential itinerary of the
character they have taken on, except at the risk of breaking the chain of the
creative process” (Cojar, 1998). Exact, identical repetition on stage of experiences
and reactions on stage does not lead to an authentic artistic process. Each
‘repetition’ must be a new journey, a redoing of a road of discovery. The actor
who relies on mechanical rendition, on stereotyping, will end up lying to
themselves, not using, in fact, their own creative potential. What is more, imitation,
copying and mechanical reproduction, according to previous models, cannot
result in a valuable artistic product.

The universe of the characters’ inner experiences cannot be known in its
essence except through one’s own experimentation. It is the only way that an
authentic actor can take. Sacrificing experimentation on oneself must take place
each time, with each exercise, as the discovery of other identities or human
structures that they are called upon to take on and for whom they must substitute
themselves, can only be done, paradoxically, through their own individuality,
through their own psychosomatic ‘totality’, through their own identity, professor
Ion Cojar maintains.

The phenomenon of accessing one of the unknown but possible egos of the
human actor generates the miraculous component of the authentic stage act. Even
though theatre itself is a convention, and the world built on stage is fictional,
through the art of the authentic actor, these become significant truths under our
very eyes; and what is more, characters that come to life on stage reveal possible
psychological realities.

The word enriched the actor’s art with culture, but led it further from its own
essence, for at its core are nonverbal means of expression and communication.
An extra degree of theorizing sometimes leads to the dismantling of the process
of creation up to the point where it is impossible to find the unity that generates
the initial spontaneity. Excessive censorship of reason can shake the balance of

living phenomena, of the settling of the actor’s behavior up to the point of
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diminishing subjectivity, the specific natural particularities which ensure the
originality, the uniqueness of each individual, states Ion Cojar.

The Actor’s Art does not merely consist of ‘saying a text’, but rather of the
discovery and actualization of their own essential possibilities in different life
situations, precisely individualized, as well as of the physical and intellectual
manifestation, which becomes significant through the contribution of
psychological experiences. “The actor’s art is invention and discovery; it is fiction
and truth at the same time. The genius of the actor does not only invent, but it
discovers, it does not assemble, or arrange, but it reveals, it actualizes preexistent
and inexhaustible possibilities from within themselves” (Cojar, 1998), says
professor Cojar; this means that the art of the authentic actor offers the possibility
of rediscovering an elementary truth, namely that the human being carries within
themselves the premises of theatricality through their very contradictory nature,
on all levels, psychological, somatic, and physical.

Discussing the effort that the actor must make in order to reach the ‘other’
(the character that the playwright merely suggests), professor Ion Cojar states that
the way to ‘them’ — the character goes through myself (the actor); for as soon as 1
have found myself (meaning, when I have become me, the unmistakable), I can
be the ‘others’ (many? few?) that I could potentially be. It is only by first taking on
myself, I can take on the dimensions of ‘the othet’ towards whom I am headed.
Ultimately, writes professor Ion Cojar, all characters are within ourselves and (n.b.)
the way to them has three distinct causeways that (paradoxically) intersect: Myself
in given situations; Myself in the process of discovering my purpose, my role in
the stage convention; Myself having become a character through substitution, but

after taking on the concept, the logical mechanism typical of the character.

2. Exercises

The exercise that bears the generic name Animals is part of the group of
exercises the purpose of which is knowing the logical mechanism typical of the
character. It is undergone together with the exercises: human with animal
character, Concept and Interview.

In the accepted meaning of modern orientations in theatre, the Concept is
the integrating element within which we can find the generic pattern of the
character. Being a ‘static element by definition’ (Lupasco, 1982), the concept uses
an actioning ensemble called mentality; due to it, the rigours of the concept begin
to take shape. That actioning ensemble called ‘mentality’ ‘brings to life’ the typical

logical mechanism.
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Finding, defining the coordinates of the concept are what leads the actor —
creator towards establishing the dimensions of the character.

But the quasi-stable character of individual psychological life makes an exact,
tixed concept of the character impossible to establish. And this is because the
concept it, in the view of Stephane Lupasco, the owner of a paradoxical ‘static
movement’. This idea means that, in fact, the concept if potentially dynamic. In
his ‘Poetics...’, professor Ion Cojar notes that “Psychological phenomena do not
have a linear development, they do not always have motivations, causes that we
can establish” (Cojar, 1998).

It is at this stage that the inside dimension of the actor intervenes with its
possible inconsistency, its sensitivity, the range of general culture, the motivation,
the attitude towards artistic creation etc. All of these can influence the discovery
of a logical mechanism typical of the character, potentially different from
individual to individual. “The interview is also a type of exercise through which
one can control the degree to which the person substituted by the actor is
embodied. The generic pattern of the character is the concept, the intimate logic
which is typical of the character into which the author’s logic has been converted”
(Cojar, 1998).

This type of ‘concept’ exercises, of discovery and taking on the logical
mechanism typical of characters, is also applied to animal study.

The basic structure of the exercise is made up of two stages: the detailed
study of an animal’s behavior (chosen by the student), aiming for the discovery,
the understanding of the type of thinking, of action (whether in extreme, tensioned
situations, or in a relaxed state), of relations to other animals (whether of the same
species or different ones); the discovery of the possibilities of existence in various
media; the student is invited to substitute themselves for the animal through taking
on its typical logical mechanism.

The main purpose of this exercise is for the student — actor to understand
the concrete difference between the attempt to substitute by taking something
upon themselves and the temptation to imitate.

We will remark on the following: if we ask students to think about an animal,
a dog for instance, each of them will not see a dog in general, but rather they will
particularize it according to their own experience, to their own representations.
This is why each actor will think of a particular breed, body type etc. At this point

the ‘dog concept’ becomes dynamic and different from one student to the other.
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Thus, when working with future actors it is important to anchor their flux of
emotions and states of mind with exercises that can enable them the power of

understanding the process of becoming a real artist with a specific technique.

3. Searching for the Truth. Empirical and scientific knowledge

All these exercises make up the integrating principle of Stanislavski: “From
the outer truth of the life of the body to the inner truth of the life of the spirit”
(Stanislavski, 2013). But what does ‘the outer truth of the life of the body’ mean:
reality; how can we know reality and how can we turn it into the ‘new reality of
the life of the spirit™?

In the view of the Russian actor, director and professor K.S. Stanislavski, the
founder of the preparation System of the servant of the stage, truth is hidden
within the deepest depths of the soul of the actor. It is only thusly that the exposed,
presented truth will shake emotions through the unforeseen, through the
connection to the forgotten depths of the pat, through creating landmarks for
those yet to come and through the novel logic of life, even though it does not
appear to have a clear purpose on first sight.

These spiritual states, difficult to describe in words, such as: allusions,
torebodings, contradictory states etc., will be accompanied by our great questions,
doubts, anxieties, religious beliefs etc. That is where there undoubtedly lies a
sensitive ‘field” from where two paths can be taken: either the ardent burning of
the feelings from which memorable creation is brought to life, or the (placid)
quietness that leads to artistic cancelling! One must find an unconditional balance
between talent, intuition (on one hand) and the technique of interpretation (on
the other hand). It is only this way that creation will take shape: it is only this way
that impressions on the show will be unique, unmistakable, unrepeatable.

Every evening one will have a chance to impress the spectator, but each time
it will be different, it will be something else. Why? Because every evening, one will
reach the subconscious through different inner paths of the conscious; this path
(difficult and unpredictable) forms the true bases of dramatic art. One can safely
say that this is what the essential difference between actors and artisans consists
of, the latter only create if they are well guided and inspired, while actors must
filter their inspiration and, becoming aware of their own experiences and
behaviors, step into the (bizarre and vast) area of the subconscious, ‘coming out’
towards the audience differently, with other ‘clothes’; it is only at this point that
they will be credible and applauded. For the spectator does not (really) want to see
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their own face in its authentic image on stage, but rather the inner dimension that
they barely suspect and that they perhaps even fear.

In the psychological field of the creative life, one could say that all actors
feed on impressions and sensations that they preserve in their emotional or
intellectual memory. All of these are processed in the subconscious with the help
of their artistic fantasy. It is a minute work of transfiguration, which leads (if
successful) to forming an aesthetic image. On an individual level, the true super —
conscious dimension of the creation of each actor stands all chances of remaining
a secret that is difficult to solve, as it is not merely the outlining, embodying, and
presenting a literary character which is interesting, but the way in which it ‘starts’
from the actor and is revealed to us at a certain point, in a show, at a certain point
of this show, on one particular evening... There is also the chance that on a
different evening, in the same show, the actor that embodies the same literary
character will find different solutions, have different reactions, surprising even to
themselves. It all depends on the degree to which the unconscious creative stimuli
are present. And this is because the act of creation is endless and eternal.

Stanislavski’s system is based, as he himself declared, on highlighting the
organic nature of the actor. Essentially, the Stanislavski’s principle presupposes a
deep knowledge of the immediate reality, and after deciphering any dramatic
situation, taking it on by starting from reality, so that the theatre show does not
become an illusion, but another reality.

All exercises of knowing reality presuppose exercises that reactivate the
senses (taste, sight, smell, hearing, touch), help one integrate within a group,
stimulate attention, reaction, memory, study and working with objects, as well as
‘animal study’.

But what path do we choose in animal study, in understanding and then
taking on the logical mechanism that is typical of them? There is only one critical
path: the path of knowledge. But if we think at the term of knowledge, we will
need to mention that this essentially entails two sides of knowledge: the scientific
and the artistic one.

Prior to any approach we must remember an idea which has long been
present in philosophical thinking: in the relationship between the ‘I’ (that is, the
subject, the person) and the ‘Non-I’ (that is, the objective world), the only one
that is directly active is the 1, as this is the Consciousness: but a consciousness that
results from the action (willful or not) of the outside world. In this action, the I

impose their will, their attitudes, their concepts, their inner experiences, by
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inserting them into a reality that they build according to their plans, through
practical action.

And this is how the two inseparable fields of human existence are founded:
the theoretical and the practical. Because when we say “the I outlines the Non-17,
we think practically, whereas when we say “The Non-I influences and limits the
I”, we mean it theoretically. However, the ‘Non-I’ is a product which results from
the multiple ventures of the ‘I’, and practice, activity, and therefore freedom is
what lays the foundation of the theoretical side of existence, turning it into an act
of knowledge: except this way one reaches a paradox: because it pursues the taking
on of the real, what any act of knowing does is in fact ‘cancelling’ the real; because
it is being moved from the outside within the individual. This is, of course, one
way of putting it, because without observing, analyzing, synthesizing etc. the
information so avidly sought and obtained with great effort and sensitivity from
‘the outside’, the real would be not only a great illustrious unknown, but also a
lacking essential parameter for the general development of the human.

However, what does know ‘the real’ mean?

Philosophical thinking has long established the idea according to which
gnoseology or the theory of knowledge is the field in philosophy which studies
the genesis, the nature and the range of human knowledge, its presuppositions and
foundations. At the same time, it has been accepted that gnoseology is focused on
the study of the totality of forms and means of human knowledge, whereas
epistemology has been accepted as the philosophical theory of predominantly
scientific knowledge.

But when can we say that we know something? What makes a thought, a
view, an opinion, worthy of being called knowledge?

A first condition would be for said opinion, view etc., to be true. But true by
what criteria? Are scientific criteria enough to vouch for accumulated knowledge?
It would appear not, since philosophers have introduced another essential
condition: justification. In other words, we only know something if we have solid
and sufficient reason to not only argue its validity, but also to justify (to ourselves,
firstly) the effort, putting it under the empire of solid inner motives. Thusly, the
premises necessary to convince others will be ensured. At this point, the knowing
subject can step from thinking into action.

Thus, in the context of scientific knowledge, we wonder, is there a place for
what could be called artistic knowledge? Having come from the wide sphere of
scientific knowledge which, in fact, founds its ventures, artistic knowledge is,

essentially, more of a state of the spirit and an elite aid of an individual’s everyday
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life. One can say (with the help of Kant (Kant, 1987)) that through the beneficial
effort of artistic knowledge, humans search for beauty, balance and ineffable in
art, in order to then discover it within themselves.

Artistic knowledge also has an extremely important moral component as well
as one of attitude, induced by the chromatic character, the phonic and the visual
background generated by the ambiental immediateness within which the
individual lives. The individual’s capacity to ‘lean’ towards these outer stimuli, their
desire to make them their own argues their vocation to want to be integrated in
the ambient. Because the individual lives not only within a climate of material
values, but also in an ambient strongly marked by spiritual values transformed into
syntheses; these come back (abundantly or moderately) to the individual in the
form of obvious manifestations. And the individual makes them their own, after
a strict personal evaluation; it is at that point that they endow the real with aesthetic
value.

Aesthetic values can be relative or absolute, positive or negative, fundamental
or not, but all fall under the sign of the statement of Nicolai Hartman (Hartmann,
1974) according to which: there is a whole range of ‘higher or lower’ aesthetic
values; the aesthetic value is given by the result of the process of practically —
spiritual appropriation of the real (which includes nature and social life in its
ensemble), while artistic value refers strictly to the universe of art, to the imagined
artistic product, molded and created by the fantasy, anxiety, ambition and

dedication that any creator must exhibit.

Discussion

Scientific research allows the modern person to better control their emotions
and control the process of creation, so that it is no longer a random one, but one
that is actively stimulated by the physical resort. Benedetto Croce mentions that
“by elaborating impressions, one is released from them. By objectivizing them,
they move further from them and becomes superior to them. The liberating and
purifying function of art is another aspect and another way of phrasing its nature
as an activity. The very reason activity is liberating is that it chases away passivity”
(Croce, 1972). Furthermore, we need to establish a balance between control and
the creative impulses. The questions “How we measure the impact of theatre on society?
What is happening in the actor’s brain?” and “How to we train professionals using a common
work methodology?” are still open to be investigated. The study of the brain and
neuronal structures explains to the actor how they convey emotion, connect with

the partners and the audience, communicate non-verbally or get orientated in
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space. Research in the field of neuroscience facilitates the emergence of new
paradigms of experimentation in the field of theatre and raises several questions
regarding the human impact on cognition. Space research, for example, has
reached new levels, researchers Edvard 1. Moser, May-Britt Moser and Bruce L.
McNaughton announce. “After almost 50 years since the place cells were
discovered, these and their homologue in the para hippocampus have become
some of the most important tools in understanding the cortical calculus and spatial
mapping, as well as in understanding in mechanical terms the cognitive function
of navigation” (Moser, Britt Moser, McNaughton, 2017). The progress of science
determines the progress of people, the understanding of the functioning
mechanisms and thus, the progress of the performing arts. O’Keffe has
demonstrated that any “information about changing position and direction in
space can be calculated from animal movements” (O’Keffe, 1976), which backs
the importance of studying acting in an interdisciplinary way, in the process of
discovering and analysing the way in which people work. Understanding these
processes contributes to the development of an integrative vision of the actor's art

and determines the formation of the modern artist.

Conclusion

The act of creation (a purely human action) renders the human being noble,
making it similar to the Great Demiurge. In the act of creation, the human is truly
free. Nobody and nothing from the outside must be present at the process of
creation of an artistic product. Otherwise, the artistic product is ‘commissioned’
and its aesthetic value decreases drastically.

The aesthetic value of an artistic product cannot only not be anticipated, it
cannot be perfectly perceived by those on the outside even with the most judicious
critical apparatus or the most successful game of an abundant intuition, until the
author has considered their work finished; the emergence of the artistic product
can cause a real aesthetic shock which will force the watcher (‘the consumer’
essentially) to return to it time and time again; and each contemplation will be
different each time, as the joy that is felt will offer an opportunity for new inner
syntheses, new ideas and aesthetic experiences. And this is because with each
contemplation, look, participation etc., the psychological needs and expectations
of the watcher will be different, as their aesthetic attitude will always be different,
and the aesthetic taste (that is, the spontaneous reaction of pleasure, accepting or
rejecting) that has already arrived in the sphere of controlled evaluation of inner

experiences will receive its full rights.
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It can be claimed that a first step in the superior founding of an artistic act is
scientific knowledge. However, once this first step has been taken, once one has
therefore arrived to the sphere of artistic knowledge, the real creator will have to
appeal to the cultural dimension of their personality, their inner combustion and
their whole personal universe of experiences, sensations and feelings. It is only

these that can generate a valuable artistic creation.
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Abstract:

Omenirea s-a bazat dintotdeauna pe tehnologie, impingand totodata cultura si traditia inainte.
Existd arti fird tchnici? Exist. Insi pe cat de just este cd se poate face arta fard tehnica pe atat
de adevarat este ca tehnica imbunitateste calitatea artei i o dezvolta. Tehnica este un mod de a
face ceva si nu un lucru care se face. Tehnica universalizeaza ea poate nega cazurile particulare
ireductibile. Digitalul experimenteaza mult, si poate trece peste multe reguli aparute inaintea sa.
Prin introducerea tehnologiilor digitale in domeniul artei si a vanzarii acesteia avem nevoie de
un ghidaj pentru a ne fi clar ce fel de practici sunt benefice pentru cei ce reprezinta mecanismul
lumii artistice-artisti, patroni, colectionari, galeristi, muzeologi, curatori, critici, istorici $i nu in
ultimul rand publicul amator de arta.
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Cuvinte chee: digital, progres, arte plastice, tehnici, artist.

Introduction

We have so many directions in art that we ask ourselves which is the best or
the most proper one. Which way should we follow as artists? The Renaissance in
art began in the 14th century and lasted until the 16th century and it was a long
and clear period. Today, art is divided into fine art with its painting, sculpture,
graphics and virtual art, which in turn as subdivisions of digital art, web art,
software art, etc. The young generations of artists live with one step in the past
and one in the future, meaning, they use traditional art as inspiration but create
their own digital art because the latter does not yet have a history of its own. In
schools, they study art history including the well-known currents from Greek art
to hyperrealism. Digital and urban arts are mentioned as currents but are not
decanted yet. The present study follows the effects of digital art coming into being,
the fact that this fact has brought something new and if it affects to some extent
the plastic art as well as art in general.

Digital technology is the language of the present moment, but art has been
used towards a unique direction only, in line with traditional beliefs about models
of productions, creation and reception. A major representation of the digital
revolution is the Web, the most popular of the Internet processes. Despite the
phenomenal potential released, much of what we see on the Web in the art section
is as monologic as painting or television. A feature of virtual art is the introduction
of the observer inside the 360-degrees’ image, which is temporally and spatially
homogeneous or, at least, completely fills the visual field of the observer, to create
the impression of immersion into the image. It is an illusory space determined by
the rule of perspective, the definition of the image, real colors, light, proportions.
In addition, other senses besides those addressed to the visual are addressed to the
auditory and even the olfactory. In the landscape of rapid changes, in media
technology the idea of the “360-degree image” will remain a continuous
phenomenon in the art and media history of the 21st century.

Abstraction Now introduces software art in most of the productions of
contemporary cultural fields, offering the public enough challenging organized
material to reflect on the relationship between modern and contemporary art,
media, visual culture and software. If today everyone uses digital media and

computers networks, we ask ourselves what exactly do we see in the Ars
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Electronica exhibitions? What is the phenomenon of software art or digital art or
new media art or even cyber art? The key participants of this event take different
positions: some call themselves designers and other consider themselves artists.
Can digital art be considered a branch of contemporary art? In the 1960’s modern
art focused on concepts, not techniques. At that time, the artist was a journalist,
looking for and showing various signs due to various media including text,
photography and video. Educated in the last two decades, the 21st century artist
no longer produces painting and photographs, but projects. For the most part

however, art collectors seize traditional objects that are safer as an investment.

Characteristics of net art-fine art as progressive versus destructive

<

Fine arts are nowadays a “working” of western culture together with the
other form of art like: theater, opera, orchestral music — all of them desperately
trying to survive financially through arts centers belonging to rich choice people
or through governmental funds. The evolution of technique has led to an
explosive art consumption.

The 21st century has witnessed a multicultural development of “mass
culture” — with its thousands’ competitive styles and sorts — but unfortunately, in
the meantime, witnessed the rising of a so called “subculture”. The mankind has
always been in search of improving its technological discoveries; as a result, culture
and tradition were strongly influenced by this progress.

The shamans drew their sketches in coal- obtained from the fire that was
discovered, on the walls of the caves. Although those images or paintings weren’t
meant to have — what we nowadays consider — artistic goals, the long process of
using technology to produce meaningful images had already begun. Even during
antiquity, the man produced objects made of iron, ceramic, invented the
parchment, wrote literature and sculpted the vaulted arches. During the
Renaissance art started using elements belonging to different sciences. The
Renaissance artist made use of Mathematics, Geometry, Perspective, engraving
technique, oils, pressing machines, etc. Is there art without technique and science?
There is. But as far as it is that we can make art without technique, so true is that
technique improves art and even help it to develop itself. Technique generalizes,
it can deny the irreductible particular cases and forms.

After re-establishing contact with the visible universe, the artist of the 1960s
no longer tries to show the idea of concept in his works, but wants to transmit
and present to the eyes of the viewer, the whole ensemble. The digitalization has

made progress and can go beyond the rules that art has already been using. By
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introducing digital technologies in the field of making art and also selling it, we
need a guidance to make it clear what kind of practices are beneficent for those
who are parts of the huge mechanism of the artistic world: artists, collectors,
curators, art critics, art historians and last but not least for the art loving public.

Research and discussions on current practice and the effort to establish
forums leading to progressive activities in the digital arts should be praised and
recognized. All of this is meant to encourage collectors to purchase more art in
their portfolios. Throughout history, artists have created their works using a large
variety of materials and methods and procedures.

Many artists of the 2000s use digital work tools and make use of a wide range
of methods, the most popular being printing. The artist and the printer will
certainly determine that technology to advance and, at the same time, will
contribute to the discovery of new and different methods of creation in both
traditional and digital art. “Before computers and laser printers, artists used tools
that had not changed significantly over the course of a century. Every word
included in a chart had to be engraved and picked and then, carefully attached to
the right spot. The addition of various textures and colours requires the artist to
prepare the layers that had to be photographically manipulated before the graphic
was ready to be printed. The whole process from conception to realization often
requires a whole day of work for a single graphic designer.” (Fidler, 1997)

Is the computer a simple tool in creating traditional art? How does digital art
adapt to the world of currant theories and aesthetics? Synthesis is the basic
concept for digital art. The computer synthesizes best in relation to any other tool
handled by man; the exception is the human brain, which has always been the
model and basis for the development of computers. Where and how can be
combine everything that has been experienced so far: originality, authenticity,
objectivity, photography, randomly panted structures — materialized and
reproduced to infinity, oil and water, Impressionism, Surrealism, Cubism? We no
longer ask ourselves the question: What is new? But what is happening?

Digital art has made its great entrance and has an important contribution in
the developing of art in general. It has become an essential component of
contemporary art. New tools are revolutionizing the way artists think. Images that
could not have been done traditionally are now possible to be obtained through
computer interferences. The artists of the future will not conceive a world without
technology and for them the creative tools will be digital. So, we are witnesses to

a crucial time in contemporary art.
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Computers have not considerably reduced the time required for artists to
produce original graphics, nor do they require less skill or talent than the rest of
the tools used by artists. The availability and popularity of photographic
manipulation created a vast and creative ‘gallery’ of modified images, most of
which were reminiscent of what original photography used to be. Using the
electronic version of the brush, filters and lenses, these “neo graphic artists”
produce images inaccessible through conventional photographic tools.

Photographic manipulation is the most complex style and, at the same time,
a set of techniques currently used in art. The synthesis between photographic and
digital tools allows, over time, the elimination of many toxic and uncomfortable
materials. This new creative technology offers advanced -capabilities for
reattaching and cutting — pasting portions of images from different sources; in the
end, they become special collages and surreal photo-compositions. We are dealing
with unprecedented manipulation and control of the colours, as well as distortion
and resizing of the image. Essentially, we have an exponential field. The trend is
moving very naturally towards a fast evolution of an external artistic life that also
tends to develop itself logically, until all the means are exhausted, until something
new is found.

The reason life seems so fast today says Saffo, is “not because individual
technologies become themselves faster or because things are happening faster
than they used to in the past, but because different technologies come into being
at the same time. The unexpected cross impact of mature technologies is what
creates the strong accelerations we feel.” “Cross impacts” he says “are also
variables that make forecasting new media so difficult.” People wish to feel
intensity — they want to experience it. Speed has become the topical trend and, if
we look to not so distant future, we can probably see to collapse coming. The
various art forms, in this case the communication media as well as the media
enterprises are “forced to adapt and evolve in order to survive in a changing
environment.” (Saffo, 1992) “The only alternative would be for them to die”,
Roger Fiedler wrote in “Mediamorphosis™ (Fidler, 1997). “Disorder is just another
order and what is diffuse can be themed,” (Levinas, 1974) confirms Emmanuel
Levinas in the most logical way possible. In art the 2000s insisted on the concept
of movement, relativity but also strangely, o the relationship of friendship, because
it enhances the result. If I, you and another one person have the same perception
of things, we must somehow gather together, said Luigi Giussani in his “The ego,
the power, the works” because trying to stay united means to collaborate more, it

means to be more involved in society (Giussani, 2005).
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The internet art is difficult to be transposed and it is also even more difficult
to be archived, due to the fact that the used technology improves and develops
itself. The selling of this sort of art rises problems both for the artist himself and
for the buyer. The participants in this process discussed to each other and try to
tind solutions. Erick Loyer monopolized by MoMA in 1998 for his project The
Lair of the Marrow Monkey, stated that time, that the future could bring LCD screens
to run web art just on people’s walls. Nowadays we can see LCDs inside museums,
as exhibits.

Alicia Miller, associated manager at SF Camerawork suggests that artists
themselves should possess their own web galleries in order to keep art alive. It is
assumed that keeping a digital work alive is impossible due to the fact that
operating system can suffer changes every month. Some strategies for preserving
digital art have certain restrictions for Net Art, for virtual works of art, but much
more ambitious strategies are being developed. Time is pressing and measures
must be taken if we do not want to lose the values of three decades of media and
virtual art. Any political strategy developed for the collection of this type of art
must necessarily involve an agreement between artists, galleries, museums
equipped with the latest technology, manufacturers of technical equipment and
computer centers. This was the additional reason for founding a virtual database
in Berlin, which later became a tool for analyzing the digital present.

Aaron Betsy sustains the importance of the internet art and argues the
collectors into acquiring as much of it as they can — quality art is a concentrated
representation of our world and of our way to perceive reality (Baudrillard, 1981).
“The virtual would surely illustrate the horizon of the real — as in physics we can
talk about the horizon of events. But we can as well take into account the fact that
all of these are nothing else but a hindrance for an indistinguishable stake.” The
virtual, he says “is intersecting with the notion of hyper-reality. The virtual reality,
the one which would be perfectly digitized, homogenized, replaces the other reality
because it is perfect, controllable and non-contradictory. Therefore, given that it
is more fulfilled, it is more real than what we have established as a simulacrum.”
(Baudrillard, 1981)

In the 1980s, some radical theorists raised the issue of the death of painting,
grounding their judgment on the assertion that advanced painting seems to show
all the signs of internal exhaustion or it has already set limits that cannot be pushed
turther. When issuing these conclusions, these theorists had in front of their eyes
Robert Ryman’s entirely white paintings or perhaps the monotonous striped

works belonging to the French painter Daniel Buren; and it would be difficult not

[ 155 |



to see their statement, in a way, as a critical judgment addressed both to the
respective artists and to the practice of painting in general. However, as for
Belting’s idea on the end of the art, the existence of an extremely vigorous art that
shows no sign of internal exhaustion is not contradictory to the idea that the age

of art is not over yet.

Conclusion

The issue raised was how one practice complex gave way to another practice
complex, even though the shape of this new complex was still indefinite, vague
and will likely remain so.

There is no longer any plan that is foreign to the different artistic realities,
and these realities themselves are no longer so distant from each other. This is
happening because the fundamental perception of the contemporary spirit was
formed around the principle of the museum where, any art form finds itself a
place, where there is no a priori criterion of how art should look like and there is
no story to refer to all the things that can be found inside the museum. Nowadays,
artists consider the museum as if it did not host dead art, but living artistic options.
The museum is a field that cannot be rearranged and, undoubtedly, we are
witnessing the birth of an art that uses the museum as a repository of materials.

“Duchamp’s Fountain — revolutionist and avant-gardist — shows that anti-art
represents the absolute meaning and true dignity of art for art’s sake, that the
brutal abandonment of all formal conventions constitutes the absolute purism of
the significant form, that the Real represents the excrement, the only one that
leaves behind as its mark the absolute self-reference of art to art.” (De Duve, 1989)
It announced the moment when art, descended from the pedestal, would belong
to everyone and some would inspire fear of the day when “ everything being art,
nothing will be”, as expressed by de Duve. /Ready-made “(...) manages the
disquieting proof of the art alienation, definitive for those who make it a certainty
of decadence, temporary for those who see in it the signs of change and necessary
for the ones to whom the ability to deny, promises a future emancipation”
(Giussani, 2005).

Vattimo sees the phenomenon announced by Belting from a much broader
perspective than the one that concerns us: he thinks the art end from the
perspective of the death of metaphysics in general, respectively that of
philosophical answers to the problems raised by a technically advanced society.
So, Vattimo refers to land-art, body art, street theater and so on, cases in which

the status of the work becomes essentially ambiguous: the work no longer seeks
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to achieve the success that would allow it to place itself into a certain constellation
of values.

The third millennium catches us in a permanent chaotic change of scene.
And though, it is not certain that the scene that prepares to show itself will be
better than the old one. In order to create a work, it is not enough to meet people,
phenomena and situations that act on, that rouse the appearance of a will, that
activate the fantasy and put our energies into action. Everything must be done
according to relationships that we do not fully define, which we must rather
respect. There is something that must be respected, recognized, embraced,
accepted, in order to create. Thus, our minds, our arms and even our hearts are
imbued with a factor that may seem hostile: the effort.

The internet is here to stay: it is not to be ignored. The new computerized
technology has penetrated every aspect of our lives: the way we learn,
communicate, the way we create. The populist goal of the internet finds itself in
contradiction with the individualistic nature of painting, the most powerful art
form based on gesture, signature and originality.

We live at the dawn of a new millennium and of a new digital revolution, and
today’s painting reflects the promise of the moment as it analyzes his not-too-
distant past.

As a conclusion, acceptance of computerized art does not require giving up
classical artistic activities, but on the contrary, requires involvement in aesthetic
issues through which the scientific community becomes aware of the attempts and
creative possibilities. The aesthetic value does not depend on style or
instrumentation, what matters is the artist’s creativity and sensitivity, the form and
the content of the message presented to the public. It is the choice of an
expression value: language, music, image, which leads to different results. The
digital art images are to be considered creative art works with a real chance to
appear successful when are to be compared with traditional fine art.

As a final conclusion, the subject of this article needs further attention on
short term and also long term, in order to see how things, evolve in the future,

with nowadays arts.
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Figure 1. Erick Loyer. (1998). The Lair of the Marrow Monkey.
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Figure 2. Erick Loyer. (1998). The Lair of the Marrow Monkey.

——
| —

159



conteals nedt

Figure 3. Erick Loyer. (1998). The Lair of the Marrow Monkey.

Figure 4. Erick Loyer. (1998). The Lair of the Marrow Monkey.
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Figure 5. Robert Ryman: Untitled. 1965
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Figure 6. Daniel Buren: Peinture aux formes variables.
1965-1966.
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Figure 7. Marcel Duchamp: Fountain. 2008.
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Strategii ale politetii in discursul criticii de arta

Rezumat:

Critica de arta se produce de obicei in recenzii de arta. In scrierea unui astfel de text, criticul se
manifesta ca o interfata intre public $i artist $i, in consecinta, intre public i opera de arta. In
timp ce, pe de o parte, el trebuie sa rimana fidel rolului sau de ghid ce mediaza intelegerea si
aprecierea operelor de artd de marele public, aducand totodata sugestii relevante artistului, pe de
alta parte, criticul trebuie sa fie un maestru al scrisului, capabil s utilizeze cele mai eficiente
strategii discursive. Acestea includ $i aplicarea unor principii ale politetii, cu rolul de a asigura

perpetuarea unei bune comuniciri in lumea artisticd. Studiul de fata doreste sa distinga acele
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mecanisme de aplicare a principiilor politetii in critica de arta, mecanisme ce se afld in directad
legituri cu evaluarea (in special in cazul aprecierilor negative) facuta de critic, care poate pendula

intre a ramane politicos $i a deveni de-a-dreptul nepoliticos, de dragul adevarului.

Cupinte-chee: Arta, critica de artd, pragmatica politetii, strategii discursive

Introduction

The role of art criticism (which is nowadays re-named art appreciation) is
perceived to be an interface between the public and the work of art. This role has
become more and more obvious beginning with the first part of the 20th century,
and with the first attempts to modernize art. People found themselves baffled in
front of the new works of art and could not make sense out of what they were
seeing anymore. They searched for some guidance to understanding what was
going on in the art world, to what a work of the new art meant and to how valuable
that was. The need for specialized guidance has become even more obvious these
days since contemporary art is so multi-faceted and complex.

There are numerous schools of criticism, based on just as many doctrines,
but they all have in common the same desire to mediate between the work of art
and the general (and sometimes even specialized) public and to boost
communication within the art world. No matter whether art is viewed purely
philosophically, or mainly historically, or sociologically and psychologically, the
whole enterprise proves to be “a coat of many colors” (Iacob, 2019). It is also a
fact that there are a great many personal styles of criticizing art as well as of writing
styles. Some critics tend to be positive and polite; some prefer to be blunt and/or
true to themselves. Many can grade their critical discourse and use all the possible
discourse strategies to offer their readers a complex view of the art under their
scrutiny.

The purpose of the present study is to find the ways in which art criticism
works, especially in the case of negative appreciation of the works of art, that is,
to distinguish the mechanisms the critic utilizes in order to send the reader his/her
exact evaluation of those works. This research focused on whether and how
exactly the critic chooses to remain polite or not when criticizing a certain work.
For that, a number of art review texts (around 35, from different art magazines —
Art in America, Artnews, Artforum International and newspapers possessing an
art column — The Telegraph) have been considered. The research applied a
pragmatics methodology, starting from the classical Gricean maxims and Leech’s

politeness principles, rediscussed in Brown and Levinson and in Thomas, also
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studied by Rehm and André and by Myers in scientific writing. The central concept
adopted here is that of face management. The study focused on how the critic
deals with it in different circumstance and for different purposes. Some similarities
between the criticism discourse and those of advertisement and propaganda have

also been distinguished, along some coordinates mentioned in Zdrenghea.

1. Art criticism, advertisement, and propaganda — some discourse

similarities

To establish some functional channels to communicate both within and
without the artistic discourse community, art critics devised several genres (and
texts), out of which maybe the most effective one appears to be the art review.
The discourse strategies involved in creating efficient art reviews reveal the fact
that, just as in advertisement, the public is perceived as a target. “The language
used by advertisers indicates that they think of people as targets. In
advertisements, they use language which is subtle and cajoling [...]” (Zdrenghea,
2004, a).

This does not mean that the audiences of both the works of art and art
criticism are the only target of such texts. The artists themselves are also part of
the communication process; they may relate to art criticism in different ways: they
may find some guidance in what is being written about their works, or they may
feel re-assured, flattered, or, on the contrary, they may be offended and feel under
attack. Hidden agendas sometimes dictate the type of discourse employed by art
criticism, and just as “advertising is a versatile and sophisticated form of social
communication” providing “the symbolic tools for the circulation of everyday
meaning” for “presenting, suggesting and reflecting an unending series of possible
comparative judgments. Controversial or not” (Zdrenghea, 2004, a), so will art
criticism texts (art reviews) make use of all necessary strategies to reach their goals.

Appealing to people’s desire to achieve a higher status can also be exploited
by art critics, just like by advertisers. “Owning and using expensive products is
one of the most direct ways to improve one’s image and status” (Zdrenghea, 2004,
a). The art critic may find a way to prompt an art collector to buy a certain
expensive work of art whose ownership would prove his/her high social status
and, obviously, his/her exquisite taste and knowledge of att.

Art criticism texts also present several similarities with the propaganda
discourse in what the channels and methods of achieving their communicative
purposes are concerned. Manipulation plays an important role in this complex

process of communication. It may take the form of stereotype, tautology, cliché,
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and a null informational content (Zdrenghea, 2004, b). Also similar to propaganda
language may appear the frequent use of some strange syntax and vocabulary, and
its preference for nominal constructions manifested as “an interest no so much
tfor the noun but for the opportunities to incorporate in this class non-specific
manifestations of adjectival, pronominal or verbal nature.” (Zdrenghea, 2004, b).
So many times, the discourse of art criticism makes use of such devices, for
different reasons and to different purposes. It was even given a name: Artspeak
(also known as International Art English) (Cretiu, 2014).

Thus, art criticism discourse manifests several similarities with both
advertisement discourse, and propaganda discourse, since they all work to
influence people, to make the public believe certain things, in certain ways, to
certain purposes. Up to a point, their mechanisms are also similar as well as the
expected results: an advertised work of art appeals to people’s desire to own that
work, manipulating them to believe that the work is of certain value, all these with

not necessarily negative connotations.

2. The importance of politeness in writing

However, the art critic needs to write as responsively as possible, trying to
find a balance between the public for whom s/he is writing, who has a right to be
well advised, and the artists-creators, who also need good, well-informed advice
and who do not enjoy criticism attacks. The art critic has to become a master of
using politeness strategically, developing all the necessary linguistic-rhetorical-
pragmatic-discursive strategies to keep that balance and ensure communication
meanwhile remaining true to himself/herself.

A question that somehow finds itself in the middle of this process of
criticizing art is probably how charitable or kind is the art critic supposed to be
when criticizing a work of art? Philosopher Daniel Dennet (Dennet, 2013)
reformulates the strategy suggested by the social psychologist and game theorist
Anatol Rapoport, and proposes four steps to arguing intelligently and avoiding the
tendency to caricature a possible opponent:

1. You should attempt to re-express your target’s position so clearly, vividly,
and fairly that your target says, ““Thanks, I wish I’d thought of putting it that
way.

2. You should list any points of agreement (especially if they are not matters of
general or widespread agreement).

3. You should mention anything you have learned from your target.

4. Only then are you permitted to say so much as a word of rebuttal or criticism.
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Most probably these Pollyannaish (positive) principles may prove quite hard
to follow by art critics in many circumstances. However, it is common knowledge
that people tend to remember and respond to positive criticism better rather than
to negative criticism, and using the former type may also prove beneficial for the
advancement of communication.

The now already classic pragmatics of politeness developed by Brown and
Levinson (1987) referred mainly to oral exchanges in conversations. However,
their notions and strategies may just as well be applied to written texts, especially
it these are seen as written dialogues between writers and readers, with the readers
as a necessary presupposition, rather than acting in the imagined dialogue. In his
study on the pragmatics of politeness in scientific articles, Greg Myers (Myers,
1988) also argues that the above model could be extended to some genres of
written texts, despite the difficulty of not having a definite addressee and that of
defining relevant cultural variables. He focuses on the ambivalent relationship
established between writers of scientific articles and their readers and between
writers of such articles as researches and other researchers. In this two-facetted
relation, several FT'As (face-threatening acts) are performed, which necessitate
different politeness strategies for redressing them. The concept of “face”
(borrowed by Brown and Levinson from Erving Goffman, 1967) and that of the
size of imposition account, in Myers’s opinion, for otherwise unexplained aspects
of writing scientific articles.

Rehm and André (Rehm & Andre, 2005) focused on how politeness is
expressed using gestures, which are used by communicators to enhance the verbal
manifestations of politeness strategies. Adopting Walker et al. (1997) approaches
to implement politeness strategies, they made a corpus study distinguishing some
politeness strategies divided into four categories and accompanying many verbal
instantiations. For example, direct strategies are conveyed by direct uttering of
threats, without any redress. Approval-oriented strategies are related to the
positive face needs of the addressee and may consist in conveying interest through
complimenting and use of intensifying adjectives, in claiming common knowledge
through “white lies”, and such phrases as “sort of”, “in a way”, or through the use
of jokes, etc. Autonomy-oriented strategies include making minimal assumptions
while using such hedges as “I think” and “kind of”” and minimizing threat through
the use of euphemisms and such quantifiers as “a little” and “just”, etc. Off-record
strategies are related to violations of the maxims of relevance (through the use of
associations and hints), quantity (through exaggerations like “always”), quality

(through the use of irony and rhetorical questions), and manner (through
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ambiguity and elliptical utterances). The two researchers found that the verbal acts
of politeness are strengthened by the use of gestures: iconic and deictic gestures
are mainly used to emphasize direct criticism, while metaphoric gestures are
employed in off-record strategies. They also quote McNeill, who noticed that
zeonics and deictics are attributes of narrative contexts, while metaphories tend to occur
in non-narrative contexts.

Thus, as previous research of the concept and the mechanisms of politeness
suggests, there is a certain “know-how” an art critic should possess, starting from
an intelligent argumentation, then considering the face management of both the
criticized artist, and of the reader when dealing with inevitable face-threatening
acts. The discourse strategies involved in these processes are complex and various
and the writer needs to make the most effective linguistic choices, since there are
no other extra-linguistic possibilities of expression (mimics, gestures) to

strengthen or smoothen the written words.

3. Art reviews as a genre of the critical discourse

In what follows we shall try to distinguish some regularities in the art
criticism discourse (especially in art-review writing), along the same coordinates.
The art review is probably the most complex, useful, and efficient genre of the
artistic discourse community because it serves both the purposes of the artists
themselves, as the most relevant members of the artistic discourse community,
and the purposes of the general public, for whom art is produced, and without
whose interest artists could not survive. Art reviews are rather short texts
appearing in magazines (more or less specialized in art), (academic) journals,
newspapers, radio and TV broadcasts, etc.

Their specific communicative purposes are: to inform about an artistic event,
to promote such an event and the artist, to competently describe, interpret, and
especially evaluate (or judge) an exhibition (and the exhibited works), to persuade
the readers to accept the offered interpretations and evaluations and therefore to
go and see the exhibition for themselves and (why not?) buy some of the works,
to educate the public taste, to guide the artists, to establish a market value of the
reviewed works and artists (Dennet, 2013). It seems that, despite the small size,
such a text has a lot of work to do.

The writers of such texts are usually art critics. Art historians, journalists,
artists themselves, philosophers (art aestheticians and theorists), professional
writers who happen to write art reviews may also be generically considered art

critics. The art critic finds himself/herself halfway between attists and their public.
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Since, for many people, art doesn’t seem to “speak for itself”; especially in these
post-postmodern days, the critic has to act as a mediator between the two and
therefore has a two-fold responsibility; despite being a member of the artistic
discourse community, she/he has to remain true to himself/herself and act
responsibly when offering the audience guidelines for interpreting artworks,
several possible interpretations and value judgments (positive or negative
evaluations) of the reviewed works. Good criticism always presupposes offering
evidence for the interpreted aspects and applying certain criteria in judging art
(these criteria are rather implicit than explicit, and are suggested rather than clearly
stated in art reviews, as opposed to art theory).

The audience for whom an art critic reviews exhibitions is mainly the general
public, consisting of educated, experienced readers, not necessarily art experts, but
possessing a certain degree of connoisseurship, or, at least some intuition about
art, people who expect to learn something new about art, to see a subject from a
different perspective than their own, people who are interested in art but may need
a little help to understand and appreciate art, busy art collectors who are
considering whether to go or not to see an exhibition and who want to be offered
some investment suggestions, and even art specialists and artists themselves who
try to get an idea about who and how may judge their art, about what other artists
create and what the value of other artists is.

Thus, the art review genre appears to be the most effective one for art
criticism. As a genre, it serves the communicative purposes established by the
artistic discourse community: informing about an artistic event, advertising it,
analyzing the most important works (describing and interpreting them), evaluation
them, persuading, educating. The most important feature of this genre is that it
addresses two audiences: first, the general public, then the specialized public;

therefore, the writer needs to adapt his/her discourse strategies accordingly.

4. Discourse strategies of politeness in art criticism

In fulfilling such a complex job, an art critic has to perform, more often than
not, several face-threatening acts (FT'As). Naturally, this happens when negative
appreciation is in question. Dealing with them implies good handling of politeness
strategies. Depending on whose face is threatened and on the dimension of the
imposition, the strategies will address both the positive and the negative face of
the audience and the artist.

In Brown and Levinson’s approach, any “model person” is endowed with a

“negative face” (the person wants to be unimpeded, that is, free) and a “positive

[ 169 ]



tace” (the person wants to be approved and appreciated). It seems easy to guess
that any artist would like to be well appreciated and loved and not criticized. In
fact, the very process of art criticism is now called art appreciation, exactly due to
the negative connotation of the term “criticism”. Usually, art critics are generous
with the artists (especially if they get paid by the galleries hosting the exhibitions)
and tend to see the positive aspects, the valuable features of the artworks.
However, any responsible critic will balance the artist’s negative face (the desire of
not being impeded) and his positive face (the desire to be loved and appreciated)
with the great responsibility an art critic has toward the public: the correct
appreciation of the value of the artworks under scrutiny. The readers, on the other
hand, also have a negative face (they want to feel free when interpreting and
evaluating works of art, i.e., they do not want to be told exactly what and how to
understand and appreciate art), and a positive face (they want to be considered the
equals of any art critic, that is, treated as if they possessed the necessary degree of
expertise, or at least, connoisseurship, as to understand art.).

Politeness strategies stem from an insightful weighing of the importance the
above variables have in a specific FT'A: the artist’s negative and positive face, the
audience’s negative and positive face, the generosity an art critic is expected to
show the artists, the responsibility toward the public. The relative power position
a critic finds himself/herself in may also determine the choice of one strategy or
the other. Power may be defined as the transformative capacity of agents to affect
the course of events. The critic possesses a certain kind of legitimate power of
judging other people (evaluating artists’ works) and a certain kind of expert power
over the audience for whom s/he writes, that is, the critic has the knowledge, the
“know-how” the public needs. In the case of some famous and widely listened to
art critics we may also speak about referent power, consciously or unconsciously
exercised over his/her admirers (Thomas, 1995).

The politeness strategies employed to handle the FT'As toward the artists
come into play when negative judgments are made on the artworks and range from
performing the FTA without redress to changing the bad into good evaluation
(ambivalence).

A. Performing FI.A “bald-on-record” (without redressing)

When performing an FTA without redressing, the art critic has previously
weighted upon the artist’s needs and the audience’s right to be well informed as
to the value of the artwork. Since the value of the work is very low, the critic does

not feel the need to be polite in any way and acts responsibly toward the public:
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Example 1. [...] for its 18 paintings, representing Schnabel’s artistic

output over the past decade, are irrefutably awful. I’'m not sure I have

ever seen such overblown yet forgettable paintings in my life.

Example 2: Peter Sarkisian’s appalling multichannel mother-and-child-

in-a-cube projection is as close to offensive as this show can get.

B. Hedging/ minimizing imposition of negative evaluations

B1. Rbhetorical question: the implied negative connotation answer to such a question is
avoided by the rhetorical quality of the question:

Example 3. The sheer abundance of the works and their sense of the

ridiculous lend a populist appeal to his artistic enterprise, but where

does it go from here?

B2. Expressing (personal) hope/ skepticism/ regret:

Example 4. If Dzama hears eBay calling, I hope he doesn’t answer.

(The critic implies that there is only a small step the artist should avoid

to take toward a worse stage of his creation);

Example 5. This survey of new art parodies avantgarde obsessions of

the 1970s far more than it makes a case for new ideas. It mostly reflects

the preoccupations of art school-sheltered youth by and for whom the

show is largely made. Let’s hope it’s not the one we deserve. (The

implicature here is that we, the public — a so notice the plural of

solidarity — do not deserve such a poor-value art, like the one exhibited

by this show);

Example 6. Stripping away the context [...] is no small achievement,

but unfortunately, that’s what Gordon did. While he hoped to add

narrative power to his formal exploration by drawing on the potency

of his source, the work itself felt ponderous by comparison — less an

advertisement for the potential of Gordon’s art than a demonstration

of the strength of Scorsese’s.

B3. Minimizing assumption by expressing a false doubt:

Example (see 1). I am not sure I have ever seen such overblown yet

tforgettable paintings in my life.

B4. Minimizing imposition by using a ‘suggest’ verb for evaluation:

There seems to be a certain dichotomy in choosing verbs when writing about
art. There is the verb “to be”, on the one hand, used mainly for describing art, or
tor well-established facts and appreciations throughout the history of art, and, on

the other hand, there are the “suggest” verbs, used mainly for interpreting
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artworks, and sometimes for evaluations. They are used to reduce the size of the
imposition of personal interpretations and evaluations.
Example 7. [...] but for the most part, it [the show] seems to have little
to do with art ... It even seems to trivialize work of established
artists...
B5. Hedging by modifiers:
Example 8. With over 50 works, the show felt unwieldy at times... (also
notice the “suggest” verb fe/f);
Example 9. The tearing open of Heidi’s stomach at the end of Heidi 2
[a performance] so that Mom can insert a television monitor atop the
gitl’s intestines is a none-too-pleasant sight. Heidi, however, doesn’t
seem to mind. (Also notice the black humor and the ‘suggest’ verb).
B6. Balancing the negative and the positive (less important) aspects:
Example 10 [...] expressive gesture and Minimalist geometry remain
precariously alive, even as they have been ingeniously assimilated (also
notice the modifiers) (in “Weimin Huang...”);
Example 11. Wayne’s talent is real, but perhaps her paintings innards
are a little too exposed.”  (Also notice the hedging quantity modifier
“a little too”) (in “Leslie Wayne ...”);
Example 12. For me, the iconography of the piece isn’t so interesting
— the bling disco death-head thing has been done before in more
impoverished variations. The interesting thing is the brazen
fetishization and attitude — Hirst’s done it for real, using real diamonds,
real cash. (Also notice minimizing assumption through the use of 1st
person suggesting that it is only a personal judgment).
B7. Using minimizing expressions (downgraders, to reduce the sige of imposition by a
negative evalnation)
Example 13 [...] and what remains is hypnotic but controlled, yet there
persist some loose edges, some prescribed awkwardness, as it were.
a) using neutral attribution of opinion for interpretations and
evaluations:
Example 14. [...] mouth open in a scream, although whether of
pleasure, pain, or protest is uncertain. Likewise, for the viewer, who
might also find it unclear how to respond to these dispassionate amoral
children caught across the divide between the consciousness of
childhood and that of adulthood [...];

b) minimizing the “guilt” of one by extending the “guilt” to many:
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(given the fact that the artist had recently died, the critic also feels the

need to enhance the idea that the evaluation is his own / attributing by

the first-person pronoun; also notice the verb “to suggest”, and the

hedging adverb “perhaps” trying to minimize the imposition of

personal opinion);

Example 15. I want to suggest that Huang was caught on the horns of

the dilemma that epitomizes the current position of abstract painting,

perhaps of all art in this so-called postmodern situation (and it is a

recurrent situation rather than a period): how to make something new

out of something old [...] (also notice personal attribution of opinion,

“suggest” verb, and hedging adverb to reduce imposition) (in “Weimin

Huang...”);

c) using suggestion (as an indirectness device) for negative
evaluation:

Example 16 ...The 1980s paintings and sculptures could have been

omitted without diminishing the exhibition’s impact. (modal);

d) turning bad into good evaluation (ambivalence):

(Here, probably for encouraging purposes)

Example 17. While the exacting works might suggest these artists are

striving toward an ideal of perfection [the exhibiting artists are students

of California State University], they also reveal the hand’s inevitable

quirks. Accidents and imperfections — a skewed line, a messy

intersection of marks — were evident, adding an imprimatur of

originality to the pieces. This exhibition was a celebration of the human

touch and its ability to create flawed wonders. (Notice the paradox; also

notice the hedging modal and the “suggest” verb);

e) ambiguity is sometimes preferable to a negative evaluation (also
see Example 30)

Example 18. The thrust of his project appears to revolve around the

painting process itself, an attempt to find a new way of working that

would require a new way of seeing. (It does not exist, at least not for

the moment; therefore, it seems difficult to understand such a work).

Another strategy of politeness suggested by Brown and Levinson is avoiding

the FTA. This strategy is quite unlikely to be found in an art review proper. It still
may exist in some reviews dedicated to exhibitions of great masters, recognized

and established as such by art history. In this case, the only possible FT'/As may

refer to the exhibitions’ curators and not to the great masters themselves.
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Other politeness strategies are used 70 maintain the positive and negative face of the
public. Readers of art reviews do appreciate good suggestions as to how an artwork
may be interpreted and to what its value is, but no readers will enjoy being told
what and how they should understand and appreciate an artwork. It is the good
critic’s skill to let his/her reader feel his/her equal, share in the common goal of
appreciating good art. A prerequisite to good art criticism writing, and also a
politeness strategy, is abiding by The Processibility Principle (Leech, 1983). This
principle states that messages should be comprehensible, clear, brief, ordetly, easy
to process and that in the process of information, the speaker refers to what is
already known to the hearer at the beginning of the utterance and predicates the
new, trelevant, focused information at the end. It is, still, the belief of some
Romanian art critics that the more intricate and fussier and “absconded” the
“message”, the more interesting the writer. How should then the readers of such
texts (if any) understand their attitude toward the public?

Maybe the most important device for reducing social (and expertise) distance
between the writer and the reader of an art review is the use of an informal register
to suggest a kind of talk between friends, or, sometimes, even a kind of complicity
and gossip. Some other devices art critics use to handle the public’s face and
reduce the size of impositions of any kinds appear to be to following:

f)  expressing solidarity with the reader/public:

The plural of solidarity and inclusiveness seems to best serve the reader’s

need to feel the critic’s equal, to share the same preoccupations and values

(also see Examples 5, 30):

Example 19. There are no types or diagrams here but fully formed

beings with clear sensibilities that are, to us, so strange as to command

our attention;

Example 20. Hot Seat 2, a square canvas with a background grid of

vibrant red and blue features a vaguely tower-like shape [...] We know

the tower is in front of the grid — but just barely. That hot red

background asserts itself aggressively and plunges our eye into a

netherworld where...

g) Joking (humor) is always a splendid device to reduce social
distance and bring the readers closer to the writer. In creating
humorous utterances during an interaction people hint,
presuppose, understate, overstate, use irony, tautology, ambiguity,

etc.:
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Example 21. Everyone in the drawings smokes cigarettes, sublimation

being essential to survival in this bizarre world. (Besides, if the

antismoking police were pointing their guns at you, you’d want that last

drag, too.) — a presupposition;

Example 22. These “multimedia salads”, as Oiticica called them, are

meant to flicker across our consciousness, as discrete, disconnected

phenomena... — irony + metaphor;

Example 23. In the end, Schnabel is a painter of splendiferous

pomposity (informal humorous adjective). I left the show desperate to

encounter someone with a sense of irony and lightness of touch. (Final

evaluation, implying what the show lacks in);

h)  Play on words:

Example 24. One Clara with brilliant blue eyes has a cocoa-, or kaka-,

colored brown face [...] (where “kaka” is a species of greenish and

olive-brown New Zealand parrot);

k) Oral features, suggesting a continuous dialogue with the reader and
reducing the social (and expertise) distance:

—  discourse markers

Example 25. Well, Apples and Eve attests the fire is back in full blaze;

—  sharing personal feelings and emotions with the reader by using
suggestive determinatives (adjectives and adverbs, just like in
advertisement):

Example 26. This superb, international touring show... features

Oiticica’s moving and provocative “quasi-cinema’” experiments...;

Example 27. This is a mature and culminating painting by an artist who

has been astonishingly consistent...;

Example 28. Meticulously realistic painting...; clunky mechanics and

assorted flotsam and jetsam that had been cunningly arranged to

produce ethereal effects...; the most striking was... only slightly less
unsettling was. . .;

—  questions (of a rhetorical character) addressed to the readers:

Example 29. Is geography destiny?

)  minimizing imposition (of own interpretations and evaluations of

the artworks) by linguistic devices:

—  “suggest” verbs vs. “to be”:
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Example 30. This seems to me a better solution than the old Italian
one, for it induces an idea that is bigger than art. (notice the comparison
implying that from two bad things the critic has chosen the lesser one;
meanwhile the implicature of the ambiguity here is that, in spite of the
highly philosophical meanings of the works, we are not really dealing
with good art);

Example 31. The imagery alludes to many kinds of meaning, without
being restricted to a particular iconography...;

Example 32. I would suggest rather that her achievement has been to
recover the dignity which they were already given...

Also see Example 15. I want to suggest that....

—  impersonal expressions:

Example 33. In the eleven-by-fourteen drawings recently on view, one

can recognize a population of regulars that include superheroes...;

Example 34. The East Village scene of the early ’80s, one could argue,

was as much a state of mind as a place...;

Example 35. Initially, it appears that the textile is Gottlieb’s primary

source. But then it becomes apparent that the static design of the fabric

lacks the sense of movement and depth that Gottlieb achieved on

canvas. (Also notice the ‘suggest’ verb “appears”);

Example 36. You get a sense that certain recurrent colors and motifs

in these paintings possess a symbolism to which only the artist has the

key. It’s hard to know whether S...wants to invite you in or keep you

out of his mysterious goings-on. In the meantime, as you try to make

up your mind, the striking palette and stylized figures are more than

sufficient to hold your attention. (where “you” = anybody);

m) minimizing imposition by offering evidence from the work itself.

This tool is widely used in any good art review. A good art critic always seeks
to offer his/her reader evidence to support his/her interpretations of certain
aspects of the artworks or the whole meaning of an artwork. It is the reader’s
privilege to decide whether or not s/he accepts a specific interpretation supported
by the proof taken from the work itself and it is also the reader’s privilege and
right to feel free to give that specific aspect any other interpretation if s/he finds
other proofs in the work.

Example 37. In an untitled diptych from 1998, Borysewicz has

sketched a head devoid of features...The outlined head bridges the two

horizontal panels of the painting, whose only other details are a fleur-
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de-lis and a solid grey circle on the bottom right. Given the spiritual

tenor of this show, it was not hard to see this head, with its suggestion

of long hair, as another image of Christ [...].

n) minimizing imposition by personal attribution (which is also
supported by offering evidence from the work itself) The author
implies that what s/he offers as interpretation and/or evaluation
is just personal opinion and therefore the reader should feel free
to discern in the artwork any other meanings and appreciate the
value for himself/herself:

Example 38. For me, Point is the most realized of the figure paintings.

It shows the women seen from above. The blue-white background,

more than a neutral backdrop, interlocks with the figures. The

depiction of the accurately-rendered, blue-jean-clad women captures

Connolly’s edgy method, without the clamoring distortions [...].

Also see Example 12. For me, the iconography of the piece isn’t so

interesting...

Also see Example 15. I want to suggest that...

0) minimizing imposition by appealing to other recognized authors
Example 39. In Huang’s paintings, we are dealing with the
numinous, which, as theologist Rudolf Otto wrote, involves not
only awe but anxiety — the anxiety Pascal said the empty space of
the night sky aroused in him. (Also notice the plural of inclusion)

p) minimizing imposition by minimizing personal merit and
maximizing other people’s merit:

Notice the minimization of personal merit in Example 37. by suggesting that
anyone could see the same thing as the critic.

Thus, taking into consideration the face management of both the artist and
the reader, the critic needs to adapt his/her politeness strategies accordingly. The
examples above show that the range of such politeness strategies is extremely
wide; so is the range of linguistic choices available to the critic. It is the critic’s
decision to address the face management politely or not quite so, depending on
his/her principles in judging art as well as his/her cate for the public he/she needs

to guide and educate.

Discussion
The present study aimed to reveal several aspects art criticism needs to

manage when dealing with negative judgment of the works of art. Since the role
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of criticism is that of mediating between the work of art and the public, with
everything that enterprise entails, there are always several questions the critic needs
to ask himself/herself when evaluating art. It is easier when the judgement is a
positive one and the critic can open-heartedly proclaim the value of a certain work
(or body of works). The problem appears when the judgement is negative (the
scale of how negative may vary).

Is the critic to keep a polite attitude, involving all the necessary discursive-
linguistic mechanisms of managing the face-threatening act?

Is she/he to be mildly face-threatening? When and why exactly is the critic
to be bluntly offensiver Is that really a choice?

A recent experiment conducted with the second-year UAD students as to
whether they agreed or not with the bluntly negative evaluations of an exhibition
(while studying the genre of the art review), led to interesting results. In spite of
the fact that they are artists-to-be, therefore possible subjects to such evaluations,
many of them agreed with the critic, while, obviously, more preferred to reword
the impolite evaluations.

There are a lot of aspects a critic needs to weigh upon when judging a work
of art and there are a number of different science areas involved. Further research
should probably reveal other psychological, sociological, philosophical, aesthetic,

as well as linguistic mechanisms at work in this challenging art field.

Conclusion

Differing to a great extent from, let us say, science articles, art reviews seem
to be closer to another genre mentioned by Greg Myers in what the use of
politeness strategies is concerned: the genre of science popularizations. The art
critic seems to situate himself, just like the writer of popularizations at half-
distance between artists/researchers and readers, that is, between the esoteric and
the exoteric groups (Myers, 1988). Any good author of such kind of texts has to
think primarily of the audience, of the exoteric group; this means, in what
politeness is involved, that the author has to avoid insulting the readers on the
account of their lack of specialized knowledge, in the first place and, secondly, to
try to make the readers feel part of the community while still maintaining the
proper deference towards the specialized esoteric community, while still taking
care to preserve the good face of the artists. Writing does not involve face-to-face
communication. However, it seems to be helpful, effective, and considerate to
always write with one’s audience/s in mind, so that good communication should

be maintained. This has necessarily to do with politeness, which should be seen as
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a discourse strategy employed in any kind of art criticism and any genres such as
art reviews here. This aspect is of much interest in higher art education, in teaching
the next generations of art critics, historians, theorists to become good specialists
in the field, that is, being able to judge art according to its value and meanwhile
capable to write about that consciously and convincingly. This may prove to be a
truitful step forward toward enlarging the art public and educating the public taste,

while also establishing some necessary guidelines for the artists themselves.
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sensului unei opere. Studiile de caz vor aborda cele doud decenii de colaborare a lui Oliviero
Toscani cu Benetton, concretizate in memorabile campanii publicitare ce au rescris istoria
vizuald a publicitatii contemporane. Vom analiza modul in care fotografia ofera publicitatii una
dintre cele mai consistente resurse expresive, bazata pe realismul imaginii, pe posibilititile
infinite de gestionare a compozitiei vizuale, pe premisele reproductibilitatii si, nu in ultimul rand,
pe apetitul publicului avid de imagine tehnologicd. De asemenea, vom incerca si discutam
premisele si mecanismele creative care caracterizeaza creatia lui Toscani, conditiile de citire a
lucrarilor sale publicitare, precum si modul in care strategiile sale creative combina expresivitatea
preciziei tehnologice a fotografiei de presa si strategiile de apropriere artistica specifice
postmodernitatii.

Cupinte cheie: publicitate, Benetton, media, Oliviero Toscani, fotografie, postmodernitate.

Introduction

The purpose is of this material is to investigate the results of the collaboration
between the Italian photographer artist Oliviero Toscani and the Benetton Group
company, in terms of advertising strategies, visual solutions, and thematic
subjectivity, and to understand what artistic strategies are creatively embodied in
the almost two decades of advertising projects. For this initiative, the works made
by Toscani for Benetton, provided the necessary support to identify artistic
practices that offer specific value to advertising construction, in an approach that
transcends the boundary between “art” and “advertising”, as visual and cultural
disciplines. The methods of research are based on Roland Barthes’ semiotic theory
of denotation/connotation structure (Barthes, 1977), and also on the dissociation
between relational and structural properties of a visual construct, as stated by
Mihai Tarasi in his visual compositional theory (Tarasi, 2006). While following a
deduction-based investigation method of the case studies’ thematic, subject and
visual strategies, we will also analyse the way Toscani uses postmodern artistic
strategies such as appropriation and resignification, in order to achieve the
meaning of the advertising construction, as concluded in my research published
in 2018 in “Artd si publicitate. Medii de expresie in publicitatea contemporana”
(Art and Advertising. Mediums of expression in contemporary advertising)
(Soreanu, 2018). For this, we focused on a case studies corpus based on the works
from the final part of the collaboration between Oliviero Toscani and Benetton
before 2000s, including the “mature” concepts, in which Toscani pushed the limit
of the advertising creative act, with a solution based on the appropriation of
images from everyday international realities media, such as images of refugees, war

scenes, mafia executions, scenes with illness, the dying, or prison death row
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inmates. As a consequence, Benetton has become synonymous with the
unconventional and innovation in the visual culture of 2000s, due to the
involvement of Toscani, who promoted them from national quasi-anonymity to
global brand status, the artist dealing with their corporate image, brand identity,
and communication strategy [1].

This article content is oriented toward those sharing an interest in the
manifestations of contemporary advertising — particularly Oliviero Toscani’s
activity while collaborating with Benetton — from educational, academic,

professional, or simply general interest areas.

1. The “Art” in Advertising

Being recognized both as a remarkable visual artist, and as the creative force
behind some of the most successful brands such as Espriz, I alentino, Chanel, Fiorucct
ot Prenatal, Oliviero Toscani defined advertising photography in terms of his own
artistic creation based on the formula of postmodern appropriation, transforming
the photographic image into a visual material both appropriated and re-signified
through specific aesthetification [2]. The complex creative mechanism that we can
identify behind his works is the result of a deep artistic intentionality that doubles
the advertising approach, vitiating the very definition of the dependency
relationship between the fields of art and advertising. In the context of
postmodern art, in which advertising is defined in its visual dimension as an
exponent of the consumer area, the type of social-consumer ideology, and derived
social behaviours, Toscani’s strategy is simple and straightforward: he avoids the
clichés characteristic of commercial advertising, moving towards a form of image
support in which the subjects no longer have the product as a reference, but the
ideology that defines it, and which becomes the main subject of the expressive
advertising offer (Sturken & Cartwright, 2001).

Toscani avoids advertisements featuring products (in the case of Benneton,
clothing and accessories for young people) or using associative juxtaposition
clichés (such as using female models in provocative positions associated with
products). On the contrary, the Benetton campaigns outline an attitude and denote
an artistic preoccupation whose depth is defined on two levels:

1) it relates to the advertising market, projecting itself as an alternative image,
unconventional, original, ensuring the functionality and visibility of the
advertisement;

2)  builds an ideological attitude that is associated in consumer behaviour with

the quality of Benetton products, a solution whose functionality may seem
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paradoxical, especially from the perspective of completely excluding the

display of (the image of the) products in billboards (Barthes, 1977).

In terms of advertising marketing, Toscani builds and cultivates the brand
awareness, yet extends this formula to everything that means advertising for the
Italian company, avoiding any form of direct product promotion, visual or verbal
representation: the power of the brand becomes an expressive priority over the
products represented.

From a visual syntactic point of view, the tensions reside only from the
formal association of the subject with the Benetton logo box, so from the 7e-
signification of a concept in the conditions of the advertising expression. This
mutation of meaning is, in fact, apparent, marking a level of normality of
perceptions that society, in its pursuit of consumerism, entertainment and
industrialization, no longer associates with normal (non-alienated) behaviour
(Soreanu, From Media to Mediums of Expression. Visual Art Communication and
Meaning, 2020).

Oliviero Toscani’s originality lies in the nature of his advertising approach,
more precisely of the subjects and their relationship with the advertising approach.
Defying conventions, overcoming social barriers and taboos, the artist constructs
work, whose value transcends the advertising dimension of the construct, to the
artistic one. At the level of the semiotic mechanism, Toscani fulfils one of the
fundamental premises of the definition of advertising as visual art: the distinction
between the signalling and the symbolizing functions of the expressive construct.
Through symbolic evocation, art manages to access a semantic field of a specific
expressive consistency (Soreanu, 2018). In advertising, this landmark of
symbolism is added to the signalling function that has the persuasive ability to
achieve, through precision and success, a very clear semantic register (hence the
space-time identification that defines advertising).

Carried out under the restrictive auspices of the market economy and having
to respond to marketing reasons, advertising is seldom permissive for the artistic
contribution of creators. Advertising has trends, involves recipes, clichés and
solutions whose operation ensures concrete results, translated into positive
turnovers. From this point of view, Toscani’s authorial approach had the chance
of an optimal configuration, materialized by ensuring a potential brand in
development (United Colors of Benetton, the brand under which Benetton promoted
their products in 2000s), the artistic genius of the artist (Oliviero Toscani), a
saturated advertising market bored with clichés (both European and international),

but especially by the permissive and open attitude of the owner of the Italian
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company (Luciano Benetton) who gave a “carte blanche” to Oliviero Toscani,
tully confident in his potential to promote the company’s image (Del Drago,
2013).

At a final glance, all of the advertising campaigns of the Italian company
Benetton, designed and coordinated between 1982 and 2000 by Oliviero Toscani,
manage to fulfil this desire of advertising (as an integral part of the visual arts
tamily), to complete the expressive offer of art based on the recovery of traditional
professional standards. Oliviero Toscani’s works return to publicity the role of
factor of public awareness and social reflection; addressing controversial topics in
unique ways, despite social behavioural rules and canons, his advertisements
demonstrate that quality advertising can be a construction with a remarkable

semantic magnitude which is specific, in general, to art [3] (German, 2018).

2. Two decades of advertising campaigns for Benetton

Among the first controversial campaigns of the Benetton company [4],
created by Oliviero Toscani, are the images whose theme evokes the notions of
racial equality, images that caused strong reactions of the black community in the
United States: two handcuffed male hands, one white and one black (Fig. 1), and
that of a black woman breastfeeding a white infant (Fig. 2). Acute racial criticism
stems from the reaction of the American public, whose interpretation offered new
meanings to the construction of advertising: the reference to America’s enslaved
past, the latent memories of black nurses who used to breastfeed children of white
‘masters’, deliberately maintained social uncertainty, ensured the advertising
success of the campaign, probably one of the most memorable and recognizable
in the history of Benetton campaigns. In the case of the first image, the two
handcuffed hands clearly raise the issue of class equality (similar clothing, jackets
and jeans), the balance of power (who handcuffed whom, who is the policeman,
who is the victim), racial appearance (a white hand, a black one). Toscani, the
author of the images, creates an intentional confusion, asking the public to
formulate, cultivate and express their own opinion.

Benetton’s subsequent campaigns continued in 1990 and 1991 with other
series of symbolic posters promoting the concept of equality in diversity (with
award-winning images in Austria, France, the United Kingdom, the Netherlands
and the United States), focusing on the same issue of racial discrimination. ‘Hands’
and ‘Children on the pot’ use photographs of children (Fig. 3-4), Toscani moving
the meaning of advertising construction to the area of childhood and behaviour

learned or assumed from the family: a hand of a child of colour superimposed on
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the image of a white hand, adult, a visually relational tensed composition (invoking
the concepts of protection, parenting, possible gesture of refusal) or the image
with the two children, one black and one white, sitting on the pots, in a moment
of childlike intimacy. The 1991 version, ‘Angel and Devil’ connotes, through the
image of embraced children, the idea of assigning social labels against the
background of racial segregation, as a predestination of today’s society (Fig. 5).
The 1990 “Blanket” also raises the issue of considering homosexual relations and
the relationship between its members amid racial disputes: in the same blanket,
equally a symbol of refugees or family warmth, are a white woman, an Asian child,
and another woman of colour (Fig. 6).

The 90s’ campaigns created unprecedented controversy, following the
company’s attempt to use real-world images, images of social-universal relevance,
in order to break the barrier of indifference and stimulate the revival of public
consciousness. Racial issues, family issues, sex and (in the case of ‘Graveyard’ from
1991 — Fig. 7) war, become favourite topics of Benetton advertising, through their
potential to be anchored in reality. Toscani builds his works with an agile sense of
reality and the weight in daily life of social landmarks whose perception is deeply
alienated. Calling the same racial theme or social pseudo-customs conditioned by
the consumer society, Benetton uses the image of a new-born not yet detached
from the umbilical cord, as a metaphor for the cruel and brutal connection to real
life (Fig. 8) or the (almost) ridiculous sequence of wooden figurines, a satire on
the uniformitarian social conformity of races, holder of contemporary strings and
socio-economic levers (Fig. 9).

In advertising, the lector interpretation is crucial in producing meaning, and
the meanings of an advertisement depend on the cultural context in which they
are received, fulfilling (paradoxically) the advertising stake regardless of its
acceptance or rejection. An example is 1991°s “Tongues’, depicting three children
(one black, one white and one Asian) with tongues out, an eloquent example of
how a universal theme confronts cultural barriers: the image was considered
“pornographic” and prohibited in some Arab states, where the display (and,
therefore, reproduction) of an internal organ or body parts is prohibited.
Controversial reactions also sparked “Kiss”, an image of a white man kissing a
woman of colour on the cheek, defying racial and gender distinctions that, in the
early 1990s, still persisted in some European countries and certainly in the United
States (Fig. 10).

“Eyes” is the work that marked the establishment of the centre of artistic
studies and research called ‘Factory’, founded by Oliviero Toscani and funded by
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Benetton —a frame with a coloured figure whose eyes, different colours, symbolize
openness to diversity and spirit visionary of that centre (Fig. 11). One year later,
Toscani resumes the theme of racial equality with a unique work that has caused
a stir on billboards around the world, called ‘Hearts three freshly gutted,
presumably human hearts, over which are labelled White, Black and Yellow (Fig.
12). ‘Hearts’ is a metaphor for a return to the very essence of human life and spirit,
and the work symbolizes inter-racial equality in a formula that rewrites the image
standards of contemporary advertising.

If in 1991, Toscani included in the repertoire of advertising images the
photograph of a cemetery from the First World War in France, with symmetrical
rows of crosses, reminding that no one wins in war and that beyond uniforms,
races and religions, death is the only victory (figure 7), in February 1992, Benetton
introduces a new controversial campaign: it involves the use of real images, made
by photojournalists and already used in the press, appropriated images from the
news, reports or investigations. The topics chosen are in line with Benetton’s
philosophy and socio-political concerns: illustrating obscure diseases and illnesses,
overcoming violence and social intimidation, forced emigration, natural disasters,
etc. The moment is particularly important in international advertising, because it
marked a total break with the advertising conformity that involved the creation of
advertisements in which to appear or be suggested the product (as an advertising
referent), with the metonymic use of signs and polysemous constructions that to
support its qualities. Toscani had already introduced a visual formula in which the
advertising construction completely ignored the reference product, but now it
does so through images whose existence is avoided or even denied by the world
of consumerism and entertainment. War, illegal emigration, famine, brutality,
mortality, execution, the death penalty, AIDS, are becoming topics of publicity.
Toscani clearly refers to the capitalist society whose symptoms are visually
translated in the construction of advertising. In his works, reality becomes part of
advertising, as a form of social therapy through visual art. Appropriating his press
images and re-signifying them in advertising images, Oliviero Toscani transfers to
Benetton’s campaigns the worrying tragic dimension of a reality that transcends
the limitations of the perception of a society alienated from consumerism, crushed
by economic differences, sabotaged by capitalist policies and political and cultural
colonialism (Lyman, 2001).

In ‘Soldier with the Bone’, the image of a black soldier, photographed from
behind with an automatic pistol hanging from his shoulder, holding a human

femur in his hands, is a terrible vision of the social anxieties of the *90s related to
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colonialism, racism and sub-culture in conflict zones in Africa, a denunciation of
the primary condition of violence and the scale of armed conflict around the world
(Fig. 13). Also in 1992, Toscani made other image commercials evoking an episode
in the desperate attempt of several thousand Albanians trying to embark on a ship,
a besieged boat in search of utopian freedom, a form of economic dignity,
oppressed in their own country and without the chance to be received in another
state [5]. The work ‘Container’ presents a similar situation, uncomfortable for
Western public opinion, an image that captures dozens of black people huddled
in a freight car, in an improbable amalgam unfamiliar to those deprived of the
basic rights and comfort of existence especially in Eastern Europe (Fig. 14).

On the same note, the photograph (this time taken by the Toscani himself,
two years later) of the blood-stained uniform of soldier Marinko Gagro, a victim
of the war in the former Yugoslavia, is resigned as a symbol of peace in the poster
‘Soldier’, highlighting the brutality of the war that the media presents as a spectacle
(Fig. 15). ‘Barbed wire’ from 1995 is a composition that illustrates different types
of barbed wire from South Africa, former Yugoslavia, Mexico, Lebanon, Japan,
Israel, Hungary, Brazil, Ireland and Germany, wire with which they are fenced
both refugee camps or state borders, as well as private property in developed
societies (Fig. 16). Both posters denote the perception, at the social level, of the
neighbouring and immediate conflict reality and the awareness of the issue of
borders and inter-ethnic barriers, against the background of the crisis of
segregation of former communist states or against the sharpening of social class
differences in capitalism. The critique is obvious, functioning both as a distinct
signalling and as a metonymic symbolization of restrictive regimes and political,
social or cultural barriers.

The visual construction of these ads confirms the position and philosophy
of Benetton, which tries to create a certain emulation, a reconsideration of the
social state, of reviving the public interest in the real problems of everyday life.
From an advertising point of view, the works work by associating the target
audience with the respective ideological context and its enrolment in the virtual
community of supporters.

Some of Toscani’s most controversial works relate to AIDS victims. The
1992 AIDS — David Kirby commercial, based on a photo appropriated from a
documentary series by Therese Frare (Time.com, 1990), depicts the grieving family
of a dying man, in which the shock of receiving the scene precedes any other type
of aesthetic reading (Fig. 17). The dying is disfigured, the family is destroyed, the

scene is of a realism that could be suspected of theatricality, if it were not true.
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The image plays a feast to the viewer, the cultural references being extremely
strong: the work has the emotional charge of a Renaissance Pieza, the consumerist
critique of Duane Hanson, and the tragedy of a cinematic setting [6]. Paradoxically,
Oliviero Toscani talks about death in an advertisement bearing the Benetton
brand, and the author's intention is to raise the level of acceptance and awareness
of the aspects of life and death of those around us. The same subject is touched
on in ‘AIDS faces’, where Oliviero Toscani composes a composition of smiling
portraits of over a thousand young people around the world (forming the word
AIDS), as a suggestion of the presence of the disease that has become a metaphor
for the anxieties of the 20th century (Fig. 18). A more recent series of works
resumes the theme of AIDS patients (in 1993), depicting marked/stamped body
parts of a person, stigmatized with the words ‘HIV Positive’, a visual illustration
of social discrimination of those diagnosed with the disease. Drawing attention to
the social death of AIDS patients, caused by public isolation, Toscani’s posters
reveal the social fears and anxieties that characterize contemporary society and its
predisposition to avoid or marginalize the problems they face (Fig. 19).

The subject of erotic and sex (and its representations, with a special
expressive potential), was not avoided by the artist, especially since it is one of the
most generous social taboos, defining types of projected identity constructions,
gender behaviour or customs and restrictions. The few campaigns that critically
address this issue have been running for several years, from the Condoms and
Olympic Games of 1991-92 (practically illustrations of the universality of the
concept of unity in diversity, specific to the incipient Benetton campaigns), to
“Horses” from 1990, a very explicit — but unique — illustration of ‘wild sex” (Fig.
20). Toscani also juggles social prohibitions in his notorious 1991 work “Priest
and Nun”, a poster depicting two kissing characters (a priest and a nun, Fig. 21),
a direct critique of Catholic Church morals and contemporary social conventions
(Soreanu, The Sacred In Contemporary Advertising, 2010).

Addressing reflective issues on major issues of contemporary society,
Benetton’s works also include images that illustrate the effects of pollution on the
environment: the pseudo-aesthetics of some oil-floating leaves photographed by
Toscani, or the use of Steve McCurry’s image of a bird trapped in the layer of oil
residues, doomed to death. In 1996 and 1997, in collaboration with the FAO (Food
and Agriculture Organization of the United Nations), Benetton created the official
image of the World Food Summit (Rome, 1996). Oliviero Toscani uses a simple
composition, the photograph of a wooden spoon on a white background,

illustrating man’s relationship with primary food resources (Fig. 22). Simple and
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direct, advertising is another form of advertising that comes as a confirmation of
the quality of Benetton’s advertising campaigns, concerned with highlighting
social issues of global importance such as peace, the fight against racism and
respect for racial and ethnic diversity [7]. In 1997, Benetton proposed another
image, a photograph of a black person’s hand holding a few grains of rice in his
open palm. The uncertainty of the relationship between the hand gesture (which
either demands or offers) and the racial and economic-exploitative dimension
(black hand and white rice) of the composition, invites reflection on Benetton’s
messages, unique and completely different from the ‘standard’ images of the
advertising industry (Fig. 23). Next year, in conjunction with the 50th anniversary
of the United Nations Declaration of Human Rights, Benetton and Oliviero
Toscani launch two images that seek to remind international public opinion of
some of the fundamental human rights and highlight that protecting these rights
is the first responsibility of the UN member states. The images show the figures
of young people from all over the wortld, with the symbolic power of Benetton
campaigns and were presented simultaneously in the media around the world, on
billboards, on buses or in public transport stations (Fig. 24).

The works from the controversial series “We, on Death Row”, are part of
the same tradition of approaching the borderline, taboo topics of society. Toscani
uses portraits of death row inmates in American prisons, accompanied by the text
“Sentenced to Death”, in a setting that seeks to resurrect a level of social
consciousness and take a stand on the issue of capital punishment. Oliviero
Toscani spent few years photographing convicts in American prisons for the 2000
advertising campaign. The death penalty is a reflective theme that creates an
emotional response that the artist relies on in his works: Toscani’s stated intention
was to draw attention to the radical nature of capital punishment and its
inhumanity, in a form that provokes the public conscience. With their faces turned
to the camera, the subjects of the campaign interrogate the viewer, accusing him
not only of the injustice of the American judicial system, but also of the lack of
reaction, of accepting the social convenience, of the injustice of these social
purification mechanisms.

In the United States, there has been a significant reaction from the public,
from regular buyers of Benetton products, to organizations of victims of death
row inmates, who have organized demonstrations and filed petitions against
Benetton, accusing it of exposing the figures of the convicts and of obtaining
profit from the sufferings of their victims. Beyond the vehemence of public

opinion [8], the decisive factor in the decision to give up that campaign came with
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the decision of the commercial giant Sears in the United States to give up marketing
Benetton products. Toscani has repeatedly stated his point of view, mentioning
his impartiality and objective quality as an advertising creator [9)].

Thus, the works of the Benetton campaigns from 1982 to 2000 manage to
arouse the public’s interest by appealing to topics such as eroticism and sexual
taboos, racism, psychosis caused by AIDS, anorexia, or themes such as ecology or
armed inter-ethnic conflicts. Toscani’s favourite themes are the liminal topics of
contemporary society, which the artist’s agile sense of observation identifies and
materializes. The active interpretation of the public, recommends them as cultural
idioms whose universality is disputed at the level of questioning the elementary
conditions of humanity. In the case of the advertising campaign where he used
photos of the death row inmates in American prisons, Benetton made an
extremely risky bet with the consumer market, in which it assumed not only the
inherent risks of any advertising campaign, but also those of taking a position and
of the moral load of the meanings that the works can acquire in different reception

environments [10].

3. A critical approach: reading Benetton advertisements
From a reading perspective, as symptoms of today’s social trends, political
fears and crisis, and also artistic and cultural manifestations, Oliviero Toscani’s
works for Benetton are subject to interpretation from several directions of the
advertising approach:

a)  The international, globalized addressability: by their very nature, these are
works addressed to a world-wide target public. However, the reception and
interpretation of advertisements (hence their meaning) is done according to
the specificity of each culture. Toscani’s ads resonated among the most
diverse in the world, ranging from thunderous success in European states, to
complete bans and even street demonstrations against the Benetton
campaign and products in others (such as US or Middle Asia Islamic states);

b) The dissemination through contemporary media; more and more, this
eliminates the time and space differences, as these are campaigns presented
simultaneously all over the world, from USA to Japan;

c)  Fully addressing a capitalist society, against the background of globalization,
convergence and world economic synergy (Sturken & Cartwright, 2001).
From totalitarian, expansionist American capitalism to the emerging forms
of pseudo-capitalism in Eastern Europe, Toscani’s advertising works manage

to arouse interest, raise questions, and give rise to controversy.
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Toscani’s images are promoting equality in rights, humanity, and tolerance,
addressing the society of the 1990s going through a multitude of crisis: the post-
racial crisis, acceptance and awareness of the AIDS threat, post-communist crisis,
and also national-ethnic crisis of the division of ex-communist federal states in
Eastern Europe. With a deeply humanistic character associated with an
interrogative dimension, Benetton advertisements’ message is addressed to a
tensed humanity (and toward its response to it), through visual constructions and
artistic strategies that show deep concern and involvement in identifying,

accepting and solving the real problems of today’s society.

Discussion

As advertising becomes increasingly central to the cultural understanding of
people’s everyday lives, it is important how we perceive the new mediums’
influence over the way we live. More important, to realize how the shifts in
crafting, disseminating, and digesting these important assets of cultural visuality —
namely the advertising products, the ads — are literally shaping the world as we see
it. Toscani’s advertising marked a break point, precisely because it used artistic
strategies, uncommon to advertising, to reveal an attitude rather oriented toward
individual perception and social integrity, rather to the consumerist dimension of
living. It also mixes mediums and resources coming from the objectivity of a
journalistic direction, with a resolve of the visual strategy based on artistic
postmodern approaches. Moreover, it creates a direction of discussion which
embodies the taboo topics and the thematic widely avoided by the commercial
visual industry, with an ethical questioning of daily life values, or various social
and political aspects and decisions. The question is if, on one hand, advertising is
the ethical tool for nowadays cultural studies revealing social and political shifts,
and — on the other hand — how much of Toscani’s intervention in the public space
of visual consciousness, through art campaigns, corporate advertising, brand
awareness, and product promotion, became landmarks in the way we see

advertising today, years after his collaboration with Benetton.

Conclusion
This study established that while controversial topics are generally
suppressed in modern society and become taboo topics, Oliviero Toscani’s
practice is clearly oriented towards understanding and overcoming these subjects,
with a deep humanistic intent in his work and a creative direction that expressively

enriches Benetton's campaigns, shifting the emphasis from the company's
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products (non-existent as an image) to building an identity and an awareness with
which the Benetton customer is invited to identify. The strong attitude of
awareness of public perception is what defines the advertising process in the
acceptation of Oliviero Toscani, who almost reverses the transfer of ideological
identity between the artistic approach and the advertising product: his works are
what’s promoted through advertising campaigns, not the other way around. While
moving away from clichés and stereotypes in advertising, the logic is also
supported by the exceptional addressability of the works in the commercial
advertising repertoire, and by the open-minded dedicated target public of
Benetton.

The images he used for Benetton, as advertising products, relied on the
discrepancy between the nature of the promoted product and the ideological
context that “clothes” the image of the manufacturing company. Presented only
with the green logo ‘United Colours of Benetton’, discreetly arranged in the
composition and consisting exclusively of printed materials (street posters,
billboards, and advertisements for magazines and specialty stores), the ads created
by Oliviero Toscani depicted controversial topics of international society, whose
major tension lies precisely in their very association with the advertising product.

Future research into advertising should focus on establishing a clearer picture
of how ads, commercials, and marketing campaigns (as advertising
materials/phenomena) can actually become symptoms of artistic behaviour in
today’s visual culture. Furthermore, while this study analysed only a specific case
studies corpus based on Toscani’s first decades of collaboration with Benetton,
more observational studies are required to establish a deeper insight into different
patterns of usage artistic mediums such as photography, or painting, reflected in
both European and Benetton’s advertising, while correlating thematic and topics,

with the subjects of representations meaning.
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Notes:

[1] In parallel with his work at Benetton, Oliviero Toscani conceived in 1990 a
global publication-store called Co/ors, and in 1994 he founded Fabrica, an
international center for research in art and communication, based in Treviso,
Italy. (FABRICA, 2021)

[2] His works have been exhibited at the Venice Art Biennale, San Paolo, the Milan
Triennials, Lausanne, Mexico City, Helsinki, Rome, and in countless galleries
and museums around the world. Winner of four ‘Golden Lions’ at the
Cannes Film Festival, the UNESCO “Grand Prize”, two ‘Grand Prix
d’Affichage’, etc. (Toscani, 2021)

[3] In his interview under ‘Pushing the limits’ chapter of Phaidon’s ‘Advertising
Today’ from 2001, Oliviero Toscani argues that the advertising “... could be
an incredible art form. When you look back into history and look at
Renaissance painting, that was like advertising painting in the church. The
painters were called in to express a religious idea, which was like a product —
so the painting was there to promote a power, a king, a religion. But those
Michelangelos and Leonardos were able to transcend all of that to become
art. And we should do the same.” (Berger, 2001)

[4] We mainly focus our case studies on Toscani’s work made for Benetton from

1982 to 2000, when he ended his activity as a result of the consequnces of

——
| —

195


http://100photos.time.com/photos/therese-frare-face-aids
http://edition.cnn.com/2010/WORLD/europe/08/13/oliviero.toscani/index.html
http://edition.cnn.com/2010/WORLD/europe/08/13/oliviero.toscani/index.html
http://olivierotoscani.com/biografia_en.html

‘Death Row’ posters campaing in USA (Benetton Group, 2021). However,
he reconnected with Benneton in 2017, just to end it again in 2020.
(Benetton Group, 2021)

[5] The episode took place in Bari, Italy, on August 18, 1991. (Photos of Albanian
Refugees Arriving in Bari, Italy, 1991, 2017)

[6] Duane Hanson (1925-1996) was an American artist whose works were part of
Pop-Art and Hyperrealism, with critical accents on consumer society and
alienated forms of behavior, as seen in ‘Supermarket Lady’, from 1969.
(Duane Hanson (American, 1925-1996))

[7] Benetton has been involved as an active partner, designing and implementing
initiatives of global importance such as the Clothing Redistribution Project,
the Sarajevo - Heart of Europe project and AIDS prevention campaigns in
South Africa, India and Brazil, participating in projects organized by the Red
Cross, SOS Racism or the World Peace Organization. (Benetton Group,
2021).

[8] The reaction of retail chains such as Sears and Roebuck>Co was to boycott and
refuse to sell Benetton products. (Day, 2001)

[9] ,,I’m not a judge. I’'m not a social worker. This campaign is not about victims.
It is about the death penalty. The death penalty is unreligious. The 10
Commandments say ‘Thou shalt not kill.” It is against the law.” Oliviero
Toscani, Press Release, 2001. (Tomkins, 2010)

[10] “Bitterly attacked by some and internationally acclaimed by others, Benetton’s
campaigns have managed to tear down the wall of indifference contributing
at raising the awareness of universal problems among world’s citizens.”
(Benneton Group, 2000)

[11] All illustrations are available for editorial use (not for commercial purposes)
on Historical Campaigns page from Benetton’s company website (Immagini,
2018).
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Appendix [11]

UNITED COLORS
OF BENETTON,

Figure 1. A/I 1989: ‘Manette’ (Handcuffs). Photo: Oliviero
Toscani. © Benetton Group

UNITED COLORS
OF BENETTON.

Figure 2. A/I 1989, ‘Donna che allatta’ (Nursing woman).
Photo: Oliviero Toscani. © Benetton Group
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Figure 3. P/E 1990, ‘Mano bianca e nera’ (Black and white
hand). Photo: Oliviero Toscani. © Benetton Group

Figure 4. P/E 1990, ‘Bambini sul vasino’ (Children on the
potty). Photo: Oliviero Toscani. © Benetton Group
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Figure 5. A/I 1991, ‘Angelo e diavolo’ (Angel and devil).
Photo: Oliviero Toscani. © Benetton Group
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Figure 6. A/1 1990, ‘Coperta’ (Blanket). Photo: Oliviero
Toscani. © Benetton Group
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Figure 7. P/E 1991, ‘Cimitero di guerra’ (War cemetery).
Photo: Oliviero Toscani. © Benetton Group

UNITED COLORS
OF BENETTON.

Figure 8. A/I1 1991, ‘Neonata’ (Newborn). Photo: Oliviero
Toscani. © Benetton Group
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Figure 9. P/E 1991, ‘Pinocchi’ (Pinocchios). Photo: Oliviero
Toscani. © Benetton Group

UNITED COLORS
OF BENETTON.

Figure 10. P/E 1991, ‘Bacio’ (Kiss). Photo: Oliviero
Toscani. © Benetton Group
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Figure 11. A/I 1995, ‘Occhi — FABRICA’ (Eyes —
FABRICA). Photo: Oliviero Toscani. © Benetton Group

Figure 12. P/E 1996, ‘Cuorti’ (Hearts). Photo: Oliviero
Toscani. © Benetton Group

——
| —

202



UNITID COLORS

Figure 13. P/E 1992, ‘Soldato con osso’ (Soldier with bone).
Concept: Oliviero Toscani. Photo: Patrick Robert/Sygma. ©
Benetton Group

Figure 14. P/E 1992, ‘Container’. Concept: Oliviero
Toscani. Photo: Patrick Robert/Sygma. © Benetton Group
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Figure 15. P/E 1994, ‘Soldato bosniaco’ (Bosnian soldier).
Photo: Oliviero Toscani. © Benetton Group
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Figure 16. P/E 1995, ‘Filo spinato’ (Batbed wire). Photo:
Oliviero Toscani. © Benetton Group
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Figure 17. P/E 1992, ‘AIDS — David Kirby’. Concept:
Oliviero Toscani. Photo: Thérese Frare. © Benetton Group

Figure 18. A/I 1993, ‘AIDS — Facce’ (AIDS — FAces).
Photo: Oliviero Toscani. © Benetton Group
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Figure 19. A/I 1993, ‘HIV — Positivo’ (HIV — Positive).
Photo: Oliviero Toscani. © Benetton Group

Figure 20. P/E 1996, ‘Cavalli’ (Horses). Photo: Oliviero
Toscani. © Benetton Group
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Figure 21. A/I 1991, ‘Prete e suora’ (Priest and nun). Photo:
Oliviero Toscani. © Benetton Group
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Figure 22. A/I 1996, ‘Cucchiaio — FAO’ (Spoon — FAO).
Photo: Oliviero Toscani. © Benetton Group
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Figure 23. P/E 1997, ‘Mani con riso’ (Hand with rice).
Photo: Oliviero Toscani. © Benetton Group
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Figure 24. P/E 1998, ‘Dichiarazione universale diritti
del’'uvomo — UN’ (Universal Declaration of Human Rights —
UN). Photo: Oliviero Toscani. © Benetton Group
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