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Protection of cultural heritage. Yazlovets Palace

Abstract: The article examines the history of formation and architectural planning of the palace complex
in the village of Yazlovets, Ternopil region. The monument of architecture and urban planning of
national importance has partially lost its suitability for operation, needs urgent restoration and
renovation, which is confirmed by field inspections. During its long history, the palace has undergone
many reconstructions, prosperity, destruction and restoration, was at the centre of historical and political
events in the region. Built as a defence complex, its buildings performed ideological, cultural, social,
sacred functions. Today, the complex still has significant historical and cultural value, contains valuable
artistic artifacts and attracts pilgrims and tourists from around the world. The palace gives ideological
colour to the small town, is its bright dominant. The castle in the village of Yazlovets became part of the
Ternopil Castles National Reserve. In the course of the research a historical reference about the object
of cultural heritage was made, a recommendation on the use of the palace complex was given. The
purpose of the article is to introduce into scientific circulation updated data on the valuable monument
of urban planning and architecture of Ternopil region — Palace of the 17th and 18th centuries in the
village of Yazlovets.

Reywords: Yazlovets, Ternopil region, cultural heritage, palace, castle, restoration.

Introduction

The level of development of society, its maturity can be determined by analysing its attitude
to cultural heritage and preservation of its monuments. State policy of Ukraine in the field of
cultural heritage protection defines a number of tasks for scientists, security organizations,
including: implementation of comprehensive measures for accounting of cultural heritage sites,
their scientific study, classification, state registration by entering in the State Register of
Immovable Monuments of Ukraine checking the condition (inventory) of objects in order to
quickly respond to various threats to them. The most valuable attractions can be involved in
national and international tourist routes.

In modern conditions, the requirements for information about the cultural heritage site,

necessary for rapid response to the threat to the object during construction, reclamation, road,




earthworks in their protection zones, in the historical areas of settlements have increased. In
this regard, there is a need for a continuous certification of cultural heritage sites (archaeological,
historical, monumental art, architecture and urban planning, landscape and garden and park art),
introducing an electronic form of storage of information about them, which will make the
information about these objects more accessible.

The role of monastic complexes in the formation of silhouettes of cities and villages of
Ukraine was studied by Rudnytsky A.M., Chen L.Ya. (2008), historical and architectural analysis
of individual sacred monuments was conducted by Lohvyn H. (1968), Bevz M.V. (2001),
Vecherskyy V. (2008), Vodzinskyy, E. (1996). However, there is still no comprehensive modern
study of the Yazlovets Palace Complex in art history. All of the above indicates the relevance
of this work.

Among the valuable monuments of cultural heritage of Ternopil region, which require
inventory and certification, is an architectural monument of national importance — the Palace
of the 17th and 18th centuries in the village of Yazlovets, Chortkiv district (preservation No.
1575), which is the object of this study.

The purpose of the article is to introduce into scientific circulation updated data on the
valuable monument of urban planning and architecture of Ternopil region — Palace of the 17th
and 18th centuries in the village of Yazlovets. To achieve this goal, it is necessary to solve a
number of tasks: to make an inventory of the monument, to supplement the historical
information about the complex, to describe the object and its technical condition, to give a
recommendation on the cultural heritage site.

A set of theoretical and empirical scientific methods was used to implement the tasks. In
particular, analysis, generalization, description, photo fixation, dimensional drawings, etc.
Research materials can be used for certification of cultural heritage sites, in tourism, teaching,

in further research.

Main part

The territory of the Yazlovets Palace Complex occupies the top of an elongated wooded
hill with steep slopes, which is surrounded by a loop from the north, west and south of the
Vilkhovets riverbed. The monument is an authentic example of the defensive and palace
architecture of Podillya of the 17th and 18th centuries. In general, the palace has retained its
shape and spatial structure. Some parts of the palace (corner rooms at the junction of the central
part and the side wings) are rebuilt defensive towers of the Lower Castle of the 17th century,
and the three-storey part with through passage — the former entrance gate. Significant historical
and cultural value is the plastic carved stone decoration of the facades of the three-story central
part in the Renaissance and Baroque style. These are portals, heraldic cartouches on the
tympanums of the pediments, figured consoles of the balcony, a sculpture of the saint (Diachok,
20186).

However, today there are a number of negative factors that affect the monument. The
inspection of the object revealed: the general technical condition of the central part and the
southern wing of the palace is satisfactory; the northern wing of the palace is unsuitable for
normal technical operation. The lack of appropriate landscaping is also obvious. The existing

outbuildings next to the monument and individual buildings erected during the Soviet period
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are dissonant. Thus, the monument needs restoration work for quality operation of buildings

and elimination of threats to their existence.

Historical information about the object

Yazlovets lies in a canyon covered with forest in the valley of the river Vilkhovets, 14 km
southeast of the town of Buchach. Today it is a small settlement (in 2007 the population was 617
people), which belongs to the Buchach town community. However, for most of its history,
Yazlovets had the status of a town. Yazlovets was first mentioned in documents of the first half
of the 14th century. In the middle of the 15th century, due to its advantageous location near the
trade routes between the Kingdom of Poland and the Principality of Moldavia, Yazlovets was a
significant trade center ([odzynskyy, 1996).

The history of the Yazlovets Palace is inextricably linked with the Old (High) Castle, located
on a steep hill next to the palace. This castle was first mentioned in 1436 as the residence of the
noble family of the Buchach coat of arms Abdank, it was of such great strategic importance that
it was considered the “Key of Podillya” (Rybchynskyy, 2005). 1t is assumed that the first stage of
construction of the Old Castle in Yazlivka falls on the second half of the 14th and eatly 15th
century. At that time, it was a small pentagonal stone fortification, which initially occupied half
the area of ruins that have survived to our time. Three walls of the castle (northern, southern
and eastern) delineated the rectangular in plan area of the castle yard, on the west side of the
two castle walls converged at right angles, forming a wedge. At the peak of the wedge a square
tower in plan was built, which at that time was probably the only tower of the castle. The gate
was arranged in the north-western wall. On three sides (north, west and east) access to the castle
was hampered by steep slopes of the hill, on the east side a ditch that cut off the castle from the
main massif of an elongated hill was dug.

In the first half of the 15th century, under Theodoric of Buchach-Yazlovets, the castle was
rebuilt. The moat, which protected it from the east, was filled in to expand the fortifications.
The rebuilt castle consisted of two connected pentagons — the old western and the new eastern.
The thickness of the castle walls reached 2 meters. The wedge in the eastern part of the castle
fortifications was also crowned by a square tower in plan. On the site of the moat and the old
defensive wall, the need for which disappeared, a living space was built, which divided the castle
into two courtyards — the western (old pentagon) and eastern (new pentagon). A new defensive
moat was dug on the eastern part of the castle.

In the middle of the 16th century, the Grand Crown Hetman Yuriy (Jerzy) of Yazlovets carried
out work on the modernization and reconstruction of old fortifications. On the south-western side of
the castle, a new castle gate was built, to protect which a powerful pentagonal gate tower with carved
Renaissance portals was built. Access to the castle was provided by a long sloping wooden bridge on
the west side.

The next construction phase took place in 1644-1659, when the owner of the castle, Grand
Crown Hetman Stanislaw Koniecpolski (1591-1646) and his son Alexander (1620-1659)
modernized and significantly expanded the castle. During this period, Yazlovets Castle received
a second line of stone fortifications, and on the western side the Lower (New) Castle was built,
which was later rebuilt into a palace. A moat was dug on the outside of the western wall of the

Lower Castle, over which the bridge leading to the gate tower was overturned. Thus, the




Yazlovets Palace was originally a casemate fortification of the Lower Castle with two corner
bastions.

On January 9, 1672, Yazlovets was visited by atraveler from Friesland Ulrich von Werdum,
who described the local stronghold in his diary as follows: “The castle rises to a cannon shot
west of the city on a separate hill, which reaches across the mountain into a long valley. It is a
large, well-built in Italian way with high walls, a flat roof and many chimneys, but already half-
devastated.

In the same year, the Ottoman Empire started a war against the Polish-Lithuanian
Commonwealth and invaded Polish-controlled lands. In September-October, the Turks
captured Yazlovets and the castle, where a garrison led by Pasha Osman was established.
Eventually, in the first days of December 1673, under pressure from the Poles, led by Jan
Koniecpolski, the Turks were forced to leave Yazlovets (Yazlovets Palace).

The Buchach Peace Treaty of October 18, 1672, summed up the first stage of the Polish-
Turkish War, but was not approved by the Polish Sejm. In fact, the Polish side refused to
continue to comply with the terms of this agreement and therefore the war resumed. In 1675, a
large Turkish army led by Pasha Ibrahim Shishman launched a large-scale offensive on Lviv,
destroying castles along the way and devastating cities. During this offensive, Yazlovets was
captured by the Turks and surrendered to the enemy without a fight. Yazlovets Castle, which
became the main stronghold of the Turkish garrison, was maintained in good condition and
even further strengthened.

The liberation of Yazlovets from Turkish occupation took place after the famous Battle of
Vienna on September 12, 1683, during which the Holy League army led by Polish King Jan
Sobieski defeated the Turks, who began to liberate the Ottoman lands of the Commonwealth.
During this period, Yazlovets was also released (Hormdyskyy & Zinchyshyn, 1998).

In 1699, the Karlovy Vary Peace Treaty was concluded between the Ottoman Empire and
the Holy League (Austria, Venice, the Polish-Lithuanian Commonwealth, and the Muscovy),
under which the Polish-Lithuanian Commonwealth officially regained control of Podillya.
Yazlovets finally returned to the rule of the Poles. However, the damage caused by the war and
subsequent Turkish occupation was irreparable. The city was no longer destined to regain its
former influence and power. Yazlovets fell into disrepair, and with it the castle did (Bezz, 2007).

At the beginning of the 18th century Yazlovets Castle was still considered an important
strategic point and a significant fortification. This is evidenced by the fact that in this castle in
1711 a meeting took place between representatives of the Commonwealth, the Ottoman Empire
and the Crimean Khanate. This meeting summed up the centuries-old conflict, and since then
neither Turks nor their Tatar vassals have approached the borders of the Polish-Lithuanian
Commonwealth (Rybezynskyy, 2005).

From 1723 to 1745 Yazlovets and the castle were owned by the Lubomyrski family. In
1747, Yazlovets was acquired by the Cracow castellan Stanislaw Poniatowski (1676-1762) — the
father of the future King of the Polish-Lithuanian Commonwealth Stanislaw August (1732-
1798). He did not restore the abandoned upper castle, but instead rebuilt the lower castle,
turning it into a palace. The stone of the old fortress and the new brick were used for this
purpose. Poniatowski completed two side wings, which absorbed the defensive walls of the

lower castle. The residence turned into a U-shaped complex, which formed a courtyard-courier
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in the direction of the castle. On the other side of the palace was a park, with which the courtyard
was connected by a through arched passage located on the axis of the palace. This through
passage in the 17th century served as the main entrance to the castle (Heritage. Yazlovets. Castle).

In the second half of the 18th century Yazlovets lost the status of a trading town. Since the
main residence of the magnates was located in the palace, the Old Castle fell into disrepair. After
1777, it became the property of the Potocki family, and its last inhabitants left the Old Castle.
The unattended stronghold was looted and left to fend for itself.

The next owners of Yazlovets Castle — Krzysztof Grudnicki in 1800-1815 and Victor
Blazowski in 1816-1841 — also did not care about preserving the ancient building. And only the
son of the latter, Krzysztof Blazowski, although he did not seek to restore the Old Castle, but
renovated the palace of the New Castle and made many efforts to restore the trade and
economic potential of the town. Finally, in 1863, Christopher Blazowski transterred the palace
to the convent of the Congregation of the Sisters of the Immaculate Conception of the Blessed V'irgin Mary,
which was founded in 1854 in Rome. Marcelina Darovska became the founder of the monastery
in Yazlovets. Marcelina later bought the palace and it became the property of the monastery. A
school for girls and a free school for local children were opened at the monastery. In 1862-1863
the ballroom of the palace was converted into a chapel. in 1883 a marble figure of the
Immaculate Virgin Mary was brought from Rome and christened as “Yazlivetska”.

In 1873, a large underground chapel-tomb was built in the middle of the park, which has
no analogues in Ukraine. 84 sisters are buried in the crypt, including the founder of the
monastery Marcelina, who died in 1911. The chapel is rectangular in plan with a long corridor,
covered with a cylindrical vault with light lanterns protruding to the ground. Several tiers of
burial chambers are located on both sides of the corridor (Diachok, 2017).

It is known that during the First World War a large part of the palace was adapted for a
military hospital. In 1916 the front line passed through Yazlovets. During this period, the palace
was occupied first by the Hungarian military headquarters, then by the headquarters of Russian
military units, and later the Prussian units chose the palace as a headquarters. During 1918-1919,
the castle palace witnessed several clashes between Ukrainians and Poles, conflicting on national
grounds (Dyachok, 2021:219-2217).

In the 1930 s, a well-known Polish specialist in the history of architecture, Bohdan Gerken
(1904-1979), conducted thorough research on the territory of Yazlovets Castle. Based on these
studies, a monograph was created that describes in detail the main stages of construction of the
castle (F7g. 7).

The monastery existed in the palace building until 1947 and was closed by the Soviet
authorities. The former monastery housed first a zootechnic school and later a regional
pulmonology sanatorium.

In 1983, a group of architects from the Ukrainian Western Project Restoration Institute,
based on historical information and architectural and archaeological surveys, developed a
preliminary design for the restoration and adaptation of Yazlovets Castle buildings for a cultural
and tourist centre. The project provided for the conservation and partial restoration of the
Upper Castle, the restoration and partial reconstruction of the Lower Castle and the restoration

of the castle park. The project was not implemented.
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In 1996, a nunnery resumed its activities in the central part and south wing of the palace.
The north wing continued to be used as a hospital. On November 5, 2008, according to the
order of the Cabinet of Ministers of Ukraine, the castle in the village of Yazlovets became a part
of the National Reserve “Ternopil Castles” (SHAR “Ternopil Castles”).

Today, the palace houses the convent of the Congregation of the Sisters of the Immaculate
Conception of the Blessed 1 irgin Mary. On the second floor of the monastery, there is the house
church and museum of Blessed Marceline Darowska. After the closure of the hospital, the north
wing of the palace has not been used. Therefore, the central and southern part of the monument,
where the nunnery is located, is in a satisfactory condition, the northern part is unfitted for
normal use. The old castle next to the palace has survived in ruins ([ 2).

Object description. The castle and the palace are bright spatial dominants in the development
of the village of Yazlovets. The territory of the monument is partially fenced with a low stone
wall. Between the palace and the ruins of the castle are a number of garages and outbuildings.
To the west of the monument is a palace park with alleys, in the depths of which, above the
edge of the cape, is the tomb of the founder of the Yazlovets monastery — Blessed Marcelina
Darowska. The area of the protection zone is 3.77 hectares. (Fzg. 3).

The palace is built of stone and brick, U-shaped in plan, symmetrical. The large front yard-
courd'’honneur opens towards the ruins of Yazlovets Castle of the 15th century. and is
connected by a through passage with a park located on the axis of the palace. Most of the
building is two-storey, covered with hip roofs of complex configuration. The central part of the
building (above the through passage) has three floors, covered with a gabled roof and completed
on both facades with triangular pediments with coats of arms and attributes of heraldic themes
in the tympana.

The passage, which in the 17th century served as the main entrance to the castle, is covered
with a semicircular vault with strips (Fzg. 4). On the side of the main and park facades, it is
decorated with portals that combine Renaissance and Baroque features.

The portal of the central entrance is decorated on the sides with pilasters, which have a
relief image of a flowerpot. The archivolt of the arch is decorated with embossed leaf rosettes.
The entrance arch is framed by fluted columns, the lower part of which is decorated with carved
flowers and ovals. The columns stand on massive plinths decorated with stylized lion masks and
floral ornaments (Fzg. 4). The columns are completed with capitals decorated with stylized
acanthus leaves. Consoles are figured above the portal of the courtyard facade of the palace,
which are decorated with mascarons in the form of stylized male heads. The walls on the low
plinth are finished with profiled cornices.

The list of cultural values in the monument: the portal of the park facade (middle of the 17th century)
(material — sandstone), decorated with Renaissance and Baroque white stone carvings; a sculpture
of an unknown saint (18th century) (material — sandstone), placed above the entrance portal on the
park side, in a semicircular niche and depicts a man with a child in his left hand, a palm branch
in his right hand; beraldic cartonche (18th century) (material — sandstone), located above the entrance
to the palace from the park; heraldic cartonche (18h century) (material — sandstone), located above
the entrance to the palace from the courtyard; portal of the conrtyard facade (middle of the 17th century)
(material — sandstone), decorated with Renaissance and Baroque white stone carvings; consoles

(middle of the 171th century) (material — sandstone), located above the portal of the courtyard facade
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of the palace, figured, decorated with mascarons; wrought iron lattice (second half of the 18th century)
(material — Iron), located in the window of the southern building of the palace from the
courtyard.

The list of cultural values in the monument: the portal of the park facade (middle of the 17th century)
(material — sandstone), decorated with Renaissance and Baroque white stone carvings; a sculpture
of an unknown saint (18th century) (material — sandstone), placed above the entrance portal on the
park side, in a semicircular niche and depicts a man with a child in his left hand, a palm branch
in his right hand; heraldic cartouche (18h century) (material — sandstone), located above the entrance
to the palace from the park; beraldic cartouche (18th century) (material — sandstone), located above
the entrance to the palace from the courtyard; portal of the conrtyard facade (middle of the 17th century)
(material — sandstone), decorated with Renaissance and Baroque white stone carvings; consoles
(middle of the 171h century) (material — sandstone), located above the portal of the courtyard facade
of the palace, figured, decorated with mascarons; wrought iron lattice (second half of the 18th century)
(material — Iron), located in the window of the southern building of the palace from the

courtyard.

Conclusion

After analysing the history of construction and spatial planning structure of the Yazlovets
Castle and Palace complex, as well as after the inventory, it can be stated that the buildings are
still a valuable monument of urban planning and architecture in need of restoration and
renovation.

For a long time, the buildings performed a defensive, later secular function, and after the
transfer of part of the monastery buildings — sacred, cultural, political. Part of the palace was
transferred to a hospital during the Soviet era and is in an unusable condition due to careless
treatment to the monument. The palace contains valuable artifacts, is an important dominant in
the development of the area, gives it an ideological colour and attracts pilgrims and tourists
from around the world.

Recommended mode of use of cultural heritage site:

1. The use of the object should not harm the physical preservation of the object and should
not reduce its historical and cultural value.

2. Itis recommended to be used as a nunnery with unobstructed
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Appendix

Figure 1. West facade of the palace, Figure 2. Yazlovets Castle (foreground) and the

photo of 1939 from the archives of the palace (on the left), view from the southeast.
Ternopil Regional Department of Photos from open sources

Construction and Architecture

Figure 3. Complex of Yazlovets Palace:
1 — nunnery; 2 — former hospital premises; 3 — utility rooms of the former hospital;
4 — outbuildings of the monastery; 5 — the ruins of the castle; 6 — the tomb of Marcellin;
7 — outbuildings; 9 — palace park; 10 — gardens

Figure 4. Through passage, view from the west. Photos from open sources
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A recollection: early aircraft construction, the prerogative of wood craftsmen

Abstract: 1n this article, the author tried to consider the place and role of wood processors in the eatly
period of the aeronautical industry, approximately 1910-1940, when most aircraft were built of wood.
The professions in this field and the woodworking tools or machines used at that time are brought back
to attention. Starting from the accounts of a first-rate craftsman who worked during the WWII at the
Romanian Aeronantical Industry Plants in Brasov, Romania (going through the hierarchy from carpenter to
foreman) and from the way the Bristo/ and Colonial Airplane Company in Filton, United Kingdom works
(as reflected in the aerospace museum from Filton), but also from a zechnical regulation imposed by the
United States War Department on factories that produced and repaired military aircraft, the author tries
to reconstruct the form of organization and work during the pioneering period of aviation and during
the first factoties in the field. It can be considered that this article is a tribute to these woodworkers, but
also a reconsideration of how the aeronautical industry developed and a remember of its beginnings for
those of today. The author also tries to give pertinent answers, in his opinion, related to the causes of
wood replacement as the main material for the construction of aircraft. Later days steel and aluminium,
then fiberglass, modern composites, and, nowadays, the nanomaterials have taken its place, but it can
never be forgotten or ignored. This year is the half-centenary of the death of Henti Coanda (Crystal,
1998:214), a Romanian scientist, one of the pioneers of jet aviation, since 1910. This article is intended
to be the first in a series of homage articles, designed to bring the work and personality to this genius.

Keywords: wood, aviation, aeronautical industry, woodworkers, woodworking tools, woodworking
machines, Coanda.

The Half-Centenary of Henri Coanda’s Death

Introduction

Few people know today that the first aircraft were made of wood; originally, the airframe/
cell (Barnes, 1964) (the plane itself) was made of wood and was covered with canvas, before
being made of metal components: the wood provided the structural function and the canvas
provided the load-bearing medium. From Hiram Maxim (1840-1916), Octave Chanute (1832-
1910), Otto Lilienthal (1848-1896), Clément Ader (1841-1925) to the Wright brothers: Orville
(1871-1948) and Wilbur (1867-1912), Alberto Santos-Dumont (1873-1932), Louis Blériot
(1872-1936) or the Romanians Traian Vuia (1872-1950), Aurel Vlaicu (1882-1913), and to the
stage of setting up the first aircraft factories, as is the case with BCAC (Sa/a, 2006) from Bristol,
United Kingdom, but also IAR (Cowin, 1967) Brasov, Romania, could not have been conceived
otherwise. Even after overcoming the paradigm: lighter / heavier than air, aeronautical
constructions constantly tried to use relatively light materials, and wood was the handiest of
them; the same material was used for gliders. Until after the Second World War, wood occupied
a privileged position, although both steel and especially duralumin had begun to replace it (in
1915 took place the first flight of an all-metal aircraft, the German Junkers J1, nicknamed the
Blechesel, “Tin Donkey” (Accueil a les origins evolution et es lipites de lavion en bois, 2016); in the

case of gliders, the place of the wood was taken by reinforced plastic using glass fiber or, in
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short, fiberglass. The titanium alloys (the most widely used alloy today is Ti-0Al-4V (Hunter, &
Bryant, 1997) and modern composites appeared much later, and, nowadays, the nanomaterials.
It is, therefore, natural that a leading place among aircraft manufacturers should be occupied by
woodworking specialists, and that factory jobs should be predominantly occupied by such
craftsmen. This article explicitly covers a period of time between about 1910 and 1940 (because

the airplanes remained of wooden manufacture until the end of the 1930s).

I would also like to complete with the idea that the last mass-produced wooden aircraft was
the ‘Mosquito’, by De Havilland, a British bomber used in World War II. It is also known as The
Wooden Wonder or “I'he Wooden Terror due to its remarkable performance. This bomber features
a birch and balsa wood frame. Its wooden design also makes it possible to minimize the use of
strategic materials such as aluminium and steel, precious in times of war, and proves to be an
asset when the first German radars appear, its wooden structure the making it difficult to detect,
unlike metal structures (Diorama at the Bristol Aerospace Museun in Filton, 2016). There were 7,781
de Havilland planes built, 30 survive today, three of which are airworthy (Iconic planes from the
past, 2018).

Stages in the construction of an aircraft

The construction of the planes was done in the era we are referring to (as now, by the way!)
in large factories, with /arge hangars. The engineer was responsible for the design of the aircraft and
also developed and improved its structural features. At the time, he also dealt with the strength
of the component parts, the choice of materials (i.e., type of wood or plywood) and the
coordination of the manufacturing process; today whole teams of engineers specialized in
different fields participate in the accomplishment of these stages, and all the processes are
assisted by computers.

Manufacturing began with the production of wooden parts, but included the production of
tools and devices and related activities. The fuselage subassemblies, doors and parts of the wing
and tail coverings (outer surfaces) were in plywood, cut and profiled, and the rest was covered
of canvas. All parts were cut and formed by hand or on several types of machines, such as those
shown below. Aircraft assembly began with the assembly of components into subassemblies.
The main subassemblies are the wings, the tail, the fuselage sections, the landing gear, the door

and some interior components. The assembly of the wing is particularly delicate; a large number
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of holes must be drilled precisely for the rivets or bolts that will be inserted later. During the
final assembly, the fuselage sections were fastened together, then the engine (1 echnical Mannal of
Alireraft Woodwork, 1942), landing gear and avionics were installed. Vatious tie rods/wires were
provided for reinforcement, mostly made of steel cables. The aircraft was subjected to a series
of ground and flight tests, the latter of which were performed by the zesz pilots.

Those who are interested in the history of technology, especially with the history of
industrial production systems know that in the first two or three decades of the 20th century,
until the widespread use of electric motors, in many factories the power was still provided by a
single motor or motor group, which could be operated by water, by a steam engine or, less
frequently, by an electric motor and was transmitted by belts to machine tools (still little
diversified), in this case the woodworking machines.

The /ine shaft system had a lot of disadvantages: the arrangement/layout of the machines
depended on the location of the line shaft rather than efficiency; the systems were noisy,
dangerous and dirty; they required frequent lubrication, which meant that the oil was constantly
leaking everywhere. In addition, the air quality was deplorable, with the belts throwing and dust
constantly circulating - right next to the worker using the machine. When the factories switched
to electricity, the producers noticed an increase in productivity, but also an improvement in the

health of the employees [1].

Aircraft factory employees in action

The tasks listed in the BCAC Time book of 1911 show the variety of skilled and unskilled
worker at the factory (Mcl7¢y, 2075), in alphabetical order: Assembler, Caretaker, Carpenter,
Clerk, Coppersmith, Deputy foreman, Draughtsman, Engineer Assistant, Engineer, Errand boy,
Fitter, Foreman, French polisher, Gnéme mechanic, Inspector, Joiner, Labourer, Leading
Coppersmith, Leading trimmer, Mechanic, Mess room, Office boy, Packer, Painter, Propeller
hand, Propeller hand leading, Sewing biplane fabrics, Storekeeper, Stores Assistant, Trimmer,
Turner, Watchman, Welder, Wireman, Woodworker.

It is easy to see that some of these professions are specific to the woodworking industry:
Assembler, Carpenter, Fitter, French polisher, Joiner, Leading trimmer, Painter, Propeller hand,
Propeller hand leading, Trimmer, Turner, Woodworker.

For clarification for those unfamiliar with the field, here is a brief description of some of
the lesser-known professions: Trimmers are responsible for controlling the finish wood parts.
They may also shape, trim, and assemble wood pieces as well as alter and repair machines with
hand tools; French polisher was in charge of polishing pieces, so-called French polishing which is a
wood finishing technique that results in a very high gloss surface, with a deep colour and
chatoyancy. French polishing consists of applying many thin coats of shellac dissolved in
denatured alcohol using a rubbing pad lubricated with one of a variety of oils; Propeller hand
leading and propeller hand were the people responsible for the production, maintenance, and
inventory of the propellers.

And some other professions, such as coordination, supervision and control, were related
to the woodworking industry (or, at least, required good knowledge of): Engineer, Engineer

Assistant, Foreman, Deputy foreman, Inspector.
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If we add the latter to the above, with obvious professions in wood processing, we reach a
proportion of over 50%. However, if we take into account not only the nomenclature but also
the number of people actually employed in similar positions, the balance is in favour of
woodworking professionals, without taking into account the fact that the official responsible
for ordering materials — Clerk and those who kept those who kept raw materials and usual
materials in the warehouse — Stwrekeeper and Stores Assistant, could not have managed without

solid knowledge in the field: types and qualities of Zumber, plywood and veneer.

Woodworking tools and machines

The bibliography is quite poor in this regard, but an unexpected chance led me to find a
digital book, Aireraft woodwork (Ierrer, 2020), which is nothing more than a norm imposed by the
War Department of the United States of America to those who produced and repaired airplanes
and aviation parts, made of wood. From here we have extracted valuable information, able to
provide the reader with an image as close as possible to the reality of woodworkers and tools:
hand- or mechanized-tools (woodworking machines) that they used. Moreover, the book offers
a series of suggestive images, which I used, being convinced that a picture is worth a thousand
words (A guide to the carpentry skills needed in historic aircraft construction, 2014).

Another chance, which made possible the publication of this article, is the indirect
knowledge of the life and activity of a modest and extremely hardworking man, a talented
carpenter (but not only!), Gheorghe Viasu, who worked at the IAR Brasov Plants during the
Second World War, in the production of airplanes. His stories and memories helped me to
understand this activity from the standpoint of the crafisman. Gheorghe Viasu was born in Ilovat
Commune, Mehedinti County, on April 1, 1911 and died on July 6, 1997, in Brasov. He did his
apprenticeship as a furniture carpenter in his native village and later, he worked since 1942 at
the aircraft factory IAR Brasov, as a gifted carpenter and woodworker, then with some
interruptions, probably for schooling, he returned as a metal modeller and toolman at the
Tractorul Plant in Brasov, successor of the former IAR. He retired in 1971 (by retirement
decision he received a pension of 1161 lei after 30 years of work). He is not limited to work; in
his free time, he always worked: furniture, repairs of any kind, he could not sit idle. At the age
of 80, when his legs could not hold him so well, he started making his famous frames, then
manufacturing tapestry, gobelins type (in Romanian language ‘gobelin’ is synonymous for
‘tapestry’), what else... he was a character! Most of the furniture in his own and daughter’s house

was made by him...
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Woodworking tools:
1. Rules and tapes are graduated measuring devices and commonly included: straight rule,

zigzag rule, folding rule, steel tape rule, and steel tape.

2. Squares:

e The framing square used for level testing, testing squareness of large surfaces and assembled
pieces, and for marking stock preparatory to cutting or assembling. It is also frequently
used to lay out various angles other than right angles;

e The #y square used for laying out and testing square cuts, testing squareness of small

assemblies, and for general truing operations;

e The sliding T-level used for laying out and checking angles.

STOP SCREW
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4. Dipiders and compasses used for laying out circles and parts of circles.

5. Trammel consisted of a wooden bar to which trammel points are attached; the assembly

was used in the manner of dividers or compasses.

0. Scrateh aw! 1s a pointed steel instrument used for marking lay-outs and locating points for
nails, screws, hole centers etc. For marking lines, the awl was used as a pencil, scratching the

wood lightly.
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8. Wood bits used to bore and shape holes in wood to accommodate bolts, screws, nails,

dowels etc. The usual types:
e  Auger bits;

e  Forstner bits;

e  Expansive bits;

e  Twist bits;

e  Countersink bits.

9. Drills: holes smaller than "4 inch are usually drilled with an automatic drill or small hand
drill. These drills are faster and less cumbersome than the brace.

10. Wood chisels and gonges are used for various cutting and paring operations involved in
chamfering, mortising, grooving, recessing etc.

11. Drawknife used to remove surplus stock which cannot conveniently be removed by

planning, sawing, or other means.
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12. Plane/ hand plane is used for smoothing, truing, and for removing excess stock. The

common types:

are:

Smoothing plane;
Jack plane;
Block plane;

Jointer.

14. Saws/ hand saws are used for a variety of cutting operations. Those most commonly used

Crosscut;
Ripsaw;
Coping saw;
Back saw;
Dovetail;

Miter saw.

——
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15. Seraper very useful in smoothing surfaces having the grain running in various directions,

where a plane could not be used.

16. Clamps used extensively for temporarily holding stock when assembling, working etc.,

and especially for applying pressure to stock being glued. Types commonly used are as follows:
e  Screw clamp;
e Hand screw clamp;

e  Bar clamp.

17. Screw drivers. Types:
e  cabinet screw driver;
e close quarter screw driver;

e  spiral ratchet screw driver (for rapid driving).
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18. Wood rasp and file are occasionally used in place of edge tools for removing excess stock

or for finishing parts.

19. Hammer: the claw hammer was most commonly used for general purposes in the wood

shop, adaptable for both driving and drawing nails.

Although a wide variety of tools were available, only those most commonly used in the
woodshop were described in the precedent paragraph. Most tools were designed for specific
purposes and have been used as intended and properly maintained to provide good service.
Woodworking tools, especially the edge of cutting tools, required special care and careful
handling to keep them sharp and in good condition. To all the above standard tools were added
various other tools produced by self-tooling and self-equipping, adapted to the immediate needs
of the factory and produced on site, as a result of the practice, imagination and ability of adapters

and innovators of their own staff.

Woodworking machines:

1. Circular saw was one of the most used machines in the shop. While it is employed
principally for ripping, beveling, crosscutting, and mitering, many other operations, such as
grooving, dadoing, rabbeting, molding etc., can also be performed, by using special attachments

and set-ups. The most common types of circular saw: universal saw and variety saw.

3
%
%

%
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2. Band saw constructed in a wide variety of sizes and types depending on its use. The most
adaptable for the wood shop is referred to as a band scroll saw, designed particularly for cutting

curved outlines and lines not parallel to an edge.

3. Jig saw differs radically in construction from the band scroll saw although the type of
work for which it is intended is very similar. It is more adaptable for cutting small, sharp curves

because much smaller and finer blades may be used.

4. Jointer/ hand planer consists essentially of a frame, cutter head, tables, fence, and guard.

5. Planer or surfacer used mainly for finishing surfaces of flat stock and reducing stock to
thickness. The more common type planes one surface at a time and is referred to as a single

sutrfacer.
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0. Shaper used mainly in trimming, shaping, and moulding stock irregular in outline.
Various types were produced, a single spindle type being shown in next figure. The shaper

consists essentially of a spindle, spindle top, cutters and cutter heads, table, yoke, and base.

7. Boring machine was designed to hold and operate various wood bits. The single spindle
manually operated borer is most adaptable for the general wood shop. It consists essentially of

a frame or column, boring head, table, and various machine wood bits.

8. Combination disk and spindle sander, adaptable to the majority of sanding operations and is
the type generally used in the wood shop.
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9. Wood lathe used for turning wood stock to shape. The motor headstock speed lathe was
most adaptable for general wood turning and consisted mainly of the bed, headstock, tailstock,

live and dead centers, tool rest, and tool rest holdet.

10. Bending and steam bending accessories: curved wooden parts of an airplane were either
steamed and bent to shape, or laminated and bent without steaming or other preparation. The

types commonly used are as follows:
e  Steam frames;
e TForms for bending;

e  Steel straps.
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STEEL STRAP
S

As in the previous paragraph, I also used images from the War Department regulations
cited above to illustrate this paragraph. It is noted that all woodworking machines bear the mark

of the manufacturer, Oliver [2].

PLYWOOD

FORMING BLOCHK

CLAMPING BAR

And yet, why was the wood replaced?

Over time, despite its light weight, the wooden plane ended up being used less and less in
aviation. The culmination is that those properties that were initially attractive end up being
abandoned because of its drawbacks. This chapter of the history of technology related to
aviation and the wood used, wants to provide the reader with a conclusion about the
abandonment of wood, so I have tried to summarize in the following lines some of the reasons

that led to the replacement of wood as a basic material in aeronautical constructions.

(2]



An excellent indicator of the suitability of an aeronautical material is the mechanical
resistance/ density ratio (ot the specific resistance), the values of which must be high. It must be taken
into account that these properties must be maintained, whatever the operating conditions of the
aircraft: on the runway of an airport, where temperatures can reach 40°C (approx. 100°F) in
summer, in high humidity conditions, or during the flight, at an altitude close to 11,000 meters
(approx. 36,000 feet), where temperature drops to -50°C (approx. -60°F). The wood used in
aeronautics is a material sensitive to climatic variations. When there were very high temperatures
in flight, the wood suffered cracks. It should also be taken into account that during their
operation, structural elements are subject to radical changes in the distribution of loads. At the
level of the embedding of the wings, for example, the areas of traction and compression atre
reversed: on the ground, it “supports” the wings; in flight, it “supports” the fuselage due to the
lift generated by the wings. It is also necessary to take into account the vibrations to which the
aircraft is subjected. The problem appeared from the first regular flights, because the materials
used had not been chosen according to their resistance to fatigue and some planes presented
many problems after years of good operation. With the evolution of materials within this sector,
research has focused on two areas: increasing their specific strength and improving the feasibility
of manufacturing aircraft and their components (Ferrer, 2020).

The most important piece of evidence that definitely influenced the decision was the “test
of fire”: when it was used by the military in combat, both during World War I and the beginning
of World War II, there were many situations in which the planes break in flight, especially during
violent combat manoeuvres. In air battles, planes carried heavy payloads, such as weapons and
ammunition, as well as missiles or bombs. The problem with the wood was that it was not
strong enough and when the loads were too heavy the plane would break.

Although their density is low, some woods are quite resistant; however, this material is

affected by biological action and reacts negatively to moisture.

Conclusion

Early aeroplanes were simple machines by the high-tech standards of today, being mainly
constructed from wood and cloth / canvas. This simple construction, though dangerous for the
aviator, was a joy for the woodworker (A guide to the carpentry skills needed in historic aircraft
construction, 2014). The behaviour of the wood material through the prism of factors such as:
specific resistance, climatic variations, resistance to fatigue, sensitivity to biological action, but
also the permanent concerns of researchers focused on two areas: increasing the specific
strength and improving the feasibility, led to the replacement of wood the aviation industry:
new, better materials have taken its place. However, an important chapter remains that of the
period of pioneering and enthusiasm, when the specialists in wood processing were the aircraft
builders. This article is dedicated to their memory, which wants to highlight their contribution
and bring them back to the readers' attention. Today, this technique and the wood material are
used in the repair and restoration of old surviving airplanes, in aero-modelling and for the
realization of some experimental airplanes, i.e., at a fairly high level of amateurism. However,

the question remains: will wood return to aviation on a large scale?
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tools as the market presented new opportunities, cf. Jeff McVey, Early History of The
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William Blake. Artist, poet, imaginatie vizionara

Rezumat: De multe ori, in istoria umanitatii geniul a fost considerat nebun, sau cel putin o persoana prea
excentricd pentru standardele societatii. Totusi, posteritatea a adus la lumina valoarea unui geniu, tinand
cont ca geniile sunt adesea si fiinte vizionare. Acesta este si cazul lui William Blake. Unii il privesc ca
poet, altii spun ca era de fapt un artist cu hobby-ul poeziei, iar altii i-au inteles forta creativa in ambele
domenii si dincolo de ele. In ”memoriul-prefata” la o editie a poemelor lui Blake, W.M. Rosetti (1890,
XI) il numeste pe acesta un glorios luminar”. Studiul de fatd isi propune si analizeze modul in care
versul sdu se impleteste cu operele plastice si cum, prin operele sale de artd, s-a raportat la capodopere
culturale existente, pentru a ne oferi o noud perspectiva asupra lor. Un alt scop al studiului este acela de
a urmdri cum lumina trimisa de el spre generatiile de creatori ce i-au succes si-a pus amprenta asupra lor.
Mostenirea sa culturald In poezie, muzica, arte, filosofie si religie este covarsitoare, ca si personalitatea
sa.
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]

Introduction
In his distinction between Talent and Genius, Schopenhauer (Schopenhaner, 2076:2) noticed
that “Talent hits a target no one else can hit; genius hits a target no one else can see.”
Contemporary society often recognizes excellent talent. A genius, more often than not, is
somewhat misunderstood or even ridiculed by its contemporaries, remaining to be fully
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appreciated by its posterity, since, besides excellence (which s/he shares with the talent), a genius
creates an entirely new vision of things. S/He is, therefore, an zmagianarian [1]. People tend to
ignore or even reject such new ideas, beyond their apprehension, trying to maintain a certain
status quo of their realities, of their lives. Maybe this explains what the critic Northrop Frye
notices about Blake’s poetry, which “[...] is in proportion to its merits the least read body of
poetry in the English language™ (F'ry & Denham, 2006:11-12). Generations later, his verse began
inspiring a long-range of fellow poets, writers, philosophers, musicians, filmmakers up to this
day.

In what follows, we shall try to unveil where the power and Genius of this multifaceted
creator may stem from, focusing on his poems and the works as an artist. The powerful imagery
present in both types of creation is another interest, especially the symbols that are instantiated
in both words and images in his “illuminated” books. Historical and critical points of view blend
in for the above purposes, including those of his biographer, Alexander Gilchrist, Northrop
Frye’s analytic vision [2] and Martin Day’s, Albert Baugh’s, George Sampson’s, Andrew
Sanders’s, etc. historical approach(es). Opinions of John Ruskin, Michael Kerrigan, and
Jonathan Jones about Blake’s art have also been considered.

The last point of interest of the study concerns the ways in which Blake’s legacy has been
speaking to other creators and is still present today, proving that the power of a genius is
timeless.

William Blake, the man and the age

Not many things had been known about William Blake (November 28, 1757 — August 12,
1827) before his biographer Alexander Gilchrist published Lzfe of William Blake (1863), revealing
the greatness of his personality. After this, many writers, philosophers, art critics, etc., became
more interested in the complex works he created. Gilchrist advised his readers from the start
about the way they should approach Blake’s creation, since he “neither wrote nor drew for the
many, hardly for work’y-day men at all, rather for children and angels; himself ‘a divine child,’
whose playthings were sun, moon, and stars, the heavens and the earth.” (Gilchrist, 1863.3)

His contemporaries (and even later generations) have often considered him a mad man.
Wordsworth confesses, explaining why Blake was not understood when reading his poems, that
“There was no doubt that this poor man was mad, but there is something in the madness of
this man which interests me more than the sanity of Lord Byron and Walter Scott.” (Alexcander,
2000:219)

Son of a London “moderately prosperous” hosier living on Broad Street, Soho, with little
conventional education, his knowledge, beyond reading and writing, was self-acquired. He soon
became a “new kind of boy,” spending “half his time in dream and imaginative reverie” (Gulchrist,
1863:5). As a child, he reportedly saw a tree full of angels. As a young man, he wandered into
the nearby countryside, enjoying the rural beauty, which became “a lifelong reminiscence |[...]
and stored his mind with lifelong pastoral images” (Gulchrist, 1863:7), or, when at Westminster
Abbey, he had visions of ancient kings (of whom he later drew spiritual portraits) (Bazgh,
1948:1129).

For seven years, the young Blake was an apprentice to an engraver, Basire, in Great Queen
Street, Lincoln’s Inn Fields. The initial idea to become a painter’s apprentice proved too
expensive for his father and was not guaranteeing future living. In his master’s workshop, he
did drawings of Gothic monuments. He became in love with the Gothic, rejecting any “pursuit

[ )



of fashionable models, modern excellencies, technic and superficial, or of any but the antiquated
essentials and symbolic language of imaginative art.” (Gulchrist, 1863:17).

After some academic art studies, Blake became an independent engraver, making a living
out of it. He came to know such artists as Henry Fuseli (artist and man of letters himself), John
Flaxman, and Sir Joshua Reynolds (he would later reject the classic style of the latter). There
was an abundance of artists’ studios and homes in Blake’s neighborhood (Broad Street), and he
made the most out of it.

Blake’s first artwork publicly exhibited, Death of Earl Goodwin (a drawing), appeared in the
catalog of the now fairly established Royal Academy’s Exhibition for 1780, side by side with
names like Sir Joshua Reynolds, Mary Moser, R.A. Gainsborough, Angelica Kauffman, R.A.
Cosway, Loutherbourg, Paul Sandby, Zoffany, Copley, and Fuseli (Gilchrist, 1563:34).

Most of his time and energy, during his twenties, went into perfecting his art: he undertook
“the indispensable effort to master the difficulties of Design, with pencil or in watercolors. With
the still tougher mechanical difficulties of oil — painting he never fairly grappled; but confined
himself to watercolors and tempera (on canvas), with in after years a curious modification of
the latter, — which he daringly christened ‘“fresco™ (Gilchrist, 1863:36).

He unwillingly took part (was taken by the mob) in one of the riots of that time of anarchy
and violent outbursts, when the Newgate prison was attacked and some 300 inmates freed. The
consequences were tragic. Some hundreds of the young rioters were hanged when the law was
established again. Blake escaped that fate due to a drunken soldier who recognized him.

He lived in London almost all his life. He was happily married to Catherine, “A bright-
eyed, dark-haired brunette, with expressive features and a slim, graceful form, [that] can make a
young artist and poet overlook such trifles as defective scholarship” (Gilchrist, 1863:36).
Catherine’s loyal nature, open mind, and her capacity to assimilate good teaching, together with
the significant influence of her husband, turned her into an educated woman and skillful artist
and made her a good company for him.

An illustrator and drawing teacher, Blake managed to write as well, along with his artistic
endeavors. After his friend Flaxman introduced him to Mrs. Mathew, a learned and generous
lady-patron of the arts, he began frequenting her salon. Blake brought his drawings to be seen
and recited (actually sang) his verses (some from Songs of Innocence). Witnesses admit that he was
also a good singer and composer, without any knowledge in the art of music. His tunes were
‘most singularly beautiful.” It appears that some music teachers present then would note down
his music, although none such notes have been found. (Gikhrist, 15863:47). His visits to Mrs.
Mathew’s house stopped suddenly when the audience understood that the strongly opinionated
Bard did not accept to be taught the conventional ways of society and art. A prodigious creative
path was open then in front of him.

He died, according to one of his friends, singings “Halleluiahs and songs of joy and
triumph,” which his wife described as “truly sublime in music and in verse,” performed with
“ecstatic energy” (Sanders, 2000:353)

Therefore, after dedicating his young age to learning the skills of a good artist as an apprentice
and befriending other fellow artists, after experiencing with drawing, painting, and engraving as
well as with poetry writing (and singing), Blake came to realize that he did not want to follow
the old path. From then on, the long journey of the visionary poet and artist began, and the
shape of the Genius kept growing.
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Blake’s Poetry

“Every poem must necessarily be a perfect unity,” according to Blake (e, 7973:77). A
poem, Fry argues, in his turn, must be understood as a whole, our perception of it trying to
unite all symbols into an on-the-whole meaning. Literature works in time (like music) and space
(like painting). “We listen to the poem as it moves from beginning to end, but as soon as the
whole of it is in our minds at once, we ‘see’ what it means” (I7ye, 1973:77). We have a vision of
that meaning. Fry first mentioned the idea in 1947, when he produced a first complex study on
Blake: from shortest lyric to the longest prophecy should be taken as a unit and judged by the
same standards (I'rye, 1969:5). Blake defines poetry as an “allegory addressed to the intellectual
powers” (I'rye, 1973:94). We live in a world governed by external compulsions on action (or
law), thinking (or fact), and feeling (or pleasure). Another power ruling the world of Imagination
includes morality, beauty, and Truth, without being subordinated to them. That kind of power
is free and can create a new vision and recreate man (Irye, 1973:94).

Rhetorically, Blake’s Prophetic Books “tackle conversational rthythm in verse and they do it
so that many wonder whether they are poetry or not. He believed that the longer line is more
suited for an educated colloquial speech in verse.” (I'rye, 1973:270). Motreovet, the layout of the
poetry texts is pictorial; the poet-artist engraves the lyrics; images absorb words. The movement
is called imagism, and “many imagistic poems could almost be described as a series of captions
to invisible pictures” (IFrye, 1973:274).

Thus, we may easily understand that Blake’s conception of poetry writing aligns with the
principles of Romanticism while offering a personal interpretation of those principles. The
particular characteristic of his poetic works is that they must be looked upon in direct
connection to his graphic works and the illustrations he adds so many times to his poems.
Blake’s creations must be seen as a unity of verse and image.

The illuminated books

A difficult poet, he became “the most discussed English poet in the 20th century” except
for Shakespeare, scrutinized under many approaches, sometimes oversimplified (Day,
1963:285). However, his verse must be considered a unity in conjunction with his illustrations.
A lot is lost otherwise. All his works should be regarded as a unity because only together do
they suggest that brilliant vision: “The earlier poems clarify the later works, and the last poems
bring depth to the earlier.” (Day, 71963:285)

His Songs of Innocence (1789), for which he wrote the verse, drew the illustrations and printed
the books using metal plates, colors, and his engraver skills are “among the most remarkable
books ever issued” (Day, 1963:284). Then, after Innocence and Experience showing the Two Contrary
States of the Human Soul (1793), Blake was considered an engraver with some proclivity for verse
by his contemporary literary world. According to his peers, his poetry was quite eccentric, if not
downright insane.

The Introduction to the illuminated book Songs of Innocence is a short essay in verse on poetry.
In Blake’s vision, poetry stems from the divine command to sing (the first step is the pipet’s
song); its matter is innocent bliss “he [the boy on a cloud] wept with joy to hear,” while its form
adds melody to the word: “Piper sit thee down and write/In a book that all may read” (Blake,
1988:7). Everything is generated by Imagination. The poems of this volume model for the
reader-viewer a world of innocence, populated by pastoral shepherds, echoing green, infants, a
little black boy, laughter, mothers crooning infants, nurse’s song, children going to the church,
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chimney sweepers, embodiments of Mercy, Pity, Peace, and Love, pleasant dreams of a Golden
Age, when the lion will lie down with the lamb, compassion. Laughter, happiness, innocence,
and the joy of a primordial unity seen through the eyes of a child threads through all the poems.

Some Romantic traits present themselves in the sense of wonder, in the contemplation of
nature with fresh eyes, the awe in front of other varieties of existence, the sensibility imbued
with Imagination, the perception bathed in a halo of beauty and mystery, the cadence of natural
music.

Songs of Experience (1794) opens with the voice of the Bard, “Who Present, Past, & Future
sees/Whose ears have heard/The Holy Word/ That walk’d among the ancient trees.” (Blake,
1988:18). The Bard had gained experience and has now a vision (replacing the one of the
children before) of a world in sufferance. Inhumanity and injustice had caused the fall of man
inducing grief and prompting rebellion. However, Blake considers this state of things as natural
and necessary in the cycle described by the wheel of destiny. Navigating through this world of
terrors, and through bitter experiences, man will get a rich, active life in the Creative
Imagination. Earth’s Answer to the gray despair and darkness of the world is a call for a release
of humanity from the chains it is repressed by. On the Holy Thursday in this volume, children do
not joyfully go to St. Paul’s, singing (like in the previous book), but suffer from cold and hunger
(“Babes reduced to misery/ Fed with cold and usutrious hand?”); The Chimney Sweeper is not
happy with his job and his life, in spite of his joyful appearance. His parents and the church
repress his childhood. Some poems counter the ones with the same titles in the previous
volume. The nurse (Nurse’s Song) meditates upon the fate of childhood innocence replaced by
adulthood’s hypocrisy and inhibitions. The Tyger (one of the most popular poems, highly
appreciated for its musicality) counters The Lamb. Although people tend to favor the lamb, the
tiger, with its apparent malevolent fierce power, is part of the unity of God. It is the symbol of
unchained energy. Wrath is the fruit of .4 Poison Tree, and the bright fruit on its branch references
the restraints of the Garden of Eden. The sunflower (Ab/ Sun-Flower), with its roots in the
ground and the head following the sun, symbolically mirrors the desire of man to reach freer,
higher spheres while still chained to the ground by its limitations. Blake’s Llondon is entirely
different than the city depicted by his contemporaries, as a prosperous and free one. In just
sixteen verses, Blake offers an appalling picture of a city of sorrow and terror, where children
work and cry, the soldiers are hapless, the young harlots curse, marriages are plagued; it is a city
of slavery. Countering The Divine Image, the Human Abstract speaks about the hypocrisy that leads
to tyranny.

However, the two books must not exclusively be seen as opposite since their songs
interrelate, not just oppose. The fall suggests a possibility of progress towards a Christ-inspired
innocence and the promise of regaining Paradise. In contrast, the “Songs of Innocence frequently
suggest the challenges and corruption of the innocent state” (Sanders, 2000:354-455).

Thus, we may conclude that the first cycle of his creation mirrors two states of humankind:
the first one is the age of innocence, the second, the age of experience. Blake puts them face-
to-face; they display the same symbolic characters and facts, revealing how innocence is
perverted by experience. The reader takes part in the journey of the Bard himself. The second
cycle lets the reader long for the first. Still, Blake suggests that it is a natural and necessary step
to fulfilling the Wheel of Destiny and gaining the Creative Imagination.
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The prophetic books

Blake’s “prophetic books” apply his mythology to what was happening around him. The
first one in the cycle, Tirie/ (1789), is the allegory of a dying world soon to be replaced by a new
one. Tiriel (the character) signifies the old religion “Mistaken father of a lawless race my voice
is past” (Blake, 1988:285). He is usurped and later replaced by his children because of his tyranny.
Worth mentioning is that the masses seem to support the old religion as they are reluctant to
accept the new.

The Book of Thel (1789) ponders upon the dilemma of whether the opposites can or cannot
be reconciled. Thel does not think this is possible, but Bake advocates for the necessity of this
reconciliation. He also believes that it is possible. The character, Thel (Gk. #helos, meaning “will,’
‘desire’), is an unborn soul, a young female virgin, reluctant to come into the world of the living
humans and subject herself to the fate of these and to the cycle of life. She decides to remain in
the Vales of Har (Paradise), the neoclassic picture of life, orderly, calm, serene, ideal (-ized) and
not assume any other mature experience outside of it, for fear of death and a too-short existence:
“A land of sorrows and of tears where never smile was seen” [3].

The Marriage of Heaven and Hell (probably 1790-93) is the book in which he opposes
Swedenborg by refusing to accept his view according to which evil must be eliminated and good
must be restored. Here he denies the validity of the moral law. The God of Sinai is jealous and
evil, while Satan symbolizes “energy, desire, and will. Action is good; slave-morality is sin”
(Bangh, 1948:1137). Blake believes that the two moral concepts must be accepted as symbolizing
two states: passivity and energy. They complement each other to create a full life. The book
consists of a series of texts, prose, and poetry, some written in free verse (maybe the first one
in English literature), printed by the artist after a series of etchings; it also offers the reader a
long range of proverbs, reminding of the Biblical ones, but written according to Blake’s
Romantic revolutionary view on life. They are meant to shock the reader out of his
commonplace notion of what is good and what is evil: “The voice of Devil” apparently is the
poet’s voice, favoring Energy over Reason: “Exuberance is Beauty.” The poet’s visit to Hell
(like Dante’s or Milton’s) convinces him that the place is the source of unrestrained energy, as
opposed to the authoritarian Heaven. The creatures of the proverbs embody such concepts as
creativity (as a quality of Genius = the Eagle), while the Lions symbolize Revolutionary
Imagination and the Viper, Reason. From the necessary conflict between Reason and
Imagination, creativity is born. The figure of Christ suggests energy and inspiration opposing
the classical tradition of passivity and reason. Blake adopts the epiphanic or oracular point of
view by using parody proverbs (Frye, 1973:298).

The Book of Ahania (1789, 1795) and The Book of Los (1795) present the same story of the
universal creation, of the conflict between father (Urizen) and son (Orc/Los), between Reason
and Energy (poetry), darkness and light; the story is told from the perspective of each of the
two.

The Song of Los (1795), consisting of two parts, Africa and Asia, conclude the cycle of the
four continents, Africa being the symbol of Beulah, of the primitive innocence of man, where
Urizen tyrannically intervenes to establish reason and Asia being the symbol of error. The kings
of Asia call for tyranny, but Orc is again rising against Urizen.

The Four Zoas [4] (1797-1804), the crown of the prophetic books, contains some “poetry of
coruscating splendor unmatched by other verse of Blake and almost without equal in any
English verse” (Day, 1963:303). Left unfinished, the book was meant to be a kind of epopee;
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each Zoa symbolizes a faculty of man as well as a cosmic law: Tharmas is the flesh of man as
well as the cosmic law that makes things happen; Luvah is the instinctive emotion as well as
natural copulation; Urizen is rationality and wisdom, while Los (Urthona) is the creative
Imagination. The four principles need to work together both in man and society, although they
naturally oppose each other. The fall of one and the prevalence of others leads to the split of
the human being and the cleavage of society. (I'7ye, 1973:302). Structured in nine Nights, the
poem is also a history of humankind: in Night I, Tharmas falls, bringing about the end of the
Golden Age; in Night II, Luvah falls, and the Silver Age ends, then Urizen, ending the Bronze
Age. In Night IV (corresponding to the Iron Age, contemporary with the poet’s time), Los (we
met him in The Book of Urizen) tries to reinstall some order and put an end to the chaos; Orc
(in Night V) is chained to the Rock of Decalogue, but his revolutionary spirit remains free;
Urizen (like Satan) explores the darkness of his caves to forge his dire Web (of Religion); Night
VII has two versions: in the first one, the building of Golgonooza, the City of Art suppotts the
consolidation of Truth. However, the opposed Error (the Shadowy Female) fights back with
secrecy, deceit, repression; in the second version, Error takes the shape of the Industrial
Revolution, together with its repressing institutions. Night VIII speaks about sacrifice (the
crucifixion of Luvah on the Tree of Mystery), the enslavement of humanity (by Urizen’s
powerful institutions), and a bit of hope brought about by Enion’s song that begins to awaken
the sleeping giant, Albion. The final Night IX, or “The Last Judgment,” sets in motion the
necessary apocalyptic revolution: the Tree of Mystery is burned, all the kings and tyrants are
thrown, justice facilitates the unity of the Four Zoas, each taking up its role and responsibility
in the maintaining of the unity. Now Albion can manifest his whole lively creativity.

Milton (in three copies) appeared in the same year (1808) as the illustrations Blake did for
Milton’s Paradise Lost to respond to the fellow poet. In Blake’s book (in two volumes), Milton
becomes Blake (the Bard) to correct some of his errors and assert the Truth (about the real
motive of the fall of Satan — hypocrisy, rigid moral judgment, and rationalism and the real core
of poetry, which is Imagination)

Considered by many scholars Blake’s masterpiece, Jerusalern, the Emanation of the Giant Albion
(dated by the poet 1804, but published 1818, extant in only five copies, of which only one is in
color), offers the richest image of his vision. A hundred engraved plates accompany the verse.
His symbolism and terminology gather here, with the addition (as a result of personal
experience, being wrongly accused of sedition) of the Sons of Albion (symbolizing man’s cruelty
to man) and the Daughters of Albion (emanations of the Sons and embodying women’s cruelty to
man). The general theme of the poem is the Fall of Man, as a necessity for his regeneration to
complete. With the help of Inspiration, the cycle will be completed and reach perfect harmony
in Eternity. The poet assumes the role of opening “the immortal Eyes of Man inwards into The
Wortlds of Thought.”

Also, among the “prophetic books,” A Song of Liberty, America. A Prophecy and Eurgpe are
further discussed below.

Thus, The Prophetic Books are considered the culmination of Blake’s visionary poetry. They
need to be approached as a unity to understand the vast theosophy he created and decipher the
keys to his philosophical and religious concepts almost always embodied in life-like or myth-
like creatures. Many of them move from one book to the other, like in a vast epopee, the epopee
of humanity.
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Blake’s art

Trained as an engraver, Blake joined the written verse with images fixing them on etched
copper plates, then printing them and coloring them by hand, or sometimes printing them in
color from the start, using his invented technique. Image and text inter-relate; they do not follow
ot precede each other. This arrangement leads to speculative interpretation, and the result must
be seen in its unity. The image signs may complement the verse or sometimes even contradict;
however, image is meant to enrich the meaning of the unity (Sanders, 2000:353-354).

His artworks are gathered in collections scattered all over the world, such as Tate Gallery,
V & A Museum, British Museum, the Museum of Fine Arts in Boston, The Fitzwilliam Museum
in Cambridge, Whitworth Art Gallery in Manchester, Melbourne, Metropolitan Museum (New
York), The Huntington Art Museum (San Marino, California) (Murray, 1959:25).

“Rich and delicate, ethereal and muscular the art of William Blake is as fascinating as his
philosophies, threading through his poetry and his prophetic works” (Kerrigan, 2018, book cover).
Just like his poetry, his art may seem obscure to the ordinary eye, but this “obscurity is assumed
and necessary, because, Blake says, “‘What is grand is necessarily obscure to weak men [...] That
which can be made explicit to the idiot is not worth my care™ (Kerrigan, 2018:6). Blake’s art is
built on contraries, just like his philosophy and poetry. The images may seem straightforward,
but they are deep and mysterious.

The written word was from the beginning a source of inspiration for Blake’s art, starting
with The Bible (Eve Tempted by the Serpent, 1799-1800; The Nativity, 1799-1800, Job’s Evil Dreams,
1825), or Chaucer’s Canterbury Tales (Chaucer’s Canterbury Pilgrims, 1810), Dante’s Divine Comed),
William Shakespeare (Oberon, Titania and Puck with Dancing Fairies, 1786 based on A Midsummer’s
Night Dreanr, Pity, 1795, based on Macbeth; Queen Katherine’s Dream, 1825, based on Henry V111) ),
John Milton (Satan Calling Up His Legion, Satan Arousing the Rebel Angels, Paradise 1ost, 1808).

In his illustrations of Dante’s Divine Comedy (commissioned by his last patron John Linnell,
and consisting of 102 drawings, 1824-27), “glorious culmination of his art,” Blake needs to also
comment upon the visions of the former, especially concerning Dante’s Catholic view upon
evil: “Dante saw devils where I see none” (Google Art & Culture, 2022); this again comes from
Blake’s approach to religion and the moral law; according to him good and evil are not clear-
cut concepts. Evil/Satan may bring the energy humanity otherwise lacks.

His most significant artworks are 21 large watercolors illustrating The Book of Job (engraved
in 1820), the 102 illustrations to Dante’s Divine Comedy, and his color-printed drawings including
Eljjah in the Chariot of Fire, the Hecate, the Nebuchadnezzar. After an early Neoclassical style, he
changed everything according to his visionary conception, abandoning logical arrangements in
space and using color, light, and form in a highly subjective way (Murray, 1959:28).

While advocating for symbolism in art and regarding the grotesque images, John Ruskin
believes that the grotesque should only be left imperfect, only slightly sketched or expressed.
He thinks Blake’s black etched grotesque illustration of The Book of Job is perfect, but the artist
fails when adding color (Ruskin, 1987:331).

His Songs of Innocence and Experience are richly decorated, but his prophetic books are
inspiredly illuminated, more like medieval manuscripts. Later on, he developed his own
technique (some call it “relief etching”), a solution he found for combining text and image on
the same plate, not very far from zntaglio but reversing it. Then he would use an acid-resistant
varnish to trace the desired design on a copper plate. The text had to be written “in a mirror,”
surrounded by illuminations. Then he etched the rest of the plate with nitric acid. After cleaning
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the remains of acid and varnish, the text and images would stand in some relief, then they will
be printed by ink and finally colored by hand (Kerrzgan, 2018:27).

Interestingly enough, Kerrigan notices (Kervigan, 2018:24) that his prophetic books might
be more easily approached by the new generation of consumers of fantastic and imaginative
realms of virtual reality and books, movies, and computer games situated in these different
realities. The new reproductive techniques seem to be extremely helpful in bringing Blake’s
works much closer to the reader-viewer than the techniques he once used. For his paintings, he
used watercolor, but the color was washed over graphite or pen and ink designs; the result is
considered at least eccentric by his contemporary fellow artist and critics. The same technique
adjusted by modern technologies seems to be quite appealing nowadays to the image consumers.

Kerrigan proposes a possible division of the artworks into four significant groups,
according to their main theme(s). The Gothic works are inspired by his experiences with
medieval literature and art; they include Biblical scenes, Chaucer-inspired images, and Dante’s
Dipine Comedy images (e.g., The Harlot and the Giant) (Fig. 7). This approach allows him to free his
Imagination from the classically ordained conventions. (Kerrigan, 2018:29). A second group
includes the prophetic and mythological works. Here he experiences with the myths the way he
feels we all should: not as with ideas and concepts, but by living them, by feeling them, by letting
our emotions intermediate that experience. His approach also has the prophetic dimension
because he teaches humanity some cosmic and divine truths (e.g., Frontispiece to Jerusalens |5]) (F'ig.
2). The Biblical group comprises works dealing with Biblical themes and imagery, filtered
through his Imagination (e.g., Eve Tempted by the Serpent, 1799-1800) (Fig. 3). The fourth group
contains the visionary works, the products of his extravagant Imagination: “As a man is, So he
Sees” (Blake, 1799) (Kerrigan, 2018:107) (e.g., Newton [6], 1795) (Fig. 4).

Jonathan Jones, the contemporary art critic, considers William Blake to be “far and away
the greatest artist Britain has ever produced” (Jornes, 2079). In his review of the Tate exhibition
of William Blake (September 11, 2019 — February 2, 2020), Jones places at the core of the artistic
creation of the artist-poet the depictions of the divided human nature, an idea also present in
his poetry. Although the exhibition poster may seem to some a bit too modern in characterizing
Blake as a “Rebel, Radical, Revolutionary,” the critic asserts that these qualities may
appropriately be attributed to him. Jones goes even further, adding some qualities like “pacifist,”
“anti-racist” (for the portrait of an enslaved person), and, yes, “feminist” (for illustrating Mary
Wollstonecraft’s book about women’s rights and for the frontispiece to The Daughters of Albion).
Speaking about the illustrated books, Jones considers that the images “come as a free gift” with
the verse, as a result of an “infernal” technique the artist said he received from the ghost of his
brother (copper plate etching). In Jones’s opinion, the Tate exhibition comes to prove those
critics who consider Blake’s art not so great incredibly wrong; for that purpose, the gallery
decided to put aside the verses for the exhibition despite many protests. By doing so, the Genius
of Blake as an artist also comes forward. The exhibited works introduce the viewer to an
apocalyptic world, impregnated with hellish monstrous images. The Evi/ Red Dragon (who may
be, in fact, any one of us) (I'zg. 5) is placed by The Good and Evil Angels (Fig. 6). Eve takes a pear
from the Serpent’s mouth; all kinds of monstrous beasts (reminding of Goya) surround the
viewer. Blake projects, according to Jones, the terrors and turbulences of his time to cosmic
dimensions. Paradoxically, when approaching the small-scale engravings and looking closely at
those images, they gain colossal status due to their blasting symbolism. The exhibited works
oppose tyranny and slavery, freedom, fulfillment, engaged in a battle that reveals our divided
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nature. Despite the terrific imagery, there is still hope for humanity transcending from Blake’s
works. Jones’s final appreciation of Blake’s art as seen in the reviewed exhibition, but not just
there, is that “Blake blows away Constable and Turner — and that’s with his writing hand tied
behind his back.” That is to say that Blake’s art may be readily appreciated in itself, not
necessarily in relation to his poetry.

However, even though one may consider Blake’s art separately, his drawings, paintings,
engravings are in very close connection either to his poetry or to other literary productions.
Meanwhile, they also reflect his vast Imagination, his more or less extravagant philosophical and
religious approaches, his social attitudes. Although a researcher of Blake’s total work may need
to treat the two separately for some structural purposes, they only regain their on-the-whole
meaning when joined back together again. The reader-viewer may experience synesthetic
pleasure when approaching them as a unity.

Philosophy, religion, vision on society

The influences often recognized by scholars in his works are mainly The Bible, Plato, Milton,
The Cabala, Spencer, Emanuel Swedenborg [7], Behmenism, Rosicrucianism, Gnosticism,
Druidism. Out of all these, and flooding everything with his unrestrained Imagination, he built
his mythology, filled with esoteric symbolism and profound humanism.

Although in his first works, Poetical Sketches 8], Blake appeals to classical mythology
(bringing such figures as Apollo, Mercury, Minerva, or Pan to life again), he rejects any classic
influences and Classicism in the later works. His mythology, free of any patterns, is populated
with strange characters like Rinthrah, Ololon, Palambron, Bromion, etc. (in his prophetic
books). However, the central figure of his creation is Albion, the archetype of all humankind
and all mythology.

He believed that all myths have a common origin and were created by kindred minds
because, in the beginning, men received those symbols directly from God and were the key to
following His guidance. They encapsulated the universal unconscious of mankind. In Jungian
terms, Blake’s mythology is not about outside forces but inner ones. He explores his own
psyche, teaching people how to know themselves better. According to Martin Day (Day,
1963:287), in the first period of creation (1789-93), his inner struggle is fought by Inspiration
and Reason. In the second (1793-97), the conflict continues, involving characters from his
mythology, while in the last (1797-1821), the conflict increases, bringing in opposition, not just
Inspiration and Reason, but also Emotion and Senses. As a result, a number of twelve battles
are fought. Before Jung designed his chart of the human psyche (with the four cardinals:
Intuition, Emotion, Sensation, and Thought, all revolving around the Conscious and the
Unconscious mind), Blake offered his own chart of the human mind, with quite the same
arrangement: the four cardinals were Los (Inspiration), Luvah (Emotion), Urizen (Thought),
and Tharmas (Sensation). Blake’s Anima is Jerusalem, while The Self is Albion, the sleeping
giant. Personal balance is attained when the giant awakens and unites with Jerusalem (at the end
of the same poem). There is an Anima (Emanation, in Blake’s terms) for each of the psyche’s
functions (Blake gives them names), as well as a Shadow (Specter) opposing each cardinal
function. In his works, Blake tries to balance his psyche (as well as humankind) by fighting
Reason with Inspiration, then reconciling them, while at the end under Inspiration’s watch,
trying to bring the opposing forces into a kind of harmony. (Day, 71963:287-290).
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The mythical vision of Blake (mainly in his Prophetic Books) creates an original cosmology
where concepts (metaphysical, religious) are imbued with life and are given a form, a name, even
becoming personages. These personages oppose each other in time and space, and their cosmic
interplay dictates the destiny of humanity. The artist, the Seer, and the thinker blend into one
person who moves through a maze of forms and ideas. An idea may develop through a series
of signs and symbols, quite often hard to interpret. In English Romanticism, the encyclopedic
tendency leads to constructing a mythologic epic, where the myths represent psychological or
subjective states of mind (I'7ye, 7973:60). This is the case with Faust (also in Blake’s prophecies).

In Jerusalem, Blake suggests that the spiritual world is the real world and that God dwells in
each individual; in one of his first illuminated books, as an Application to the principles stated
before, which demonstrated that “there is no natural religion,” Blake offers a glimpse into how
we should perceive divinity: “He who sees the Infinite in all things sees God. He who sees the
Ratio only sees himself. Therefore, God becomes as we are, that we may be as he is” (Blake,
1998, p. 3). Men were misguided by Sensation and Thought into perceiving a dual universe,
divided into good and evil, when, in fact, the Universe is a unity, and what may be perceived as
evil is, in fact, power, energy (Day, 1963:291-292).

The state of innocence poems are not just beautiful, delicate, musical verses. Under their
apparent simplicity, some moral, ethical, and social truths hide. Then, the songs of experience
cast a shadow on that state of good and purity. Good and evil are not the concepts Christians
were accustomed to; in fact, Blake’s God of Sinai is what we might call evil, while Satan is the
one who brings energy. The proverbs of The Marriage of Heaven and Hell themselves astonish an
unprepared reader through their unusual “misplacement” of good and evil: “Prisons are built
with stones of Law/ Brothels with bricks of Religion/ The pride of the peacock is the glory of
God. The lust of the goat is the bounty of God./The wrath of the lion is the wisdom of God./
The nakedness of woman is the work of God” (Blake, 1988:30).

An admirer of the French and American revolutions (Awerica, Europe), seen as freeing the
natural man from the constraints of the social, religious, political laws. Departing from the
religious definitions of good and evil, he believed that, since life is energy, whatever releases
man’s energy must be good, while whatever refrains it is bad. The human body is and works as
a unity; what is natural is holy; there is no use to blame sexuality

His idea on what marriage should look like is a revolutionary one, as well. In his zsions of
the Danghters of Albion (1793), he insists that everyone should be entitled to an ideal union without
unnecessary chains and restrictions. These unions often become perverted by jealousy,
hypocrisy, and persecutions by the authoritarian society. The actual crime that brings suffering
comes from these severe persecutions and restrictions, not natural sex impulses.

The revolutionary outbursts in Europe reflect in .4 Song of Liberty (1793), announcing the
imminent overthrow of tyranny. Orc, the rebellious (in this poem, Urizen’s son, Fuzon), will
soon overthrow Urizen, a bearded old man. Urizen is the architect holding the tools for creating
webs of law and conventional society, conventional nationalism dictated by reason. For the
moment, Orc is defeated, and laws (in the form of the Ten Commandments) are imposed upon
the people of Israel. The revolutionary ideas are developed in America (1793), where the
embodiment of the American colonies, Orc, the rebel, makes The Angel of Albion (King
George) tremble with fear. Blake calls this volume “a prophecy” and an “illuminated” book. He
created 18 etchings (some in color) for its print. It is no longer a historical narrative but a
symbolic essence of all revolutions, disregarding any chronological order. Revolution is part of
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the cycle of society’s life; it is a natural human impulse to rise against oppression, and that fight
also leads to the renewal of society. In Ewurope (1794, also “illuminated” by 18 colored plates),
Orc is now the spirit of the French Revolution, freeing himself from the rule of Asia (the Mosaic
code).

His idealizing attitude toward slavery, whose cruelty he did not accept, is present in an
Hlustration Europe Supported by Africa and America (1796), one of the many illustrations to a book
on this theme by John Stedman. It is believed that Blake’s illustrations may have contributed to
the abolitionist feeling in England. There, Europe is flanked by two darker-skinned young
women, and the whole picture gives the impression of harmonious unity. In his Songs of Innocence,
the little black boy has a white soul, even though he is black “as if bereav’d of light.”

Thus, as the poet-artist himself noted, his whole work, in verse and image, was meticulously
founded on his visionary thought and Imagination. These received some palpable forms as
words and images engraved on metal plates and then printed with unbound energy and
enthusiasm for his fellow humans to learn and enjoy.

Blake’s legacy

Somewhat obscure and nonconformist, the last part of his creation was ignored and even
considered the product of a mad man. It was not until Alexander Gilchrist’s Lsfe of Willian Blake
(1863) that the interest in this colossal creator resurged. In the middle of the nineteenth century,
a new interest in Blake’s vision manifested as The Pre-Raphaelite Brotherhood (especially Dante
Gabriel Rosetti and Algernon Swinburne) approached his works as an alignment to their “carnal
mysticism.”

In recognition of the genius artist William Butler Yeats edits a Blake collected works volume
in 1893. He became acquainted with Blake’s vision quite early and was familiar with the idea of
conflict (Emanation and Specter) and the thesis of the necessity of contraries for the advancement
of humanity. Yeats built his vision of the Apocalypse starting from his predecessor.

The similarities between Blake’s vision of the human psyche and Freud’s and Jung’s psycho-
analytic philosophies cannot be neglected. However, Jung believes that “Blake [is] a tantalizing
study since he compiled a lot of half or undigested knowledge in his fantasies. According to my
ideas, they are an artistic production rather than an authentic representation of unconscious
processes.” (Library of Congress Exchibitions, 2022). His Marriage of Heaven and Hel/has been exerting
a particular fascination in a significant number of philosophers, estheticians, theologists,
psychologists, etc., up to this day, due to its unexpected vision of the dynamic relationship
between the two concepts.

In the 20th century, a genuine scholarly interest in Blake was born. Worth mentioning is
the first substantial book on William Blake, by the Canadian critic Northrop Frye, Fearful
Symmetry (1947). This book opened a wide window to understanding the poetry, ideas, and the
whole vision of Blake.

The British Surrealist artist Paul Nash created his early works inspired by poems and images
Blake produced. He was indebted to Blake also in finding his subjects, not in nature or the real
world, but in the realm of Imagination, of the human psyche, capable of producing images as
solid as the real ones. Later, Nash was obsessed with Blake’s poem _AA! Sun-Flower, which led
him to create a series of enormous sunflowers, imbued with the melancholy feeling of Blake’s
poem. The Neo-Romantic British printmaker and painter Graham Sutherland is also indebted
to Blake’s pastoral images when creating his landscapes.
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The Composer Benjamin Britten decided to set Blake to music and created his Songs &
Proverbs of William Blake: The Nurse’s Song, 1930, for soprano & contralto & pianoforte; A Poison
Tree, 1935, for medium voice and piano; A Cradle Song: sleep, beanty bright, 1938, for soprano,
contralto & piano, etc. In 1931, British composer Ralph Vaughan Williams found his inspiration
in The Book of Job to create the music for a ballet. Sir John Tavener created beautiful liturgic
choral, reminding of medieval church chants, based on Songs of Innocence (The Lamb, 1982, The
Tyger, 1987, Eternity’s Sunrise, 1997, inspired by Auguries of Innocence, and dedicated to the memory
of Princess Diana, A Cradle Song, 2010).

The musicality of Blake’s verse kept challenging other composers and singers. In 1971 The
National Theatre Company staged the musical Tyger. (A Celebration Of William Blake) by Adrian
Mitchell (lyrics) and Mike Westbrook (music). Then parts of this musical were later used in a
1977 Thames TV drama, Glad Day, on the 150th commemoration of Blake’s death. Mike
Westbrook gave another version of some of the songs in the musical, appearing on 2 C.D.s
accompanied by a booklet, Glad Day (Settings of William Blake), 1999, including jazz style musical
versions, full of energy, of Songs of Innocence and Experience: Holy Thursday, A Poison Tree, The Tyger
and the Lamb, as well as passages from the prophecies. (Milton, Jerusalens).

Martha Redbone, “vocalist/songwriter/composer/educator, |...] known for her unique
gumbo of folk, blues, and gospel” (Redbone, 2007), was inspired by Blake’s poetry, too when
singing The Garden of Love: Songs of William Blake, 2012 a collection of hollered melodies, lullabies,
and folky mountain takes on Blake.

U2, the Irish rock band, released Songs of Innocence, 2014 followed by Songs of Experience, 2017,
an ambient production reflecting the British political climate and “a brush of mortality” (derived
from Bono’s life experience). The progressive rock group Emerson, Lake & Palmer released a
vinyl single including Jerusalenz (1973), and Tangerine Dream released an L.P. titled Tyger (1987).

Steve Davis, host of Neptune Currents, a program hosted by a community-sponsored radio
station, KIKUP, from San Jose, California, proposed a whole playlist of Blake-inspired music
(Davzs, 2017).

Patti Smith, the American singer and songwriter, musician, author, and poet, sang .Ask #he
Angels (1976), inspired by Blake’s The Angel. She also wrote a song about her attraction to
Blakean poetry (My Blakean Year, written at a difficult time when she felt as unappreciated as
Blake might have felt during his lifetime). She knew Blake from her childhood, ever since she
got a 1927 edition of his Songs of Innocence, faithful to 1789 original, and she spent long hours
mesmerized by the perfect interlace of word and image. About The Tyger, another song she sang,
she confesses: “And then I wound up singing “Iyger, Tyger,” becanse whenever I read it, I hear the music.
But William Blake was known for his singing voice, and 1'm sure be sang these poems, but we don’t have any
record of it. But his music is infused in his words, because where else would 1 have gotten it? So, I hope that
answers your question.” (Smith, 2015)

For the 250th Blake anniversary (2007), she edited a selection of his verses which she titles
simply Poems, intending it as “a bit of Blake, designed as a bedside companion or to accompany
a walk in the countryside, to sit beneath a shady tree and discover a portal into his visionary and
musical experience.” (Popova, 2018) Her preface to the volume is poetry in prose, in its turn, a
sincere homage to the great Genius.

She read from Blake to his dying friend, Allen Ginsberg, the beatnik poet, from a volume
he had thoroughly annotated before. They both shared the Blakean passion. Apparently,
Ginsberg had had a vision of the Romantic poet back in 1948, when Blake recited him in his
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East Harlem apartment. That experience immediately made him think about setting the verses
to music. In 1969, he recorded an album based on Songs of Innocence and Experience, featuring
simple folk melodies, accompanied by jazz musicians, released in 1970 and 2017. He, too, was
convinced that Blake intended his verses to be sung. Ginsberg created his poems responding to
many of Blake’s poems in a more introspective manner. He confesses that what the great
predecessor taught him was a new mythology, a new sense of the Universe, a prophetic view on
poetry; “they [the poems| are capable of summoning up in me, the sensation of eternity”
(Ginsberg & Morgan, 2008:50); he also learned from Blake to write his poetry for music and even
published it together with the respective scores (A Western Ballad, Father Death Blues, Gospel Nobel
Truths) (Ginsberg, 2000).

The Blakean influence was a common feature of the counterculture of the 1960s poets and
singers. Bob Dylan wrote Every Grain of Sand influenced by William Blake’s poem “Auguries of
Innocence.” The end of innocence is also present in other songs and a vision of life after death,
of America as a modern Babylon (still needing to wake up like Albion). Jim Morison wants to
open The Doors to “break on through to the other side” or criticizes youth’s submission to the
systems which control their perception. The “cleansing [of] the doors of perception” might as
well be attained using LSD, which Morison experienced to touch the infinite. This connection
to Blake’s ideal of internal liberation is noticeable in Mortison’s book The Lords (1969).

Jim Mortison named his group after Aldous Huxley’s book The Doors of Perception, a
philosophical essay first published in 1954, after experiencing with mescaline. Huxley, in his
turn, was influenced by Blake’s Marriage of Heaven and Hell’s well-known quote, “If the doors of
perception were cleansed, everything would appear to man as it is, infinite. For man has closed
himself up, till he sees all things thro’ narrow chinks of his cavern.” His psychedelic experiences
with the cleansing range from the “purely aesthetic” to “sacramental vision.” His next volume,
Heaven and Hell, 1956, ponders on some philosophical and psychologic implications of his
previous experience. Both titles are a direct reference to Blakes’s works and ideas.

Many scholars consider Blake’s Jerusalens a major influence on James Joyce’s Finnegans Wake.
Joyce was familiar with Blake’s poetry. Starting with the shared cultivated ambiguity, or even
obscurity, the unconventional approaches to different subjects, their belief in the primacy of art,
their plunging of uncharted nonrational territories of the human mind, they also shared the
status of the marginalized incomprehensible Genius. Blake deals with ezemity (seen as
atemporality), and Joyce speaks about a cyclical, eternal time where past and future are
simultaneous forrzver. Joyce’s HCE is in many ways similar to Albion, the universal human being
(fractured into reduced pieces of consciousness, who, after a series of dream-like nine nights,
becomes a complete spiritual entity. HCE is also broken; his consciousness is fragmented into
independent beings that seek reintegration. In both cases, the original undivided unity needs to
wake up after a long period of amnesia. The Four Zoas are the four cardinals of the human
mind (creativity, Imagination, reason, emotion). HCE is also spread, divided, to the four corners
of the earth, the four dimmansions of space and time. Both authors use language in a perplexing
manner to suggest contraries in the same word; they use humor (Joyce prefers puns, while Blake
the irony). While in Blake’s Marriage of Heaven and Hell, the roles of Satan and God seem ironically
reversed, in Joyce, the two contrary entities, Shem and Shaun. Shem, the disinherited other,
embodies those scary, unacknowledged bits of HCE and is the gatekeeper of art, spirit, and
enlightenment. Shaun represents the repressive consciousness. They need to somehow
reintegrate into the Universal Man (Swzile, 2013).
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After WW II, Blake’s works made their way into the popular culture, too, in music, film,
and graphic novel. His lluminated books may well be considered the first of the kind and the
predecessor of the artist book, a form adopted by contemporary artists. The book has become
the object of art combining images and text.

Martin Scorsese’s 1973 film Mean Streets has been associated with Blakean themes and
concepts. The film displays an urban inferno (Little Italy, led by the Mob). The main character,
Charlie (Harvey Keitel), a devout Catholic, starts asking himself what exactly is the role of the
church: “you don’t make up for your sins in church. You do it in the streets. You do it at home.
The rest is bullshit and you know it”. He is a conflicted soul, trying to find some meaning: his
dark side prompts him to advance on a criminal career path, but he can also be kind, unselfish,
loyal, which are traits coming in contradiction with the career he seeks. Charlie feels like it is his
moral obligation to take care of the psychotic and reckless Johnny Boy (Robert De Niro), the
character creating tension around him and adding a bit of humor and exuberance. A particular
scene of the movie features a character, Tony, entering a cage with a wild feline. The dangerous
animal seems to love him, and they seem to get along well. He confesses he wanted the animal
for its complex exploring qualities. The scene has been considered a reference to Tyger in its
ambivalence. The moral ambiguities pervading this film also remind one of Blake.

The Tyger, 2022, directed by Giorgio Fraccon, is a short film inspired by the homonymous
poem by Blake. It uses some archival materials of the poem set to music by Allen Ginsberg.
IMDb lists 19 short films, videos, even video games, documentaries inspired by Blake. A
reference to Awmerica is made by Roy Batty, a kind of Orc, (Rutger Hauer) in the 1982 Blade
Runner (directed by Ridley Scott). The 1995 Jim Jarmusch western, Dead Man, features Johnny
Depp as William Blake; there are a lot of references to the themes and poems of the Romantic
poet. Nobody (an American Indian) saves William Blake, convinced that he is the poet, and
even recites some Blakean verses. Manbunter (1986) and Red Dragon (2002) (versions of the novel
Red Dragon, by Thomas Harris) both allude to Blake’s Red Dragon and the Woman Clothed in Sun.
The main character wears a tattoo image of Blake’s Dragon. “The road of excess leads to the
palace of wisdom” (from The Marriage of Heaven and Hell) is clearly displayed in one of the scenes
of Shivers, 1975, by David Cronenberg. The Dangerous Lives of Altar Boys (2002) (directed by Peter
Care and based on a novel by Chris Fuhrman) is about the rebelliousness of a group of Catholic
school students. One of them, Tim, argues with the schoolmistress, Sister Assumpta over The
Marriage of Heaven and Hell. The nun believes that Blake was “a very dangerous thinker.” At Tim’s
funeral, his friend, Francis, reads The Tyger.

Interestingly enough, the dedicatory hymn “And did those feet in ancient Times” from his
book Milton, a pastoral Christ image and also a revolutionary cry prompting humanity to end
the materialistic era and replace it with a perfect one, became a hymn [9]. Known as Jerusalem, it
has been sung many times, by different people: by the National Union of Women’s Suffrage
Societies, as a national anthem, by the working people at the end of the General Strike in
England in 1926, by the crowds flooding the London streets, after the Labour Party’s victory of
1945, by the British national rugby team, by many religious congregations, by rock bands, also
used in film, television, and theater, as a most popular patriotic song. This incredible popularity
is one more proof that Blake’s ideas and verses broke through time to speak to future
generations of not just writers or any other type of artists, but ordinary people, too, loud and
clear.
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Thus, the legacy of this colossal creator covers a vast span of time and cultural areas.
Somewhat, not surprisingly, many musicians used his verse to set on music, since his poems
exhale that musicality; writers, too, found his vision most appealing, both in themes, concepts,
and style. Philosophers and psychologists may consider him a predecessor of specific thought
schools. Art, in general, has benefitted from his ideas and techniques and still is. His works have
known great popularity, and a widespread, once modern printing techniques and new media

became usual in our society.

Discussion

Blake assumed the role of the Genius, of the artist-poet, of the Seer and Prophet to facilitate
his fellow humans a closer experience of the ineffable, of the divine, of the mysteries of life and
eternity. The first four lines of a longer poem included in his Songs of Innocence, lines often quoted
for Blake’s colossal vision, in a nutshell, reveal what he thought his role was in that respect:

To see a World in a Grain of Sand

And a Heaven in a Wild Flower,

Hold Infinity in the palm of your hand

And Eternity in an honr. (Blake, 1503)

With the fresh perception only the innocence allows, the Seer can reveal to us the enormity
of the world in just one grain of sand, the heavenly joy and happiness in just one wildflower.
The Prophet can experience such concepts as the infinity of space and the eternity of time, and
the mysterious realities behind them. The Artist-Poet is the facilitator between these ideas,
mysteries, ambiguous experiences, and humanity. His visionary constructs (in verse and images)
reveal to us something we otherwise may miss, do not understand, or are not able to perceive.
In our turn, we need to decipher the meanings behind his symbols, allegories, and metaphors.
We might be able to do that if we find the right keys.

Conclusion

In one of the earliest studies on Blake, George Saintsbury downplays Blake’s greater part
of the Prophetic Books as a mere curiosity; he considers his critical opinions (in art and literature)
as only sometimes inspired, but mainly one-sided, prejudiced, and even ludicrous. However,
Saintsbury cannot help but recognize some “flashes of genius,” some of them (in Songs) of
“extreme simplicity [and] unearthly music, [...] elfin music.” (Saznzsbury, 1966:592)

Especially in his last “prophetic books,” Blake announces the inevitable victory of the new
forces in the world. Still, he believes humanity will gain primordial unity and live again in a new
“golden age”. His vision could not be understood and therefore accepted by his contemporaries.
Later, in the 20th century, the rich significances of his vision came to light, and the artist-poet
received the recognition he always deserved, that of a visionary, way ahead of his time. In Blake’s
vision, the role of art was essential in helping humanity regain the “Lost Paradise.” For this
purpose, art had to become militant and expose the lie, while prompting humanity to emancipate
spiritually, so that it regains a clear vision of its destiny and the Universe.

A solitary figure, both in art, and literature, because of his extreme originality and lack of
compliance to any rules or conventions, and because he reinvented and re-created them all as
his own, Blake is now being revealed as a poet dealing in the most subtle symbolism, an artist
of unique vision, and an intuitive philosopher visiting the realm of the Absolute.

——
| —
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It is often maintained that we live in the era of the power of the image over anything else
(especially the word). Blake might be a perfect guide for all of us (students of art and letters, or
not) to bringing and bridging the two human creations together and reshape a possible lost

unity.
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Notes:

[1] Rare noun; person concerned with imaginary things; a fantasist. Early 18th century; earliest
use found in Edward Taylor. From imagine + -arian.
https://www.lexico.com/definition/imaginarian

[2] When he published his book Fearful Symmetry: A Study of William Blake, in 1947, a cardinal
study on the subject, leading to a better understanding of it, Frye noted that Blake’s works
are to be understood only in the historical and social context of their creation.

[3] Blake, available on My Poetic Side, retrieved Febr. 10, 2022.
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https://www.theguardian.com/artanddesign/2019/sep/09/william-blake-review-blazing-heresies
https://www.theguardian.com/artanddesign/2019/sep/09/william-blake-review-blazing-heresies
https://www.themarginalian.org/2018/11/28/willim-blake-poems-patti-smith/
https://www.themarginalian.org/2018/11/28/willim-blake-poems-patti-smith/
https://blackwells.co.uk/bookshop/product/101-Facts-of-Life-by-Arthur-Schopenhauer-author/9781311583093
https://blackwells.co.uk/bookshop/product/101-Facts-of-Life-by-Arthur-Schopenhauer-author/9781311583093
https://finniganswakesantacruz.blogspot.com/2013/01/blakes-prophetic-works-and-imaginative.html
https://finniganswakesantacruz.blogspot.com/2013/01/blakes-prophetic-works-and-imaginative.html
https://www.democracynow.org/2015/10/8/patti_smith_on_19th_century_poet
https://archive.org/details/williamblake00symo/page/n3/mode/2up
https://artsandculture.google.com/entity/william-blake/m03f70xs?hl=en
https://www.lexico.com/definition/imaginarian

[4] The full title: The Four Zoas, The Torments of Love & Jealousy in the Death and Judgement
of Albion the Ancient Man; the original title was Vala: the book was not published by Blake,
but later, by Yeats, in 1893 and was extensively revised ever since; apparently, there is no
definitive text.

[5] Los, shown as a night watchman, prepares to enter the interior of Albion, through a Gothic
gate; in his right hand there is a sun-like lantern that might help him reveal some mysteries
of the sacred world.

[6] Newton is presented as a Renaissance nude, at the bottom of the sea, that is, far from the
world. His well-formed muscles may speak of the man, but his pose, crouched over some
geometrical instruments and concentrating on some scientific truths, reveal the rationalist
(vision).

[7]1 A Swedish Christian theologian, scientist, philosopher and mystic, writer of a number of
alchemical and astrological works, especially known for his book on the afterlife, Heaven
and Hell, 1758.

[8] A collection of poetry and prose, written between 1769 and 1777, published 1783.

[9] The poem is best known as the hymn Jerusalem, sung to music written by C. Hubert H.
Parry in 1916.
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Figure 1. The Hatlot and the Giant. 1824-27 Figure 2. Frontispiece to
Jerusalem. 1804-20
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Figure 3. Eve Tempted by the Serpent. 1799- Figure 4. Newton. 1795. Collection Tate
1800 Britain

Figure 5. The Red Dragon and Figure 6. The Good and Evil Angels, cca. 1790
the Woman Clothed with the
Sun. 1805-10

Image Sources:
1. Creative Commons: https://www.william-blake.org/The-Hatlot-And-The-Giant.html#
2. William Blake, Public domain:

Jerusalem, Plate 1, Frontispiece - Google Art Project.jpg
3. William Blake, Public domain:
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Comprehensive conservation and restoration of two frames for the temple icons of the
Sampson Cathedral in St Petersburg

Abstract: The article is devoted to the restoration of two carved gilded frames to the temple icons of the
1760s in the Rococo style, during the work on which the techniques of conservation, restoration,
reconstruction and recreation associated with the severe physical condition of the objects of church
decorative and applied art received in the restoration were comprehensively applied. The study purpose
was to return the expositional appearance of church objects of decorative applied art as monuments of
the cultural heritage of our country. Thanks to the well-coordinated and consistent conservation and
restoration processes carried out on the monuments, professional craftsmen managed to turn the
shapeless, heavily polluted fragments of two frames to the temple icons back into frames. After a
comprehensive restoration of two frames, it was possible to return them to their former expositional
and aesthetic appearance, prolong their life and preserve these monuments of church art for
contemporaries and descendants, and then place them in the temple in their former historical places, i.e.,
to fulfil the main task of professional restorers to preserve the cultural heritage of Russia.

Keywords: conservation, restoration, reconstruction, recreation, carved wooden ornamental and sculptural
decor, gilding, frames for temple icons, rococo style, church decorative and applied art, silvering, gilding
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Harasna MuxariaoBaa @oMaIEBA, XYAOKHIK-PECTABPATOP ITO30AOTHI BEICIIICH KBAAN(DUKALINI,
XYAOKHHK-pecraspatop nponsseacHnil AITV, mckycctBoBea, apT-aKkcepr
3ACAYKEHHBIH PaOOTHHK KyABTYPHL, TOU€THEIN pectaspatop Cankr-Iletepbypra

KomriaekcHas KOHCEPBAIUA U PECTABPAIIAA ABYX PaM K XpaMOBBIM HKOHAM
Camriconnesckoro cobopa B Caukr-IlerepOypre

Amnnomayus: Crares 1IIOCBAIIEHA PECTABPAIIIH ABYX PE3HBIX 30A0YEHBIX PaM K XpaMOBBIM HKoHaM 1760-
X TOAOB B CTHAE POKOKO, B XOA€ PabOT HAA KOTOPBIMH OBIAM KOMIIAEKCHO IPHUMEHEHBI IIPUEMBI
KOHCEPBAIIUH, PECTABPALINH, PEKOHCTPYKIIHH H BOCCO3AAHUSA, CBA3AHHBIE C THKEABIM (PU3HMYECKIM
COCTOSIHMEM IOCIYIHUBINUX B PECTABPAIIMIO IIPEAMETOB IIEPKOBHOIO AEKOPATHUBHO-IIPHKAGAHOIO
nckyccrBa. LleAp MCCAGAOBAHUA 3aKAFOYAETCA B BO3BPAIIEHUU 3KCHO3HIIHMOHHOIO BHAA IIEPKOBHBIM
IIPEAMETAM AEKOPATHBHO-IIPUKAAAHOIO HCKYCCTBA, KAK IIAMATHHUKOB KYABTYPHOIO HACACAHMA HAILICH
crpaHel. BAaropaps CA2KEHHBIM H IIOCACAOBATEABHO IIPOBEAEHHBIM HA IAMATHHUKAX IIPOIIECCAM
KOHCEPBAIIMH U PECTaBPAIIUU, MACTEPaM-IPO(ECCHOHAAAM YAAAOCH IIPEBpPAaTUTh OechOpMEHHEIE
CHABHO 3arpA3HEHHBIE OOAOMKH (PParMEHTOB ABYX paM K XPaMOBBIM HKOHAM CHOBa B pamsl. llocae
KOMITAEKCHOM PECTaBPALMH ABYX pPaM YAAAOCh BEPHYTb UM IPEKHUM 35KCHO3ULIMOHHBIA K
SCTETUYECCKUH BHUA, IIPOAAUTD UX JKH3Hb M COXPAHHUTH 9TH IIAMATHUKH IIEPKOBHOTO HCKYCCTBA AAS
COBPEMEHHUKOB H IIOTOMKOB, 4 3aTEM PA3MECTUTh UX B XPaMe Ha IPEKHUX UCTOPUUECKUX MECTAX, TO
€CTh BBIIIOAHHUTH TAABHYIO 3aAa4y IIPO(ECCHOHAABHBIX PECTABPATOPOB — COXPAHATH KYABTYPHOE
HacAeane Poccnm.
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OpHaMCHTaAbeIfI 158 CKyAI:HT‘ypHI)II;‘I ACKOP, 30AO0YCHHUEC, PaMBbl K XpaMOBBIM HKOHAaM, CTHAb POKOKO,
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ElSS—S—_—_—,,

Introduction
The topic relevance lies in the fact that nowadays a huge number of monuments of church
decorative and applied art, which lost their original appearance in the years of timelessness and
persecution of religion, need competent, scientifically based conservation and restoration, which
will prolong the life of these monuments and revive them for contemporaries and descendants.
The study’s purpose was to return the expositional appearance of church objects of
decorative and applied art as monuments of the cultural heritage of our country.

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

— conduct scientific research on monuments;

—  pick up archival documents on the history of the creation and restoration of the monument
in previous years;

— choose the most appropriate methods of conservation and restoration. as well as the

sequence of restoration processes;

— realize all planned restoration measures and return the monuments to their exposition
appearance.

In the study course, a comparative analytical method was applied in combination with a
historical approach, both in terms of identifying the techniques, technologies and methods of
work of masters of the 18th, 19th, and 20th centuries used in the creation of the subject, and in
terms of the use of finishing materials characteristic of such works of decorative and applied
art, which restorers of different professions have to work on.

When researching the history of two frames received by restoration workshops,
technologies of their manufacture and finishing in previous periods, as well as documents
containing information about their restorations, the researcher had to turn to two main historical
documents: the “Jubilee album” of A.P. Aplaksin 1909 (Aplaksin, 1909) and the historical
reference of Yu.V. Trubinov 1976 [8] that most fully reflect the most important aspects of the
upcoming work.

In addition to text sources, photographs from 1908-1909, made by the famous St
Petersburg photographer K.K. Bull, played a huge role. Technological aspects and the
formulation of the old masters’ compositions were studied in the books of V.A. Antsov, K.A.
Kaznacheev, A.S. Nikolaev, M.K. Nikitin and E.P. Melnikova, P.P. Sumarokov, V.V. Filatov
(Antsov, 1911; Kaznacheev, 1890; Lavras, monasteries, and temples in St Petersburg, 1908, Nikitin &
Melnikova, 1994, Nikolaev, 1949; Sumarokon, 1799; Filator, 1986), and also in the scientific works
of the author of this article when developing methodological recommendations on similar
monuments of St Petersburg of the 18th century (Fowicheva, 2014a; Fomicheva, 2014 b
Fomicheva,2014¢; Fomicheva, 2005; Fomicheva, 1999; Fomicheva, 1990; Fomicheva & Rayevsky, 2013).
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Results

Two frames for the temple icons “Nicholas the Wonderworker in the Life” and “Mikhail
Malein and John the Warrior” were brought to the restoration workshops from the Sampson
Cathedral alternately with an interval of one year.

It was simply impossible to call the wreckage brought in bags frames. They were dirty,
shapeless pieces of old wood, decrepit from time and lack of storage conditions. By the way,
these fragments were listed as fragments of once gilded frames, but under the thickness of the
dirt layer, no traces of the former gilding were even visible.

It would occur to an ignorant person to throw it all away and not waste time, but restorers,
fortunately, are not such people. They understand the value of antiques and bring back to life
even the most seemingly hopeless in technical condition monuments of decorative and applied
art.

The restoration task received from the Inspection for the Monuments Protection read, “To
restore the base of the frames, make up for the loss of sculptural and ornamental decor, as well
as their decoration in the form of decorative gilding.”

The restorers’ team needed to understand and understand what exactly was meant by the
points of this Task. To begin with, it was necessary to figure out what kind of “inheritance” the
masters got and what could be done with it.

The creative team of restorers who performed this large and complex work: woodcarvers
Vyacheslav Gennadievich Karabanov, Vadim Sazonov, Fufaev Yuri Ivanovich, Valery
Sergeevich Antonov, Alexey Valeryevich Antonov, sculptor and woodcarver Viktor Vasilyevich
Larionov, sculptor Elena Viktorovna Stepanenko, restorers of gilding Margarita Alexandrovna
Zavgorodnaya and Tatiana Nikolaevna Kozhukhar, gilder Irina Yuryevna Rybalko. The head of
the group was Natalia Fomicheva, an artist-restorer of gilding of the highest category, chief
specialist of the company, head of the project of frames restoration for temple icons, author of

Methodological Recommendations.

Historical background

The chief specialist of the restoration company, an artist-restorer of gilding of the highest
category (familiar with this monument from other works at an earlier time), first turned to the
“Jubilee Album”, published in 1909, and written in the form of a detailed scientific and technical
report of the period of the previous restoration in 1908-1909 in the Sampson Cathedral of St.
Petersburg by the architect, author of the restoration project, Andrey Petrovich Aplaksin (Fig.
7).

This is a serious scientific work, one of the early 20th century documents, in which the
temple restoration project author described in detail the technical condition of the monument
before the restoration, explained the causes of its destruction in the absence of proper operation,
heating, ventilation, stable microclimate, and even pointed out the role of the human factor and
its importance for the preservation of the monument associated with the history of Russia, its
victories in the Northern War, in honour of one of which, the Poltava Battle of 1709, and this

temple-monument of military glory was built.
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1908-1909 large-scale restoration works were timed to coincide with the 200th anniversary
of an important historical event and the construction of the church in the name of St.
Sampsonius, the Pilgrim, built-in 1709 by the personal Decree of Emperor Peter 1.

In the report “Anniversary Album?”, the architect described in detail all the restoration work
carried out with justification to use various restoration methods for each type of work. The
album also contained information concerning the restoration of works of church art made of
wood with gilding and their restoration methods, including two frames for temple icons (I
3).

In the archive of the scientific department of the SNPO “Restorer”, there was a “Historical
reference” written by researcher Yu.V. Trubinov in 1984 on the eve of the cathedral restoration
by the specialists of this scientific and restoration association. The “historical reference” was
compiled based on rare archival materials and supplemented the “Jubilee Album” by A.P.
Aplaksin with earlier historical information very significant for the restorers of the 21st century
too. This information was necessary to understand the periodicity of restoration processes in
the temple, to identify the causes of destroying wooden carved and sculptural gilded decor and
its decoration in the form of combined gilding. Unfortunately, the earlier archive of the temple
was only partially preserved, many important documents for the restorers were missing, since
some of them died in a fire, and most of them were lost during the years of iconoclasm.

From the “Historical Reference” by Yu.V. Trubinov and the text of the report in the
“Anniversary Album” by A.P. Aplaksin, restorers learned that the first wooden church, laid in
honour of the victory of Russian weapons during the Battle of Poltava, held on June 27, 1709,
quickly deteriorated. A new stone temple was later erected next to it, retaining its name and part
of the decoration in the form of two small iconostases. The main chapel, erected later, was
decorated with an iconostasis created by Russian craftsmen from traditional linden wood,
possibly under the guidance of a foreign architect, whose name has still been disputed by art
historians. This iconostasis was illuminated in 1740 and dates back to the reign of Anna
Ioannovna, i.e., the Anninsky Baroque style.

The temple icons frames, which would be discussed, were created later, only in 1761. They
were made in the Rococo style. The icons for them were painted by Yaroslavl icon painters.

These two framed icons were ordered specially for the temple by the nephew of the
cathedral’s curator Mikhail Yakovlevich Lapshin-Gryaznovsky, who was engaged in the
“landscaping” of the cathedral after his uncle, Ivan Andreevich Lapshin, a Yaroslavl merchant,
whose efforts built and decorated this stone temple for many years. The icon Mikhail Malein and
Jobn the Warrior was dedicated to him, the first ktitor, and was presented to the temple. It is
signed, which is rare in this genre of painting. On the reverse side of the icon, it is written, “The
great icon painter Trofim Bazhenov painted this holy image of the Kostroma province of Salt
Posad in 1761 on the 13th day of July.”

On the eve of the restoration, in 1908, a Jubilee Committee was created, which in turn
entrusted the restoration of the temple to a member of the Imperial Archaeological
Commission, diocesan architect, archaeologist, writer, civil engineer, Andrei Petrovich Aplaksin,
and control over the restoration processes was entrusted to the architect-restorer, archpriest,

P.P. Pokryshkin, who was also a member of the Imperial Archaeological Commission.
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For these purposes, a local Scientific and Restoration Council was established on the
monument, which supervised the restoration work, set specific tasks for the masters, monitored
their implementation and gave its recommendations. In addition to A.P. Aplaksin and P.P.
Pokryshkin, the Council included well-known specialists in various fields of restoration,
architects, and historians in St Petersburg. The clergy and the entire clergy of the temple are
(Fig. 1-2).

To this day, the Minutes of the meetings of these Councils, in which the tasks and the
persons responsible for their execution were spelt out, have been preserved in the archive. P.P.
Pokryshkin, as the curator of the temple restoration project, was at the facility every day, kept
his short notes, which were also miraculously preserved in his notebook. They are written with
abbreviations, and not every person will be able to decipher them if he is not connected with
the restoration of monuments of such a plan. These documents are carefully kept in the fund
of the Imperial Archaeological Commission of the St Petersburg branch of the Institute of
Wortld Culture, which before the revolution of 1917 was engaged in the construction and
restoration of temples in Russia, including St Petersburg.

It became known from the album of A.P. Aplaksin that the work on the restoration of the
main iconostasis was carried out by the master gilder Alexey Kalmykov, and the restoration of
gilding on the frames to the temple icons was carried out by the French master Antonio Jessel,
who had his workshop in St Petersburg at 45 Gorokhovaya Street. He was a supplier to the
Imperial Court and had his trademark, which he pasted on the back of his works.

The restoration of three iconostases and all the frames to the icons in 1908-1909 was
realized by thirty masters who coped with the difficult work in just seven months.

After studying the sources of information and obtaining information about what work was
realized on these two frames by predecessors, masters of the early twentieth century, restorers
needed high-quality illustrative material, which was revealed even earlier in the archive of film
and phono-photo documents (SPBFAKFFD) in the Flour Lane of St Petersburg.

These were genuine negatives of the period of the last restoration of the Sampson
Cathedral, made by the famous photographer of the early twentieth century, Karl Karlovich
Bulla (1855-1929). He was a portrait painter and a well-known master of documentary
photography in St. Petersburg, a hereditary St Petersburg honorary citizen. He opened his studio
in 1875. In 1886, he received permission from the Ministry of Internal Affairs for the right to
produce photographs outside the home, which allowed him in 1894 to establish the printing
production of postcards in the standard of the Universal Postal Union. Since 1897, K.K. Bulla
published his photographs in the popular mass magazine “Niva”, and since 1908 — in the
magazine “Ogonyok”. At the same time, he opened his workshop at Nevsky, 54. K. Bulla’s
talent is multifaceted: he shot architectural facades, interiors, factories, shops, cars, monuments,
etc. I went out to shoot anniversary celebrations (Fig 4).

So, in 1908, at the invitation of the Jubilee Committee in honour of the celebration of the
200th anniversary of the Battle of Poltava and the construction of the monument church of
Sampson Cathedral, he performed a photo-fixation of the decoration of the temple, in particular
its three iconostases and other church utensils, taking pictures on large-sized glass negatives,
which today allowed them to get prints with the greatest accuracy, so necessary for restorers of

carving and gilding. For his active participation in the restoration of the famous temple on May
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25, 1910, Karl Karlovich received the jubilee medal “In memory of the 200th anniversary of the
Battle of Poltava”. Photographic materials on this historical and cultural monument are
invaluable both for art historians and especially for restorers (I7g. 6-7).

One of the photos from 1908 shows a workshop of gilders who restored two frames for
temple icons. It clearly shows the frames in disassembled condition and details of the carved
Altar Canopy of the main altar of the cathedral. After the restoration carried out in the workshop
of A. Jessel, both of the aforementioned frames to the temple icons returned to their rightful
places in 1909. Photos of these two frames to the temple icons after their restoration were
placed in the anniversary album of A.P. Aplaksin. They have served their service for the
restorers of the 21st century as invaluable iconographic material. 95 years after that historical
restoration in an extremely disrepair, the terrible and shapeless fragments of these frames were
brought to the restoration workshop. It was impossible to say that these were once gilded frames
because of the layer of thick dust and dirt caked over decades, which had become ingrained in

the surface of the once gilded frames to the icons (I'zg. 5).

Conservation and restoration of icon frames

In parallel with scientific research and the selection of iconographic material, experimental
work was carried out on the fragments of the monument on the selection of compositions, their
concentration, and the technology of applying them to the surface. The masters had to decide
on the sequence of work by profession, analyze all the results of the experiments, then choose
the optimal solution and make “Methodological recommendations for the conservation and
restoration of the foundation and decorative gilding in the form of a combined finish of two
frames for temple icons.” After a short time, the studies were completed, the Methods were
written and approved by the GIOP and the Customer.

The work began to boil. In the woodcarvers’ workshop, all the furniture, that is,
workbenches were placed along the walls to make room on the floor for the upcoming
painstaking work. Woodcarvers received enlarged copies of photographs of frames from 1909
for work. They enlarged the drawings of the frames even more with millimetre paper, then
reshaped the contours of the drawings on tracing paper, on which they made the contour
borders of the frame in full size, and began to disassemble the fragments like puzzles, laying out
the author's fragments on historical sites to determine the exact number and size of the losses
of the base of the frames (Fzg. §, 9, 20).

To recreate the losses of carved and sculptural decor in linden wood, it was first necessary
to perform models of specific losses in a soft material - plasticine. The carvers performed
modelling of the loss of sculptural and ornamental decor together with the sculptors (Fig 27,
36-38, 4243).

After presenting the soft models to the commission, the missing fragments of the frames
were transferred through moulding into gypsum, and then the losses in the authentic material
of the monument, the wood of the linden tree traditional for this type of work, were glued
together using natural fish glue (I'zg. 70, 14, 17, 25-29, 35, 45).

The work on the most difficult detail of the frame composition — the upper leaflet consisted
in duplicating the base with new wood due to the dilapidation of the historical foundation and

a large number of losses. There were a lot of foundation losses, they were shapeless pieces with
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oblique chips and the loss of connecting fragments of the foundation wood. It was not possible
to simply glue them together because of the loss of numerous small connecting fragments. Quite
a lot of fragments of carved decor were deformed because they lost contact with each other,
and many fragments from the influence of dampness and temperature changes over a long
period received deformations and structural destruction of the wood base such as uneven
looseness and shrinkage along with the fibre.

The wood of the historical fragments was dilapidated and weak from time and lack of
operating conditions, having lost all its strength characteristics, for further exposure in the walls
of the temple, complete with icons painted on boards of large size and weight, it required
duplication on a new basis. In connection with this circumstance, it was decided to duplicate all
the frame sheets on a new basis.

The carvers prepared a veneer of linden wood of the required thickness (about 3 cm) to
perform this technological operation. On a new basis, gradually complementing the missing
recreated fragments of the frame to the preserved historical elements, all the leaves of the frame
were collected dry, the fragments were fitted tightly to each other at the glueing sites, and only
after that, the elements were glued to the new base and to each other to give the composition
mechanical strength. So, all the sheets of the two frames were duplicated (g 39, 44).

The frames had huge dimensions: (3.5 x 2.4) meters and considerable weight along with
icons written on the boards. They consisted of four parts sheets each, which were fastened
together with forged iron corners from the back of the frame at the corners. For the frames'
suspension on the cathedral walls, special plates with forged rings were previously attached to
the vertical panels, which would withstand heavyweight. All these fittings were also lost.
According to the trace prints on the back of the frames, the necessary fittings were calculated
and made of black metal and later installed in place during the assembly of the frames.

The restorers did not do without discoveries and finds. On the backside of a fragment of
one of the frames, namely on the frame to the icon “Nicholas the Wonderworker in life”, during
the restoration of the carving of the right vertical listel, a branded paper label of the A. Jessel’s
company was found in a very good state of preservation. We first learned about A. Jessel’s
participation in the restoration of these frames from the Anniversary Album of A.P. Aplaksin
and the same fact was later confirmed by the company label discovered during the restoration
during the work at the beginning of the 21st century. Not every job was branded, but this one
- he was! (F7z. 19).

After the restoration of the carving and the fitting of the listels dry to each other in the
disassembled state of the listels, the frames alternately entered the gilding restoration workshop
to realize the conservation of the partially preserved historical ground-levkas with traces of
gilding from 1909.

The gilding restorers had a difficult job to preserve the historical and make up for local
losses of the ground-levkas (it was very thin and fragile), like to make up for the losses of
decorative gilding associated with the loss of fragments of the base and its decorative combined
gilding with glossy and matte areas combination according to the 18th-century technology, as

the restorers thought before starting work on the frames.
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In 1909, combined gilding was performed on both frames, which combined traditional
high-gloss gilding on a polymer and matte, but this time the masters had lacquer, and not
traditional glue, as in the 18th century.

Restorers were also alarmed by the fact that on the historical ground-levkas of the
fragments of the front side of these frames there was no lining at all, i.e., the carving on the
ground-levkas, adopted in the 18th-century decoration, and the soil, which did not allow
technically to flatten the lining on it, was very thin; a thicker layer of soil was needed. The reason
for its absence was unclear: was it lost in 1909 during the next restoration? Or the restorers of
this period repeated the finishing of the frame that appeared before them before its restoration
in 1908 when the masters removed the old levkas and replaced it with a new one due to the
extremely emergency state of preservation. In the early 20th century, there was no such thing as
the conservation of leucas. In case of poor preservation, it was simply removed from the parts
along with the remaining gilding and applied a new primer and then new gilding was. So, the
restorers of gilding had to restore the historical gilded levkas of the early 20th century, and not
the author’s 18th century (Fig. 9-12, 14, 15, 17, 21, 23, 25, 26).

The technique of conservation and restoration of both frames was similar and justified by
the technical condition of the base and its finish, the presence of strong persistent surface
contamination that covered both the exposed wood of the originals and the decorative finish
of the ruined frame panels.

The differences in the upper listels of the frames consisted in the loss of small sculptures
of angels in the upper part of the listel of the frame to the icon Mikhail Malein and John the Warrior,
attached to the part with the help of small hanging consoles.

However, the preservation of historical gilding on the vertical listels of this frame was better
than on the frame for the icon Nicholas the Wonderworker in Life.

After removing some of the light surface contaminants in the form of dust and dirt, the
preservation of the historical soil with the remains of gilding was realized using a weak solution
of natural mezdra [1] glue of the Extra brand, which in strength characteristics exceeds similar
characteristics of sturgeon glue, and at a much cheaper price, which is important when
performing a large amount of restoration work. The restoration glue was prepared according
to traditional technology added the antiseptic Katamin group A-B, used in the modern
restoration of levkas and gilding.

An aqueous solution of warm glue, used in the conservation process, the excess of which
was removed from the surface with moistened in distilled water and well-pressed cotton swabs
of medium size and density, making it possible to remove most of the strong persistent surface
contaminants from the surface of the historical gilding. Additional sampling of contaminants in
individual recesses of the relief was realized using enzymes that slightly moistened micro-
tampons on toothpicks.

All the frame panels were not the same in their technical state of preservation. This is seen
by the amount of historical gold on them after clearing the surface of the listels from persistent
contamination and by the amount of replenished soil. Historical gold, after the soil conservation
and removal of surface persistent contaminants, came to life and sparkled with a new lustre, as

if its masters of the early last century performed only yesterday (Fig. 35, 40, 42, 43, 45).
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Simultaneously with the historical soil preservation, a three-time sequential impregnation
of the bare authot's base and newly performed restoration inserts of the lost wood of the frame
base was realized with the same aqueous glue solution of different concentrations.

At the junctions of the old and new wood, the joints were pasted with a cotton cloth (calico)
to strengthen the joints of the multi-time base and prevent further destruction of the gilt-plated
levkas during operation.

A traditional levkas was prepared from the ground chalk and an aqueous solution of the
same mezdra glue “Extra”. The soil in a warm form was applied layer by layer to the areas of
the restoration wood with bristle brushes at intervals for drying layers. Levkas was applied to
the surface of the plots just above the author’s layer in height, and then almost dry, only slightly
moistened with distilled water, was cut with scalpels and steel hooks to the level of the historical
layer.

Shikhtanovka (skinning-grinding) of the surface of the restoration levkas was realized dry
with the help of a water-resistant emery cloth of medium and fine grain. To control this
operation quality, the areas of the restoration levkas were previously covered with a suspension
of the pigment “ochre light” on the water in one layer. The working area surface during the
mixing was constantly thoroughly dusted with a vacuum cleaner and a small medium-hardness
brush (g 71, 12, 15, 21, 23, 40).

The trace remains of the historical poliment on the preserved historical fragments,
knowledge of the laws of the 18th-century style, the technologies of the old masters helped
modern masters to determine the traditional areas of glossy gilding. After applying several layers
of new polymer to the replenished restoration and historical levkas areas, glossy gilding with
gold leaf, weighing 2.5 g in a book, polished, according to tradition, with agate teeth to the shine
of cast metal, was made.

All other sections of the restoration levkas were successively coated with alcohol shellac
varnish three times with drying of each layer, and then a gulfarba was applied to them. It is a
multicomponent oil composition applied to areas of matte gilding before applying gold in one
layer. After the appearance of the “working impression” on the lacquer layer, matte gilding with
gold leaf was performed, but with the book weight already 1.25 g.

All the historical gold of the frames during the preservation of the historical soil was
preserved and served as a colour standard for subsequent tinting in areas of recreated matte
(lacquer) gilding. This tinting was performed on the areas of the new gold coating to match the
colour of the preserved history by applying a tinted matte protective solution, which included
alcohol extracts of their bark, plant roots and exotic resins (Fig. 73, 16, 22, 24, 26, 32, 34, 41,
46).

The matte solution was applied to the areas of new gilding on a well-dried surface, 21 days
after gilding in a warm form with a squirrel flat brush-a large shovel without levelling. It is very
significant to pay special attention to this operation since repeated exposure to the tinted surface
can lead to the loss of the cover protective film of the matte solution and distort the colour
scheme.

To protect the wood from contamination and fluctuations in air humidity, the frame
backside was glued with mezdra glue and painted with a composition of the pigment “ochre

light” on the same aqueous solution of mezdra glue.
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Painted on wooden boards, both icons originally had niches in which small icons were
previously inserted. In the hagiographic icon of St. Nicholas, there was his image of the 17th
century in a small frame, which was lost during the oblivion of the temple, but the image itself
miraculously survived. It was decided to recreate the frame to the preserved icon, which was
done by master woodcarvers, who first made a life-size model of soft material based on a
photograph of K.K. Bulla, then after its adoption by the commission, transferred this model to
plaster and executed it in the authentic material of the monument (I7g. 27-33).

The gilding restorers, in turn, recreated the ground-levkas on natural mezdras glue and
performed combined gilding with a combination of glossy and matte gilding, as it should be
according to the technology of the large original frame for the icon. For the new frame not to
differ in colour from the historical preserved, albeit partially, gilding of the eatly twentieth
century, it was tinted with a coloured coating matte solution, sampled with vegetable dyes.

There was also a niche on the icon Mikhail Malein and John the Warrior, but, unfortunately,
the original objects were not preserved: neither the image of the 1Jadimir Mother of God nor the
frame to it. In this situation, the commission decided not to restore this fragment due to the
lack of historical artefacts. In such an unfinished version, the icon with a frame was hung in the
main chapel of the temple opposite the icon of Nicholas the Wonderworker in the Life.

All types of work were constantly monitored and accepted by the customer and the
representative of the GIOP with a high assessment of the performance of works on
conservation, restoration and recreation of individual elements, about which the relevant
documents were drawn up. The assembly of frames and their hanging on historical sites was

realized already in the cathedral.

Conclusion

The sculptures and wood carvings handed over to the restorers, as well as the gilding
restorers of the frames for temple icons have gone through a difficult technological path: all the
missing fragments of the base were modeled in soft material and filled in the authentic material
of the monument made of linden wood, the base of the frames was duplicated on new wood;
the historical ground with gilding was strengthened, that is, preserved, persistent multilayer
surface contamination was removed, areas of local preservation of historical gilding were
identified and preserved; it was also revealed local silvering under gilding on the ribbon in the
lower part of the lower leaflet, this type of finish was repeated by the masters of the 21st century
on this part of the frame; locally the ground-levkas was filled and locally made on it,
corresponding to the historical variant, the type of decorative gilding on the polymer and the
codpiece; restoration gilding was tinted to match the color preserved on the frames using a
reversible matte solution with natural dyes.

The success in this work is due not only to their professional experience and skill but also
to the wonderful informative iconographic material that helped the restorers to bring back to
life and preserve two beautiful monuments of the history of church art of the 18th century,
created by the hands of Russian serfs, preserved by the hands of restorers of the early twentieth
century and almost died irretrievably in the dashing years of timelessness.

All tasks assigned to the team of restorers of various professions were carried out in full.

The step-by-step photo fixation of the restoration processes shows how modern masters of
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restoration artists brought two monuments of church decorative and applied art back to life
from the dirty wreckage.

To the delight of the restorers, justice to these two unique 18th-century works triumphed.
So, two frames, together with the icons, returned to their rightful places to delight their
contemporaries and descendants with their beauty and uniqueness, to teach them a careful

attitude to the work of, often nameless, masters of the past, to remember the need to preserve
cultural heritage (Fig. 417, 406).
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Notes:
[1] Mezdra is a layer of subcutaneous tissue on untreated skin, animal skin.

Appendix
Figure 1. Diocesan architect-restorer, civil Figure 2. Architect-curator of the
engineer, artist, archaeologist, historian of restoration of the Sampson Cathedral in
Russian architecture, writer, member of the 1908-1909, teacher, archpriest of the
Imperial Archaeological Commission, author Russian Orthodox Church, member of the
of the restoration project of the Sampson Imperial Archaeological Commission —
Cathedral in 1908-1909 — Andrey Petrovich Pyotr Petrovich Pokryshkin (1870-1922)

Aplaksin (1879-1931)

Figure 3. Anniversary album about the Figure 4. Karl Karlovich Bulla - portrait
restoration of the Sampson Cathedral in painter and master of documentary
1908-1909, published for the 200th photography, hereditary honorary citizen
anniversary of the Victory in the Battle of of St Petersburg (1855-1929)

Poltava in 1709
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Figure 5. Details of the frames for the temple Figure 6. The frame and the temple icon

icons and the altar Canopy of the Sampson Nicholas the Wonderworker in the Life of the
Cathedral in the process of restoration in the Sampson Cathedral after the restoration
workshop of A. Zheselya. 1908. of 1909. Photo by K.K. Bulla

Figure 7. The frame and the temple Figure 8. The frame for the icon Nicholas
icon Mikhail Malein and John the the Wonderworker in 1ife before the
Warrior of the Sampson Cathedral restoration of the foundation in the
before the restoration of 1909. Photo process of disassembling the disparate

by K.K. Bulla elements of the frame and identifying

their historical places in the composition
in the restoration workshop of wood
carvers
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Figure 9. The upper listel of the frame to Figure 10. The upper listel of the frame to

the temple icon Nicholas the Wonderworker in the temple icon Nicholas the Wonderworker in
Life before the restoration of the foundation Life after recreating the loss of sculptural

was lost in the process of identifying their and ornamental decor in the authentic

historical places in the composition of the material of the monument — linden wood

upper leaflet of the frame

Figure 11. The upper listel of the frame to Figure 12. The back side of the upper leaf

the temple icon "Nicholas the of the frame of the temple icon Nicholas the
Wonderworker in life during restoration: Wonderworker in Life in the process of
local reconstruction of the loss of levkas and dubbing historical fragments on a new basis
removal of persistent surface contamination and the process of recreating the lost
with preservation and preservation of the ground-levkas
historical gilding of 1909
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Figure 13. The upper listel of the frame to the temple
icon Nicholas the Wonderworker in Life after performing a
full range of conservation and restoration work

Figure 14. The lower listel of the frame to the Figure 15. The lower listel of the frame to the
temple icon Nicholas the Wonderworker in Life temple icon Nicholas the Wonderworker in Life
after the preservation of the historical runt after the preservation of the historical runt,

before the removal of persistent surface local replenishment of its losses and removal
contamination, after the restoration of the loss of persistent surface contamination

of carved sculptural and ornamental decor in
linden wood

Figure 16. The lower listel of the frame to the temple icon
Nicholas the Wonderworker in 1ife after a full complex of
conservation and restoration work
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Figure 17. The fragment is the center of the Figure 18. The fragment is the center of the
lower listel of the frame to the temple icon

lower listel of the frame to the temple icon
Nicholas the Wonderworker in Life after the Nicholas the Wonderworker in Life in the
preservation of historical levkas and gilding, process of recreating the decorative
after the restoration of the loss of decoration with a silver gilt lining on the
ornamental and sculptural wood carving ribbon, as an analogue of the historical
decoration

Figure 19. The label of the company A. Jessel, discovered
during the restoration of the frame to the temple icon

Nicholas the Wonderworker in Life in 2004

Figure 20. The left listel of the frame to the Figure 21. The left listel of the frame to the
temple icon Nicholas the Wonderworker in Life in

temple icon Nicholas the Wonderworker in 1.ife
before the restoration of the base loss with the process of preserving the historical levkas
characteristic strong persistent surface and local reconstruction of its losses with the
contamination of the base and historical control clearing of the surface from intense
gilding when identifying the loss of the persistent contamination (in the center) from
composition the historical gilding of 1909
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Figure 22. The left listel of the frame to the
temple icon Nicholas the Wonderworker in 1ife
after the preservation of the historical levkas,
the local reconstruction of its losses and the
local reconstruction of decorative gilding of two

types

Figure 23. The right listel of the frame to the
temple icon Nicholas the Wonderworker in Life in
the process of preserving the historical levkas
and local reconstruction of its losses, with
clearing the surface of persistent contamination
of historical gilding

Figure 24. The right leaflet of the frame to the temple
icon St Nicholas the Wonderworker in Life after the
preservation of the historical gilt frame, local soil

replenishment, the restoration of two types of gilding

and tinting of the restoration gilding to match the color
of the preserved historical

Figure 25. General view of the frame for
the temple icon Nicholas the Wonderworker
in Life in the assembly after a
comprehensive restoration of the
foundation and the reconstruction of
ornamental and sculptural decor.
preservation of historical levkas with
gilding and partial clearing of the surface
of historical gilding from strong
persistent surface contamination

Figure 26. General view of the frame
for the temple icon Nicholas the
Wonderworker in Life in the assembly
after a comprehensive restoration of
the base and decorative decoration in
the form of gilding
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Figure 27. Reconstruction of

the lost small frame to the
image of Nicholas the
Wonderworker of the 17th
century based on the

photograph of K.K. Bulla in
1909. Execution of the model

in a soft material

Figure 30. Reconstruction of
the ground-levkas on the
recreated frame to the image
of Nicholas the Wonderworker of
the 17th century. Application
of primer-polymer to the
places of glossy gilding

Figure 28. The transfer of
the model from soft
material to plaster to

continue working in the
authentic material of the
monument — the wood of
the linden tree

Figure 31. The execution of
glossy gilding on a polymer
on a recreated frame to the
image of Nicholas the
Wondermworker of the 17th
century and the coating of
areas of future matte gilding
with alcohol shellac varnish

Figure 29. Execution of the
frame to the image of
Nicholas the Wonderworker of
the 17th century according
to the model in the
authentic material of the
monument — the wood of
the linden tree

Figure 32. The execution of
glossy gilding on the polymer
and matte on the codpiece,
followed by toning of the
restoration gilding on the
recreated frame to the image of
Nicholas the Wondermorker of the
17th century to match the
color of the icon Nicholas the
Wonderworker in Life preserved
on the large frame

'
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Figure 33. The image of S%. Figure 34. The frame for the ~ Figure 35. General view of
Nicholas the Wonderworker of the temple icon after a the frontside of the frame to
17th century in a recreated comprehensive restoration of the temple icon Mikhail
frame inserted into a niche on  the base and decoration in the ~ Malein and Jobhn the Warrior in
the icon of “Lif¢”, based ona  form of decorative combined the process of assembly after

photograph by K. K. Bullain  gilding and reconstruction of conservation and
1909 the lost frame to the image of  reconstruction of sculptural
Nicholas the Wonderworker of the and ornamental decor
17th century

)

Figure 36. The upper listel of the frame  Figure 37-38. Reconstruction based on a photograph of

to the temple icon Mikhail Malein and John two sculptures of angels made in a soft material-
the Warrior before the restoration of the plasticine for the upper listel of the frame for the
losses of carved and sculptural decor with temple icon Mikhail Malein and Jobn the Warrior

losses made up in soft material-plasticine
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Figure 39. The backside of the Figure 40. The upper listel of the Figure 41. The upper listel of the
upper listel of the frame to the frame to the temple icon Mikhai/ frame to the temple icon Mikbail
temple icon Mikhail Malein and ~ Malein and Jobn the Warrior after  Malein and Jobn the Warrior after
Jobn the Warrior after the restoration of the loss of the restoration of the loss of
duplicating the original carving carved and sculptural decoration, carved and sculptural decoration,
of the 18th century on anew  preservation of the historical ~ local recreation of the levkas and

foundation ground with gilding, local locally decorative gilding: glossy
reconstruction of the lost on a polymer and matte, with
ground-levkas tinted restoration gilding to
match the color of the preserved
historical

Figure 42. The left listel of the frame to the icon Mikhail Malein
and Jobhn the Warrior in the process of modeling the loss of carved
and ornamental decor

Figure 43. The left listel of the frame to the icon Mikhail Malein
and Jobhn the Warrior in the process of modeling the loss of carved
and ornamental decor
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Figure 44. General view of the ~ Figure 45. General view of ~ Figure 46. General view of the
backside of the frame to the  the frontside of the frame to  temple icon Mikhail Malein and
temple icon Mikhail Malein and ~ the temple icon Mikhail Jobn the Warrior in the frame

Jobn the Warrior in the process  Malein and Jobn the Warrior in after a comprehensive
of duplicating the base and ~ the process of restoration - restoration of carved
dry assembly of the frame restoration of carved and ornamental and sculptural
sculptural decor and decor with restored gilding of
preservation of the historical two types
levkas with gilding in 1909
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Bulgarian musical folklore in the creativity of the composer Ivan Spasov
(in Bulgarian)

Abstract: The national folklore wealth of Bulgaria is great. Today, the Institute of Musicology at the
Bulgarian Academy of Sciences stores more than 260,000 Bulgarian folk songs, about 30,000 folk
melodies, over 4,000 dance instrumental melodies, about 6,000 filmed folk dances and customs
accompanied by music, the Bulgarian National Radio has recordings with Bulgarian folk music, of which
3,000 titles are authentic, unprocessed music, etc. An analysis of the works of Bulgarian composers
clearly outlines their different approach in their work with Bulgarian musical folklore. Their activity, in
its entirety, has significantly contributed to the development of processing and original music based on
folklore. Each of the examined composers outlines his own path in the development of the genre, giving
a new direction to the young composers. The study object is folklore in songwriting by the composer
Ivan Spasov. The study purpose is to research some of the folklore-based songs and their significance
for the development of choral art in Bulgaria. The main methods used in the study are comparative
analysis and synthesis. Approach them in a theoretical-cognitive, analytical aspect, the basis of the price
of synthesis between poetry and music.

Keywords: composers, musical folklore, compositional technique, songs for choir.

Kocrasmea Bypas>xmes, mpodecop, AOKTOP IO My3HKOAOTUA M My3UKAAHO HU3KyCTBO, 3aMECTHUK
peKTop ,,YdaeOHa ACHHOCT, AKAAEMUS 32 My3HKAAHO, TAHIIOBO U H300PA3HUTEAHO U3KYCTBO, “TIpod.
Acen Amamasaues” — [Taosaus, [TaoBauB, bpAarapus.

Brarapckuar mysukaseH poAkaop B TBOpUecTBOTO HA KomMnosuropa Msan Cracos

Pestome: Hanmonaanoto goakaropuo OoratctBo Ha bbarapusa e roaamo. Amec B MucrHTyra mo
My3HKO3HaHHE IIpH bbarapckara Akaaemus Ha Haykure ce cpxpanssat mosede ot 260.000 GbArapcku
HapoAHH 1ecad, okoAo 30.000 mapoanu meaoamn, Hap 4.000 TaHIIOBM MHCTPYMEHTAAHH MEAOAHH,
okoao 0.000 cdumAMHpAaHEM HAPOAHM TAHIM M OOWYAM, INPHUAPYKEHH C My3HKa, DbArapckoro
Hannonaano Paano npurexapa 3amucu ¢ ObArapcka HapoaHa Mysuka, ot kofaro 3.000 3araaBus ca Ha
ABTEHTUYHA, HeoOpaOorteHa Mmysuka u T.H. (bpamosanosa-Cmanvesa, 1981:11-12). Upes amasms Ha
TBOPYECTBOTO Ha OBATAPCKUTE KOMIO3UTOPH SICHO CE OUePTABA PA3AMYHHUAT UM IIOAXOA B pabOTATA M
¢ OBATAPCKHA MySHKAACH (POAKAOP. ACHHOCTTA MM, B CBOATA IIAOCT, € AOIIPHHECAA 3HAYHTCAHO 34
pasBuTHETO Ha 0OpabOTKATA M ABTOPCKATA My3HKa Ha (DOAKAOpPHA OCHOBA. Beekn eanH ot pasraeaanure
KOMITO3UTOPH OYEpTaBa COOCTBEH IIBT B PAa3BUTHETO HA KAHPA, AABANKH HOBA HACOKA HA MAAAUTE
komrrozutopu. OOEKT Ha HACTOAIIOTO H3CACABaHE € (POAKAOpPA B IIECEHHOTO TBOPYECTBO Ha
xkomrrosutopa Vean Cracos. Llea — aAa m3caeaBam wact or mecHure Ha (POAKAOPHA OCHOBA H
3HAYUMOCTTA UM 33 Pa3BUTHE HA XOPOBOTO H3KYCTBO B bbarapusa. OCHOBHUTE METOAU, U3IIOA3BAHH B
HM3CACABAHETO Ca CpaBHHUTEAEH aHaAnW3 U cuHTe3. [JoAxoAnTE KBM TAX Ca B TEOPETHKO-IIO3HABATEACH,

AHAAUTHYCH ACIICKT, OCHOBABAIIl CC HA CHHTE3a MCIKAY ITOC3UA 1 MY3HKa.

Kaouosu dymu: xomrozuropu, My3suxkaseH POAKAOP, KO3LMO3UIIHOHHA TEXHHKA, IIECHHU 34 XOP.
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BbBeaenue

Caea OCBOOOKAECHHETO OT TYPCKO POOCTBO, MAGAATA O'BATAPCKA ACMOKPATHYIHA OOIITHOCT
€ HCKaAa ITO-OBP30 M IO-ABADOKO Ad OIO3HAE M3KYCTBOTO H KYATYPaTa Ha E€BPOIICHCKHTE
HAPOAHN, B3EMAHKH BCHYKO, KOCTO € HEOOXOAMMO M HMAIIO 3HAYCHHE B OIIPECACACHIA
ucropmdaeckrr MOMeHT. CBINEBPEMEHHO € OHAO M OTPOMHO KEAAHHETO Ad CE ITOKAKE Ha CBETA
HAW-TOAIMOTO ~HAIIMOHAAHO 0OOrarcrBo — camMoOMTHAaTa ODBArapcKka HApOAHA IIECEH,
MHOTOTAACHO IIPETBOPEHA 1 O0OraTeHA OT IIbPBUTE MY3HKAAHU TBOPIIM, B OIIOpAaTa Ha KOATO
Te BIUKAAT PasliBeTa Ha ObATapCKaTa My3HKa.

Hanmonaanara, ,,HApOAHOCTHA AMHHUA" IIPOsABABA 3a0CACKHUTEAHA YCTOHYHMBOCT U CE
IIPEBPBINA B TPAliHA TEHACHINSA 32 IIPO(ECHOHAAHO My3HKAAHO TBOpYeCTBO. ChUeTaBaHETO I
CbC CTpeMekKa KBbM OBAAAABAHE AOCTIDKCHHATA HA EBPOIICHCKATA MY3HKA AOBEHKAA AO
CH3AABAHETO HA MAMCTOPCKH OOpasIy BbB BCHYKH MY3HKAAHH JKAaHPOBE, HA OCHOBATa Ha
borarure HE My3UKaAHO-poAKAOpHU Tpasunud. (1. [ lonosa 2005)

OOekT Ha HACTOAIIOTO WH3CACABAaHE € (POAKAOPAa B IIECEHHOTO TBOPYECTBO HAa
komrrosnTopa Msan Crracos.

[lea — A2 H3CAEABAM YACT OT IECHHUTE Ha (DOAKAOPHA OCHOBA M 3HAYHMOCTTA UM 32
pasBUTHE HA XOPOBOTO U3KYCTBO B bbArapns.

3a IMOCTUTaHeTO Ha Ta3W IEA KOHKPETU3HPAM CACAHHTE 3aAAUM:

—  ZKusoT 1 TBOpUECTBO Ha KOMITO3UTOPA;
—  CoenuduyaHu OXBATH B IIECEHHOTO TBOpYecTBO Ha VB, Crracos;
—  3HaYnMMOCT Ha IIECEHHOTO TBOPYECTBO HA KOMITO3UTOPA.

OcCHOBHHUTE METOAM, H3IOA3BAHH B H3CACABAHETO Ca CPABHHUTEACH aHAAM3 M CHHTE3.
[ToaxoanuTe KBM TAX Ca B TEOPETHKO-IIO3HABATEACH, aHAAMTHYECH aCIIEKT, OCHOBABAIl CE HA
CHHTE3a MEKAY ITOE3HUA 1 My3HKA.

Kommosuropst MBan Cracos e poaer B Cocus npes 1934 roanna, HO TpaifHO CBBP3Ba
KHUBOTA U TBOpYeckaTa cu AeiHOCT ¢ [TaoBaus [1]. Toil e eAHa OT Hali-aBTOpHUTETHUTE (DUIYPH
B IPaAQ, APBK IPEACTABUTEA Ha ChbBPEMEHHOTO O'BATAPCKO TBOPYECTBO, M € YOBEK, 32 KOHTO

MOJKE Aa CC KaXKeE, I€ My3HUKaATa ¢ CAMHCTBCHO 1 HCOTMCHHO IIPHU3BAHUC.

OcHOBHA YacT

@urypa 4. Kommosuropst Mpan Crracos (1934-1996)
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Komnoszutopsr MBan Cracos e poaen B Cocus npes 1934 roanna, HO TpaitHO CBbp3Ba
KHBOTA U TBOpYeckaTa cu AeHOCT ¢ [TaoBams [1]. Toii e eaHa o1 Haii-aBTOpUTETHHTE (DUIYPH
B IPaAa, APBK IPEACTABUTEA HA CBBPEMEHHOTO OBATAPCKO TBOPYECTBO, H € YOBEK, 32 KOHTO
MOKE Ad CE KaKe, 9€ My3HKaTa € CAMHCTBEHO M HEOTMEHHO IIPH3BAHUC.

Cpemara my ¢ komnosurtopa [Tamuo Baaaurepos e moBpaTeH MOMEHT B HETOBHUSA KHUBOT.
OOy4eHneTO IPH CBETOBHOHM3BECTHHA MACCTPO CTaBa (PYHAAMEHT 32 IIO HATATBIIHOTO MY
n3pacTBaHe KaTto KOMIto3utop. OBAaAfBA AO CBBBPIICHCTBO HE TOAKOBA IIPABHAATA U
MEXAaHU3Ma Ha KOMIIO3HIIHOHHHSA IIPOIIEC, KOAKOTO HAKOM BAKHI IIPHHIUIIHHU ITO3UIIUH IIO
OTHOIIICHUE HA TBOpPYECKAaTa peasmsannsd. /AmdHara CcBOOOAA Ha CPEACTBATA OCTaBa
HEOTPAHUYCHA 32 IIOCTUTAHE HA BUPTYO3HA UIPA ChC 3BYKOBUTE KOMIIACKCH M KATO CTPEMEIK 32
HAM-TOYHO IIPEAABAHE CHIITHOCTTA HA 3AMUCDHAQ.

Bropu BaskeH MOMEHT 32 MAAAMSA KOMITO3UTOP CE ABSIBA OOYICHHETO MY IO KOMITO3HIIHSA
BpB Baprmasa npu Tomamr [uxopckn u Krmmmod Ilemaepenkn. Bes Baprmasa Crracos
pasdupa, Y€ CHBBPEMEHHOTO TBOPYECTBO € CIIOCOOHOCTTA HA XYAOKHHKA Ad MHCAH B
CBHBPEMEHHH KATETOPUH, AA HACTPOU CBOA IIYAC KbM BPEMETO, B KOETO 7KUBEE.

1969 roamnma OGeaekm HOB MOMEHT B TBOPYECKOTO Pa3BUTHE Ha aBTOpa, CbC ,,Calop-
Haonasane” 3a 22 AyXOBH HHCTpyMeHTa. B Tasm TBOpOa CmacoB cBbp3Ba OIIE IO-TACHO
HHTOHAITMOHHUTE OCOOCHOCTH Ha ObArapckara HAPOAHA My3HKAa C Pa3BHUTHETO Ha
KOMITO3UITHOHHATA CH TEXHHKA, B KOCTO ACHO AHYH OTHOIIIEHHETO My KbM (DOAKAOPA, HO ITO-
CKOPO KaTO HAITMOHAAHA ODArPEHOCT, KATO HaAaraIia ce aTMocepa, OTKOAKOTO TpaiiHa BpPb3Ka
C HAPOAOIIECEHHHUTE MHTOHAITUH. 'T0Ba HAM-ACHO AUYN B IIPOU3BEACHUATA MY ,,/\BIDKCHHA 32
11 crpynnn (1960), ,,Cpb60p-nHaacBupsane” (1969), ,,brarapcku mamesn” (1968-1969). ,,Cavo
U3NON36AHENIO Ha PONKAOPHI eAeMENIIU 0mye He NPasu npoussederueno Hayuona o’ — Ta3l CBOS MUCHA
KOMITO3UTOPBT TBOPYECKH AOKa3Ba IIPE3 IIEAUA CH KHBOT.

Toil e BcenmpusHATHAT HOBATOP IIPH paboTaTa ¢ DOAKAOPHHUA MATEPHUAA — UIIOA3BAHE HA
HOBH TEXHHUKO-H3ITBAHUTEACKH M3PAa3HH CPEACTBA, XapaKTEPHH 3a ChBPEMEHHATA ObATrapcka
My3HK2; HOBU HAYHHH Ha M3IIMCBAHE HA ITAPTUTYPATa; H3IOA3BAHE HA OIPEACACHH IT0-MAAKH
AW IIO-TOAGMH PHTMHYHH MOACAH, BBPXY KOHTO CE€ II€€ KAHTHACHHA MEAOAHSA, KOATO
OOHMKHOBEHO € M OCHOBHUSAT HAIICB Ha IIECEHTA — aBTEHTUYIHATA HAPOAHA MEAOAUsA. ToBa fAcHO
AMYH B HETOBHUTE IPEKU (POAKAOPHHU OOPA3IH — IECHUTE 110 HAPOACH TeKCT (,,Mexmenrvo, cesoa
conemd’, 2 Kena-pasdeanuya”, , Asa mronana buani”, ,,3amo ma, maido, e dade”), Cb3AAACHU IIPE3
BTOpara mososuHa Ha 70-Te roannn Ha XX B. — Ca B ITbAHHA CMHCBA HA AyMaTa CbBPEMEHHH,
TBOPYECKHU U B CHIIIOTO BPEME — AbAOOKO HAITHOHAAHN OOPA3IIH Ha APKA XYAOKECTBEHA MUCDA.

3a nmecuure Ha porkropHa ocHoBa Ha ViBan Craco Koncrantun VManes mure: ,, Takosa,
C6€IMC0, OPUUHANNO, 06AOOKD, HEUSKYULEHD 071 NPOQDECUOHANNU CHEKVAAYUU U CoUePEMENHD MatlcmopeKu
npoGectonantio, Kamo mexnuxa, npecv3dasare Ha HenoopaNcaeMus cean, Kowmo Hamuam Mysuxaier
noemuuer, PoaKAOP Hocl, e Modne O Hatl-201aManma meopuecka nobveda ta Komnosumopa. Bapro nouyscmean
NEUXO102UAINA Hel NeetfUA Ovacaputs, mparcopMayua Ha 36YKa om exomo Ha bajsxarume uay beskpatnama
wWup Ha NONANIA, COYUAANANA CUAA Ha I3 Necer, CAOMUAG U 3and3uid Hawlus Hapoo npes coounume ia
mexcKumIe USnUManus, ca besesume, xoumo nocmasam obpatomrume wa Mean Cnacos na ocobero Macmo
Meancoy crmomuyume nodobru onumu. C 0va60K0mo nporukeare 6 3yuamama 0Vua tHa beaeapuna u MHozo
dasied, Kakmo 1o 6peme, maxa u no mexuuxa u ecmemura, Cnacos e opyea meopuecka urousudyaocns, opyzo

noxosenue.” (Maues, 198T)
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HeroBuAT CTHAOBO-HHAMBHAYAACH VHHBEPCAACH THII TEXHHKA € AACATOPUKATA, KATO
MHAUBHAYAACH HAYMH Ha n3passBaHe. HelHUAT OCHOBEH IPUHIINIT — CAYIAIHOCTTA, YCIIEIITHO
KOPECIIOHAHPA C HAKOM ITOXBATH OT HAPOAHOTO MHOIOTAACHE: XETePOMOHHA, HECTAOHAHO
ABIDKCHHE HA OYPAOHHHA TAAC, OCTPHUTE CEKYHAOBH CBbYCTaHHA IIPU AHA(OHHATA H Ap.
PazuynBaiixu Bce ITak CTECHEHNTE PAMKI HAa HAPOAHHUSA XOP, TOH ITOCTUTA HAPOAHOCTHA 3BYKOB2
arMocdepa IOCPEACTBOM HOAMMOHUIHO CHIIOCTABAHE HA CAMOCTOATEAHO M PA3AHYHO
[IPOTUYAINN B METPOPUTMHUICCKHUSA IMAPAMETHP MEAOAHMYECKH AMHNN. 1231 KOMIIO3HIIMOHHA
TEXHHKA O€ BB3IIPHETa OT PEAUIIA ITO-MAAAU aBTOPH, KOUTO MHOTO YMEAO Sl U3IIOA3BAT HE CAMO
B IIECHH 32 HAPOAEH XOP, HO U IIPOU3BEACHUSA 32 HAPOAEH OPKECTHP.

Mpan CracoB 3a mppBH IbT B ObArapckata My3nka Ha poakAopHa ocHoba (1972 r.)
IIpHAara ChBPEMEHHN KOMIIO3UIIMOHHHU IIOXBATH IIPH padoTa ¢ (DOAKAOPHHSA IIECEHCH
marepuaA B 1ecenta ,,Mexmemeo, cesda cosema’. Toll MMa IIPEATIOYHTAHHE KBM HAPOAHUTE
IIECHU C APAMATHYHH TeKCTOBE — , Aunmaro, aube Aumano”, ,, Admurnko, nusra wapeno”, ,,Asmurnxo”
u Ap. Hecaydaaiino ApamaTrmaHnTe COAOBH TAPTHH YECTO ITHTH 3BYYAT KATO OITAakBaHe. B Tesn
IIECHHU CpEIIaMe CHh3HATEAHHs OTKA3 Ha aBTOpa OT AECHHTE XOAOBE, ITPEBPBINAHETO UM B
PHTYaAN, APAMH, KOUTO IIPOBOKHPAT CAYINATCAd. ,,Fdna pagpunupana u ciromcra xomnosumopeka
THEXHUKA 1l 0716€H00a KM HANPeoHat cmati Ha anto3usma 3a neto cAUare ta MysuKama ¢ agexmmus
2060p”, Taka ompeaeas necaure Ha Crracos Ilenka Noppanosa (Flopdarosa, 1984). Aa Bzemem
turmaHoTo 32 CrracoB pasaarane Ha recerHara marepus (Mexwemeso, cesda cosema) Ha
AQKOHHYHH MOTHBH M TAXHOTO aA€ATOPHO HACAAIBAHE — METOA, KOHTO Ce IpEBPbBINa B
MHTEH3UBHA CTPYKTypoOoOpasysara cuaa. [IJoA0OHN ITOXBATH MOTAT AQ CE BUAAT U B HAYAAHUTE
CIIM30AU HA APYIH HETOBU eCHU — ,, A6a nrvnara ousns’”’, ,,2Kena-pasdennuya’, ,,3ano ma, mativo, e
0ade”, 3a pasauka ot ,,Aa mu ca nadny, manyy” n , Adwunxa’. Ha nperaeaa ,,HoBa ObArapcka
mysuka ‘84" tBopoOara Ha MBan Cracos ,,Mapurio, moe dowepso” ce mprema KaTo HOBA CTPAHHUIIA
B HETOBOTO TBOPYECTBO U AaBa IIOBOA 32 PA3MHUIIIACHUSA BbPXY TPETHPAHETO HA HAPOAHATA TEMA
B aBTOPCKaTa My3HKa. 3aTOBa IIECCHTA € IIPHETa KATO HOBA, HEOYAKBAHA 32 aBTOPA TBOPYECKA
coAyka (Todopos, 1984).

[TocpeacTBOM — CHBpeMEHHHUTE KOMIIO3HIIMOHHHM IIOXBATH — CEpPUIiHA TEXHHKA U
aA€ATOPUKA, IIECHUTE My Pa3peIaBaT OIPOMHA CBOOOAA ITO OTHOIIIEHNE Ha HHTEPIPETAIIIATA.
[IpuHIMAITET Ha KOHTPACTHOCT TOH THPCH Hali-Bede B OTHOIIEHHATA OBP30-OaBHO, THUXO-
CHAHO, CTATHIHO-AMHAMUYHO, IIPOTUBOIIOCTABAHE HA TEMOPU M AP., H MOXKE Ad CE 3a0EAEKH
BbB Bemukure My necHu. Camuar CracoB caMm OIIPEAEAA IIECHHTE CH 32 HAPOAEH XOp Karo
CBbBPEMEHHH O'bATAPCKH XOPOBH IIECHU Ha POAKAOPHA OCHOBA, KAKTO U TOB4, Y€ TOH He poOyBa
HA ,,U3UcKeanugma’ Ha CIIENU(PIIHOTO 32 OTACAHHTE (POAKAOPHU O0AACTH. ,,.A3 numa mysuxa, a
te mpaxmam — 6 99% om cayuaume coM mBPCUs OPaMamuro-mpazuunomo 36yuere, HosemKama opama,
Opamarma ta omoesrama JuLHocn, a te Hayusma kamo yino.” (Anzenos, 1994)

Mpan CriacoB onpeAeAs IIECHUTE CU 33 HAPOACH XOP HE KaTO ,,00padoTKu’”, a “xoposu necr
no tapodru mexcmose (Cnacos, 2004). CAOBOTO, KAKTO TIHIIIE N3CACAOBATEAAT HA My3HKaTa Ha VBan
Crmacos Anrea Aureaos (Armeenvs, 1994:143), e opraHusupari eA€MEHT B II€CHHTE My. 10
OIIPEAEAA U TEXHHYECKHTE CPEACTBA, KOUTO €4 B YCAYIa Ha XYAOMKECTBCHHTE HAMEPEHUA Ha
KOMIIO3UTOpPA. ,,Bunacu omoesam no-o1amo 6rumarue ra cMuci060mo codepocariue Ha mexcmd, 0ance
nrepes 6631064, pamanny’ dymu. Boexu esux uma ceoume ocoberocn, Kouno Komnosumopsm e awoicert 0a

no3nasea, Kozamo crniasa B?JﬂPOK 3a ﬂpemaopﬂaaﬂemo UM 6 .M_)Bﬂk'diﬂd.”
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Komnosuropst Korcrauntun VAnes, roBOpefiku 3a XOpOBaTa IIECEH KasBa, ,,ue c1ed Aobpu
Xpucmos u Arwboyup 1lunxos, necrume ra Cnacos ca 1os, mpemu eman 6 passumuento na Gvazapekania
xoposa  mysuka.” (Awncenos, 1994) VI3mOA3BAHETO HA COHOPHH M aA€ATOPHU IIOXBATH,
exo”

IMIIPOBH3AIHH, KABCTEPH, OAUQOHHA, AOCTHIAIla Ha MecTa A0 12 raaca,

3 b

MHAUBHAYAAHUA KOMITO3HITMOHEH MaHUEP B TBOpOUTE MY ,,Aa nu ca nadiue, maiuo”, ,,Pado, besa
Paoo”, , 2Kena-pasdesnuya” n ,,3auo ma, maiino, 1e 0ade” TPYAHO OHXa TO OIIPEACAHAHU KATO aBTOP
Ha OOpabOTKM B TECHHA CMHCBA Ha AyMaTa. A IIOCACAHATA IIECEH HA KOMIIO3HTOPA ,,X)0asa
Maspyoa” On camcasa BCAKO MEKAYHAPOAHO xypu [2] (Pue. 2). B Tasm TBOpOa aBTOPCTBOTO €
HAAACASIAO HaA (POAKAOPHOTO HAYAAO.

CamuAT KOMIIO3UTOP IIPH3HABA, Y€ HE C€ YyBCTBA (DOAKAOPHUCT U 4e HE € ,,u3yuasar’
Hay9HO ObATapckusa MysukaseH doakaop. M makap mecHure Aa 3By9aT HAITBAHO €CTECTBEHO,
POAKAOPHO, aBTCHTUYIHHUAT MAaTEPHAA, KOHTO KOMIIO3UTOPA H3IIOA3BA ¢ MHUHHMaAcH. Haii-
YeCTO OPUIMHAAHATA MEAOANSA CE H3IIABA B CPEAATA HA IIECCHTA. BCHYKO OCTAHAAO € aBTOPCKO,
B XapaKkTepa Ha HAPOAHATA ITeceH U XapakTepHuTe porksopuu npuiiomu. VM sce mak Crracos e
TOAAM TIO3HABAY KAKTO HA HAPOAHATA ITECEH, TAaKA M HA M3ITBAHHUTEACKHATE BB3MOKHOCTH HA
YOBEIIKHA TAAC, 32 HETrO TOH € HAH-CBbBBPIUEHUAT WUHCTPYMEHT. ,,[ 100 ceswputers pasbupam e
1He206U171€ TIEXHUUECKU 6BIMOINCHOCHIN, He QUanasora My, a cnocobHocmma My 0a uspasasa nat-guriume, Hail-
QuKpemHumIe HIOGHCU Ha YOBEUKOMO YY6CII60, CHOCOGHOCHIMA Oa nocmuea 06a004UHa Ha NPeIUSABAHENIO,
Kakeamo 00pU U Hall-3HAMEHUNUAIN UHCHIPYMEHIMANUCTI-USHBAHUMEN He Mowce Oa nocmuere.” (Arneenos,
1994:147) CBoGoaata B IIPOLIECYAAHOTO pa3AaraHe Ha 3BYKOBATA HMAEA U B OOpPaBEHETO C
TEMOBpPA AABAT OHA3M BB3MOMKHOCT 32 PAa3AMYHH TBOpueckn perrennd. Ho eamncrseno
aAeaToOpHKaTa Ce CBbP3Ba C MHUCHATA My Ha HaIlHOHAACH Komirozntop. CamMuAT CTpoex Ha
HAPOAHATA IIECEH IIPEAITOAAra MHOIOIIAACTOBO H3IPAKAAHE, KAKBOTO B OIIPEACACH CMHCBA
IIPEACTABAABA AACATOPUKATA.

MskArounTeAHOTO TBOpUECTBO Ha Komrrosutopa kpan CrracoB 3HadnTeAHO H3IIpeBapBa
PasBUTHETO HA KaHPa Ha OOpaOOTKATA HA HAPOAHATA IIECEH, HO OKa3Ba CHAHO BB3ACHCTBHE ChC
CBOAITA AWYHA M ABAOOKO CaKPAaAHA €CTETHKA C HEOTKAOHHO ITOCTOSHCTBO M HUKAKBB MOPAACH
U TBOPYECKH KOMIIPOMHUC, IIOCTOSTHHO TBPCEI XapPMOHHA MEKAY YHUCTO 3eMHOTO M AYXOBHOTO,
MEKAY CKPOMHOCTTA UM AOCTOMHCTBOTO. 3a IIBPBU IIBT OBATApCKH (POAKAOPHU E€AEMEHTH
CBKUTEACTBAT, OPIaHUYECKH IIPETOIIEHM B €AHA MOAEpHAa OpMa, IIPOBEACHH C EAHA
aOCOAFOTHO CHBPEMEHHA KOMIIO3UITHOHHA TEXHUKA.

Haxkpas uckam Aa 3apbpina ¢ aymure Ha Visan Cracos: ,,Moswce 6u nocaednama ymu xomnosuyus
we Gvoe camo edun edurcmeer mot. Aaro da Gede Kpacus mom. Axo ocmare Heufo o Mets, omr Moama My3uKa

— dopu edra necets, edra Moaumea — uge Gua wacmaus da tabarwdasam Ommam.” (Cnacos, 1995)

OGcy>xaeHue
Hanmonaanoro Hu IreceHHO (POAKAOPHO HAaCAEACTBO € orpomuo. He maaka wacr or
doAkrOpHHUTE HH IIeCHH, OOpaOOTEHNM OT HAN-TAAAHTAMBHTE HH KOMIIO3UTOPH, CTaHAXA
AOCTOSIHHE Ha CBETA YPE3 HAPOAHUTE HHU XOPOBE, CH3AABANKU ABACHHETO MHUCTEPHA Ha
OBArapCKHTE rAacoBe. BCBINMHOCT, XapMOHU3UPAHETO HA HAPOAHHUTE MEAOAHH KATO AHYHO
TBOPYECTBO € IIPOAbAKABAaHE HA (DOAKAOPHHTE HHU TpaAunuu. PasBUTHeTo HaA KaHpa
»,HapoaHn xopose u ancaMOAn Ipe3 mocaearuTe 70 TOAMHHE AaBa BH3MOKHOCT 32 OOIIIHPHO

HN3CACABAHE Ha HPOHCCI/ITG B Hero. EcrecrBeno HN3CACABAHETO 3aABAKHUTEAHO TpH6Ba Ad
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OOXBaIlla ABA KOMIIOHEHTA — OBATAPCKUAT MYy3HKAACH (DOAKAOP M TBOPYECTBOTO Ha
OBATapCKHTE KOMIIO3UTOpH. Upe3 aHaAM3a HA TBOPYECTBOTO MM fACHO IIE CE OdYepTac

PASAMYIHUA IIOAXOA B pab0TaTa ¢ (POAKAOPHHSA MATEPHAA.

3axkaroueHue

ITecennoro TBOpUYecTBO HAa (POAKAOPHA OCHOBa Ha Kommozuropa san Cracos e camo
9acT OT OIPOMHOTO My TBOpYeCcKOo. B m3caeaBaHeTo fACHO ce odepraBar OCHOBHHTE
KOMITO3UITMOHHHU IIOXBATH IIPHUAAraHU OT KOMIIO3UTOPa B IIECHUTE MY, H3IIOA3BAHETO Ha
arearopuka U HOAN(OHHUA 32 OIPEACACHO APAMATYPIMYHO H3IPAKAAHE M IIPEBPBIINAHE Ha
00pabOTKaTa HAa HAPOAHATA IIECEH B ABTOPCKO IIPOU3BEACHHE.

M3kArounTeAHOTO TBOpUYECTBO Ha Kommosutopa Msan CrracoB 3HAYNTEAHO HM3IIpeBapBa
PasBUTHETO HA ’KaHpa Ha OOpabOTKaTa Ha HAPOAHATA IIECEH, HO OKa3Ba CHAHO BB3ACHCTBHE ChC
CBOATA AMYHA U ABADOKO CaKpaAHA €CTETHKA C HEOTKAOHHO ITOCTOSTHCTBO M HUKAKBB MOPAACH
1 TBOPYECKH KOMIIPOMIC, IIOCTOAHHO THPCEII XaPMOHUA MEKAY YHCTO 3eMHOTO U AYXOBHOTO,

MEKAY CKPOMHOCTTA U AOCTOMHCTBOTO.
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ITpumeuanua
[1] Buepa. Amec” (ku. 3, 1995) ma Bopoca ,,Bumaru cre crosan Aased OT ,,JeHTBpa” — OT
Codus, or Mysuxasnara akasemusa B Codud, ot Cprosza Ha OBArapCKUTE KOMIIO3UTOPH,
3ammo e Taka? Mmare am Hero nporus ,ienThpa’’?” san Cracos paskassa: ,,Hukora me
CBM Ce CTPEMAA Ch3HATEAHO AA CTOA AAA€Y OT ,,1ieHTbpa’. [IpocTo KuBOTHT MH ce creue
Taka. KOAKOTO AO My3HMKaAHATAa aKaAeMHA — HAKOTA, CHUIYPHO IIPEAH ABAAECET TOAMHH,
He3aOpaBumuAT 3ApaBKO MaHOAOB, TOraBa OeIlle ACKaH, ME ITOKAHH A2 BOAA KypC IIO

CCprIHa TCXHUKA. HPOBCAOX CaMO ABC ACKIIHNH, 2 IIO TO3H ITIOBOA SApaBKO €ABa HE TO
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yBoAaHuXA. K1 A0 AeH AHereH eamHCTBeHO B AkapemuAta B [1A0OBAMB ce m3ydaBa Tasu
OCHOBHA 32 CbBPEMECHHHSA MY3UKAHT AUCHUIAKHA. V, ¢ H3BHHEHHE, OIlle MAAKO IIO TO3H
BBIIPOC: TOBA, Y€ CbM CTOfIA AAACY OT ,IEHTBbPa , IPOCTO ME € IIPEAIIA3BAAO OT
Oe3KOHEYHHUTE KOTEpUHHN OOpOHM 32 BAMAHHE, 32 Mol B Cbro3a HA KOMIIO3UTOPHUTE, B
Paamoro mam bBaakamron. Bmecto Aa cu rybs Bpemero B IMOAOOHH OOpHYKAHUA, a3 IO
M3II0A3BAX 32 CAMOYCHBBPIICHCTBAHE. MICAS, 9e cera MU 3aBIKAAT 32 Ta3H MOS ITO3UIIUA.
Hexka um 6bae mpocTeno.”

[2] ToBa TBBpACHHE ITOAYUH cBOeTO mOTBBpKAcHIE Ha S5th World Choir Games mposeacHn
mpes 2008 r. B I'pamr, ABctpus. [lecenTa HaIIpaBu CHAHO BIICYATACHHE HA JKYPH U IIyOAHKA.
Ts Oerrie eAHA OT YETHPUTE KOHKYPCHH IIECHH, C KOUTO C€ IPEACTABH HA TO3W HAM-TOAAM
B CBETA XOPOB KOHKYPC AKkaaeMudHuAT HapoAeH xop upu AMTHMH ¢ aupurent npod. A-
p Kocraaun Bypaaixues, crieueaBaiiku rspBus 3a boarapusd ,,3aaren MeAaA™ 1 3BaHHETO

,,CBeToBeH 1maMnnon’ B kareropus ,,Poaxaop®.
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Exploration of Time in Jeff Wall’s Photography

Abstract: Conceptual photography, since the 1960’s, has developed a different approach to
photographing than any other photographical genre. Its main focus was on the concept behind the
image, on its idea. However, my aim, in this article, is to analyze a variation of conceptual photography,
morte precisely the narrative one, its history and aesthetics, but also how it was explored by Jeff Wall (b.
1946) and how the Canadian artist approached and integrated time in his photographs. The main purpose
of this article is to understand Jeff Wall’s place in the history of staged photography and to understand
how he developed a creative type of visual narration and its relationship to time. This aspect will be seen
in relation to the idea of fiction because the imaginary narration is closely linked with the progtression of
time. Also, this analysis could be particulatly relevant in the context of photographical studies because it
focuses on an aspect that has quite psychological and aesthetical depth but it is not present in the field
of artistic academic research, namely the connection between fiction and photography. It can also be
seen trans- and interdisciplinary.

Keywords: conceptual art, conceptual photography, Jeff Wall, time, fiction, tableau, narrative photography,
staged photography, ambiguity, transdisciplinary, interdisciplinary.
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Explorarea Timpului in Fotografiile lui Jeff Wall

Abstract: Articolul propune o intelegere a locului ocupat de Jeff Wall in istoria fotografia construite dar
si 0 analizd a structurii narative elaborate de canadian si a relatiei acesteia cu timpul. Acest aspect va fi
raportat la idea de fictiune intrucat naratiunea imaginative, prezenta la Wall, se afld intr-o stransa legitura
cu ideea de progresie temporald. De asemenea, aceasti analizd poate fi relevanti in contextual studiilor
academice fotografice pentru ci se concentreazd pe un aspect care are o profunzime psihologica dar si
esteticd semnificativd dar nu este frecvent intalnitd in cercetarea academici artisticd, i anume legiturd
dintre fictiune si fotografie. Poate fi privit trans- si interdisciplinar.

Keywords: artd conceptuala, fotografie conceptuali, Jeff Wall, timp, fictiune, tablou fotografic, fotografie
narativd, fotografie regizati, fotografie construitd, ambiguitate, transdisciplinaritate, interdisciplinaritate.

Introduction
Conceptual photography, since the 1960’s, has developed a different approach to
photographing than any other photographical genre. Its main focus was on the concept behind
the image, on its idea. However, my aim, in this article, is to analyze a variation of conceptual

photography, more precisely the narrative one, its history and aesthetics, but also how it was
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explored by Jeff Wall (b. 1946) and how the Canadian artist approached and integrated time in
his photographs.

Firstly, the following distinction should be made: not all conceptual photography is
narrative. For instance, photographic artists such Bernd and Hilla Becher, John Baldessari,
Edward Ruscha or Andreas Gursky (just to offer a few examples) most certainly can be
considered conceptual (because of their constant subordination of the image to a particular idea)
but they are not developing any form of narration (ambiguous or not) through their images.

Secondly, it should be nuanced how narrative structure can manifest itself in photographic
images. Henri Cartier-Bresson’s “decisive moment” can be perceived as a type of photographic
narration. It is formulated by the artist himself in the following manner: “the simultaneous
recognition, in a fraction of a second, of the significance on an event as well as of a precise
organization of forms which give that event its proper expression.” (Cartier-Bresson, 2014: 197)
This type “of story” present in the works of other modernist photojournalists like Jacob Riis or
Dorothea Lange (and many others) reflects and respects as much as it can, objectively, the social
and cultural reality of the photographer. There is almost no intervention in this instance, only
technically and visually but not conceptually. The theory of progressive directing formulated by
A.D. Coleman is particularly relevant here but will be present in greater detail in the method
section and in the analysis of Jeff Wall’s art.

However, on the other hand, artists such as Duane Michals, Cindy Sherman or Arthur
Tress (just to name a few) explore and develop a different type of visual narration, one that is
directed, constructed, with an assumed point of view. It should not be confused with the
previous type mentioned before. More precisely these artists are characterized by staging their
images and by elaborating a type of narration, an ambiguous one usually, because photography
is not cinema or literature and it cannot develop stories using time and words. In film there are
hundreds or thousands of sequences (which are themselves formed of many frames) that create
a particular duration, which aims to develop a type of fiction. In theatre a story can be told by
exploring both the spatial and temporal dimensions. But photography has a temporal limitation,
it must limit itself to one image, or more rarely, a few images linked together, as we can see in
Duane Michals or Mac Adams serialism (as a personal note, I analyzed the serialist aesthetic and
these two artists in a previous article in more detail) (Mixich, 2027).

However, the focus in this analysis will be placed on Jeff Wall. The Canadian artist is
extremely influential in the contemporary art scene. His work is both conceptual and narrative
and it displays a unique and imaginative relationship with time, which will constitute the focal
point of this analysis. Also quite significant is his approach to contemporary social and political
issues explored in his oeuvre: feminism, racism, poverty, alienation which are constantly staged

in particular ways (more precisely described in the following sequences).

Methods
Regarding the research methods it can be remarked that in this article, I planned on using
a qualitative type of research method, hermeneutics, which will be helpful when interpreting
Wall’s photographs, the narrative inquiry will also be helpful at this stage because an image will
be interpreted according to its meaning which is connected to the depicted story. And, finally,
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the historical research method will also be useful when analyzing the evolution of staged

photography and Jeff Wall’s place in it.

Historical context of the staged photography

This is a complicated genre that requires a well-developed analysis, in this section, however,
my purpose was to only identify the main historical and cultural points of references in relation
to staged photography.

Photographic critic Erin Garcia noticed that fiction has accompanied photography almost
since its inception; Robert Adamson and David Octavius Hill can be considered to have been
amongst the first creators of this kind, by elaborating between 1843-1847 the series The
Abntiguary inspired by a Walter Scott novel (Gareia, 2070:6). 1 would add that even eatlier, in
1840, can be found traces of staged photography in Hippolyte Bayard’s self-portraits, especially
in Self-Potrait as a Drowned Man.

The Pictorialist movement represents another impactful moment in the history of staged
photography. They were amongst the first photographers to have put forward questions relating
to the potential artistic nature of photography and its subjectivity (Gareia, 2070:8). Julia Margaret
Cameron, Oscar Gustav Rejlander and Henry Peach Robinson are amongst the most prominent
artists of this period, that created images using different forms of manipulation and a significant
degree of staging. Seeing Cameron’s The Parting of Sir Lancelot and Queen Guinevere (1874) or
Rejlander’s The Infant Photography Giving the Painter an Additional Brush (1856), one can notice how
the allegorical structure played an important part in the staging of these images.

In the first half of the twentieth century, the modernist “purists” of photography (like the
F64 group) were more concerned with the intrinsic qualities of photographical language (light,
tonal contrast, framing etc.) and not on the extrinsic aspects (social, political or psychological
issues). They were firmly against any type of staging. However, William Mortensen is an
important artist from this period that developed a unique approach to staging by combining
grotesque elements with an occult symbolism.

Afterwards, at the beginning of the second half of the twentieth century, especially starting
from the 1960’s, postmodernism influenced the photographical arts strongly. All new artistic
expressions, such as Minimalism, Conceptual Art, Performance Art, Land Art and so on,
represented a significant influence in elevating the status of photography as an experimental art
(nuanced the relationship between visual arts and photography in this period) (Grundberg, 2021 :2-
D)

Liz Welles compared the modernist and postmodernist approaches in photography in the
following manner: “Modernist theory had focused on the medium. By contrast, Conceptual Art
stressed ideas. Artists were concerned to draw attention to the manner or vocabulary of
expression.” (Welles, 2015:318) From here the concrete origins of staged photography can be
pointed, even though, as we have seen, traces of it can be observed since photography’s
inception, but the programmatic aesthetical origin of this genre is closely linked to this period.

Duane Michals and Arthur Tress are amongst the first ones to have actually created
conceptual staged photographs. Anne Hoy defined the photographical “tableaux” as being
“distinguished from other art photography and from photojournalism by their ambiguities and

by their strongly personal emotional force” and that it “reveals an unbashed artifice, making it
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plain that the sets were constructed in the studio” (Hoy, 7957:9). Starting from that period this
genre evolved in every decade on multiple levels, aesthetically, technically, but to analyze it
would take a significant amount of space and time. My aim in this section was to present the

context of staged photography up until the appearance of Jeft Wall.

Relationship between time, narration and photographic space in Jeff Wall’s art

Jetf Wall is an influential conceptual photographer. His approach can be characterized by
combining the aesthetic of the snapshot, which consists of an apparent realism, almost
documentary, and that of the staged photography, which implies a significant degree of
directing. Because of his education, he has a PhD in Art History, Susan Bright identified, besides
these two poles, a different one but equally important, namely the cultural one: he created a
visual dialogue with nineteenth century painting (Bright, 2005:79), which was a source of
inspiration, especially compositionally.

For this analysis I have chosen to analyze two of his most impactful photographs, relevant
to the analysis of time and narration: Miwic (1982) and After “The Invisible Man” by Ralph Ellison,
the Prologne (1999-2000).

Firstly, in Figure 1. Mimic (1982) Jeff Wall created a scene that seems almost documentaty,
both visually (actual street, regular people of different races) and conceptually (capturing an
instantaneous gesture of racism) but actually it is staged. Everything is directed and rehearsed.
Jetf Wall chose those particular actors by giving auditions. He was particularly attentive
regarding the clothes, and most importantly the gesture. Nothing is documentary in this image,
but that does not mean the social and concrete reality did not play an important role in its
creation. Maribel Castro Diaz related the actual story behind this image, how Jeff Wall saw a
scene almost identical to this in his hometown, in Vancouver, how he was shocked by the racist
gesture and wanted to re-create it through photography (Castro Diaz, 20719:92).

As we can see the image represents three individuals, a white man, his gitlfriend and an
Asian man walking down on an urban street. The focus is placed on the racist gesture made by
the white man, showing the middle finger in a discreet way to the Asian man, while smirking.
The Asian man appears to not be aware of it or simply ignoring it.

Here comes the narrative ambiguity previously mentioned, if it were a film, the story would
have been clearer. The context, the character’s motivation or attitudes would have been more
precisely depicted in it but not here. Photography, because of its temporal limitation, explores
narration in a unique manner. Maybe the only other artistic language close to it would be
figurative painting. Charlotte Cotton had an interesting observation regarding the link between
the 18th and 19th centuries figurative painting and the postmodern staged photography, mainly
to how the plastic space was thought of in both instances, and to how this space plays an
essential role in creating visual fictions in both of these artistic languages (Cozzon, 2020:70).

Secondly, if we were to look at the second image, figure 2 _After “The Invisible Man” by Ralph
Ellison, the Prologne (1999-2000), a similar approach regarding staged photography can be found
here as well, but the snapshot aesthetic has disappeared. Everything is constructed meticulously,
and the purpose of it is to depict a scene from the novel The Invisible Man (1952) written by
African American writer Ralph Ellison. Essentially, there is presented a black man with his back

turned to the camera, in a room with no windows, that is strangely lit, with hundreds of light
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bulbs on the ceiling. This image is actually a creative illustration and reinterpretation of a scene
from the beginning of the novel The Invisible Man.

There, the main protagonist, a black unnamed man, through a complicated series of events,
ends completely isolated from society. He finds refuge in an abandoned underground room,
that has no light, no electricity and no windows. In a way it is the most suggestive metaphor for
the protagonist. He is formless, because of the lack of light. There is an extremely interesting
relationship constructed here, between wisibility and invisibility, both socially and
metaphorically. And Jeff Wall creatively nuanced it. Because the figure has its back turned on
us, it becomes almost an archetypal figure, with no particular individuality, which could have
represented the idea of the oppressed black man, in general.

The protagonist is invisible to society but becomes extremely “visible” because of the
hundreds of light bulbs. Regis Michel wondered if the 1369 light bulbs depicted in the novel are
actually present in Wall’s photography (Miche/, 2007:59). Indeed, the Canadian artist was quite
attentive to details in this regard. The lightbulbs have a significant visual weight compositionally,
almost a third of the image, on the upper part, are only lightbulbs. They have an even bigger
weight than the mysterious figure.

Here it is depicted a moment frozen in time but without knowing the story of the novel,
the interpretation of this image would be incomplete. In it lies the syncretism of Jeff Wall, its
depiction of a literary image through photographic language and techniques.

Considering everything that has been analyzed in this sequence it can be remarked that Jeff
Wall, in the abovementioned photographs, tried to explore a temporal dimension in his

photographs by freezing the narrative moment in a creative manner.

Discussion

The relevance of this article is that it analyzes the syncretic relationship between
photography and other arts (theatre, cinema, literature, painting) and the essential role of staged
photography in this endeavor. Generally, photography, as opposed to theatre or cinema, is not
syncretic, it usually focuses on its unique properties (reproducing of reality, freezing time, use
of light, framing etc.) and develops them. But staged photography uses many different types of
artistic languages. It can be political, psychological, erotic or metaphorical.

All of the artists that chose this genre refuse the idea that photography can only depict the
most basic layer of everyday reality and the only manipulation should be that of technical or
visual aspects, or as A.D. Coleman would call it, the “informational mode” (Colezzan, 1976:278).
They believe that photography can rival any other art, on any intellectual or cultural layer and
they show this richness through their photographs.

Also, there is a degree of staging in product or fashion photography but it is present at a
superficial layer. However, the staging present in this photographical approach is different, more
similar to that of the filmmakers of art cinema, who, by filtering their personality and vision of
the world, create complex and intriguing universes that bear their mark. Gregory Crewdson,

Cindy Sherman or Jeff Wall can be approached in this manner (and many others as well).
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Conclusion
Finally, in this article, I have tried to emphasize the role of staged and conceptual
photography in the context of contemporary arts. This type of photography is sophisticated and
complex intellectually, filled with many cultural references, and reacting to contemporary social
or political issues, but rarely analyzed in an academic context. This genre being so rich in
allusions conceptually, visually, semantically, should lend itself well to an academic approach, in
the author’s opinion. I have chosen Jeff Wall because I believed that through him many of the

ideas that I wanted to express can be explored.
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Appendix

Figure 6. Jett Wall, Mimic (1982), Figure 5. Jeff Wall, After The Invisible Man by Ralph
Lightbox, 198 x 229 cm. (Wall 1982a) Ellison, the Prologue (1999-2000), Lightbox, 174 x
250 cm (Wall 1999a)
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Beauty in the visual arts as a phenomenon of perception
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Abstract: The article is devoted to the beauty topic as the central theme of art. The author considers
beauty as a problem of individual perception. The idea of beauty is incorporated into our consciousness.
It gives a person the opportunity to comprehend the wotld as a beauty manifestation, moreover, create
this beauty himself. Using the example of painting, the author shows the importance of active perception
of artistic work. It is an individual co-creation of the recipient with the author, in which the entire
sensotry, emotional, intellectual potential of the perceiver is involved. This process is presented as an
activity that positively affects the mental and spiritual state of a person. The author concludes that art
has an infinite potential for influencing a person since itis connected with our sensitivity since is intended
to delight this sensitivity. The knowledge of beauty is contained in us both consciously and
unconsciously. The whole history of human culture, since ancient times, tells us about what beauty is. It
all depends on the creative individuality of both the artist and recipient, on what everyone specifically
wants to get from art.

Keywords: beauty, painting, sensations, sense of art, aesthetic perception, empathy, artistic symbol, artistic
image, perception of art, harmony.
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Kpacora B 1306pa3suTreAbHOM HCKyCCTBE KaK (p€HOMEH BOCIPHUATHA

Awnnomayus: Crares IOCBAIIEHA TEME KPAacOTH, KaK IIEHTPAABHOM TeMe ucKyccrBa. Kpacora
paccMaTpHuBaeTCA aBTOPOM KaK IPOOAEMAa HHAHMBHAYAABHOIO BOocupHATHA. LIAed KpacoTsl BKAIOUEHA B
HAIlIe CO3HAHUE. DTO U AAET YEAOBEKY BO3MOKHOCTD IIOCTHIATh MUP KaK IPOABACHHE KPACOTHI, OOAEE
TOTO, CAMOMY TBOPHTE 3Ty KpacoTy. Ha mpmmepe HCKyccTBa KHBOIIFICH, aBTOP HOKA3BIBAET BA/KHOCTD
AKTUBHOIO BOCHPHUATUA XYAOKECTBEHHOIO IIPOH3BEACHHA. DTO HHAUBHAYAABHOE COTBOPYECTBO
pEIMIIIEHTA C aBTOPOM, B KOTOPOM 3aACHCTBOBAH BECh UYBCTBEHHBIM, 3MOITMOHAABHEIM,
HHTCAACKTYAABHBIM  IOTCHIIHAA  BOCIPHHHMAIOIICrO. AAHHBIA — IIPOIECC IPEACTABACH  KaK
ACATCABHOCTD, IOAOKHTCABHO BAISIFOIIAS HA AVIIECBHOE M AYXOBHOE COCTOSHHE YCAOBEKA. ABTOP
AEAAET BBIBOA, YTO HCKYyCCTBO UMEET DECKOHEUHBIH IIOTEHIINAA BOSACHCTBUA Ha YEAOBEKA, TAK KAK OHO
CBA32QHO C HAIIEH YyBCTBHTIEABHOCTBIO, TaK KaK OHO M IIPEAHA3HAYEHO AAA TOIO, YTOOBI 3Ty
YyBCTBUTEABHOCTD YCAQKAATh. 3HAHHE O KPACOTE COAEP/KHICA B HAC KaK CO3HATEABHOE U
OeccosHaTeAbHOE. Bed HCTOpHA YeAOBEUECKOH KYABTYPEL, HAYUHAA C ADEBHUX BPEMEH, ITOBECTBYET HAM
O TOM, YTO Takoe KpacoTa. Bcé€ 3aBHCHT OT TBOPYECKOM MHAMBHAYAABHOCTH, KaK XYAOKHHKA, TaK M
PEITUIINEHTA, OT TOTO, UTO KAKABIH KOHKPETHO XOYET ITOAYIHTh OT HCKYCCTBA.

Karouesere cavsa: xpacora, KUBOIIKCH, OILYILIEHHA, YYBCTBO HCKYCCTBA, 9CTETUYECKOE BOCIPHATHE,
SMIIATHUA, XYAOKECTBEHHBIH CUMBOA, XYAOKECTBEHHBIH 00pa3, BOCHPHUATAE UCKYCCTBA, TAPMOHHA.
]
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«Ocosmanne Kpacoter crracét mup»
H.K. Pepux
Bseaenue

Kpacora (mpexpacHoe) — scTeTmdecKkas KaTeropus, KOTopas ACKUT B OCHOBE HCKycCTBa. B
HEM BCE PasBHBACTCA OTHOCHTEABHO 3TOTO IOHATHA. DTO IEHTPAABHAA KATETOPHSA, a BCE
OCTaABHBIC CAATAEMbIC 3CTETUYECKOIO IIPEACTABAAIOT CO0OOH e€ moanmdmkarmu. [lomarme
«KpacoTa» KaK 3CTETUYECCKas KATETOPUA BCETAA OBIAO B LICHTPE BHHMAHHS MBICAMTCACH BCEX
5II0X. B KOHTEKCTE HCKycCTBA OHO MOTIAO AOIOAHATHCA IPUCYINHMHU OIPEACACHHOH 3I10Xe
ocobeHHOCTAMI. HensMeHHBIM BCerAa OCTaBaAOCh IIOHHMAHHE €r0 KAK CHHOHIMA FAPMOHUH,
Mepel. HensmeHHBIM OBIAO M OTHOIIICHHE K 3TOMY (DEHOMEHY KaK COBOKYIIHOCTH BHEIITHETO
(MaTepHAABHOIO) M BHYTPEHHETO (AyXOBHOTO) ObITHA. [I0AOOHAS ABOMCTBEHHOCTD PACKPBIBACT
e KaK, OTKPBITYIO HAIIEMy BOCIPHATHIO W OAHOBPEMECHHO TPAHCIICHACHTHYIO OOAACTB.
PaccyixaeHHA O KpacoTe, Kak SCTETHYCCKOM MBI HAXOAUM B HCCACAOBAHUAX MBICAHTEAS
agTrmaHocta Aemokpura: «O purmax U rapMoHHI», «O 11023um», «O Kpacore cTUxoBy, «O
AKHBOIIHCI» U Ap. B cBOEH TeopHuu IO3HAHMA, OH YACASIA 3HAYNTEABHOE MECTO OINYITICHHAM.
Kax u I'epakant, AeMOKpPUT HAXOAHA KPACOTY B OOBEKTHBHOMI AcHcTBHTEABHOCTH. Kpacora
ye BO BPEMEHA AaHTHYHOCTH TIOHHMAAACh KaK COBOKYITHOCTH BHEIITHEIO M BHYTPEHHETO.
TaramTAMBEIA deAoBek — KpacuB. Heaapom mpexpacHOro AITOAAOHA OKPYKAFOT CTOAB K
IIpeKpacHble My3BL. VIAes KpacoTel 3afBAfiAa O ceOe B IPEUECKON MBICAHM BBICKA3BIBAHIAMMU
[Taarona, Apucroreas, [Toaukaera.

KpacoTa deaoBeka m KpacoTa IPHPOABI, TO, YTO 3aAMETHO KaKAOMY, HO IIPH 3TOM HE
ABAACTCA YEM-TO OTBACYEHHBIM, BCEIAA 332 BHEIITHUM ABACHHEM KPACOTBHI COKPBITO YTO-TO
BHYTPEHHEE, HEU3bACHNMOE, HeBbIpasumoe. B CpeaHne Beka 3T0 HEBHIPa3UMOE OBIAO CBA3AHO
C IIPEACTABACHHEM O OOKECTBEHHOM IIPONUCXOKACHUH KPACOTHL. 3aA0KEHHOE eITIE BO BpEMEHa
AHTUYIHOCTH, IIPEACTABACHIE O KPACOTE Kak TApDMOHNH, IIEAOCTHOCTH, IIPOITOPIIHOHAABHOCTH,
HOAYIHAO pasButue B CpeaHme Beka. DCTETHUYECKOE CO3EPIIAHME KPACOTHI HE OBIAO UYHKAO
CPEAHEBEKOBOMY YEAOBEKY, HO 3TO BOCHPHATHE HE OBIAO HCKAFOUHTEABHO UyBCTBEHHBIM, 4
BCErAa HMCKAAO CBEPXBECTECTBEHHOH CBA3M OOBekTa AroOOBaHMA ¢ borom. «Koap ckopo
IIPEKPACHOE IIPEACTABAAAO COOOM IIEHHOCTh, OHO HEIPEMEHHO AOAKHO COBIIAAATH C OAArOM,
HICTHHON U BCEMH aTpuOyTaMu Obrtus u 6oxectsay (Dko, 2017:35).

Kak Obr mpeaBapss, CPEAHEBEKOBYIO MBICAb OAMH 13 OTIIOB XPHCTHAHCKOH IIEPKBH
I'puropunit Hucckmit mmcaa o KpacoTe 9eAOBEKa, KaK O IPABHABHOM U IIPEKPACHO YCTPOEHHOM
TEAE, CPAaBHHBAA €rO C MY3BIKAABHBIM HHCTPyMEHTOM. Bcé€ B HEM pasymMHO M OOYCAOBAEHO
OoxbIM 3aMBICAOM. B cBOéM Tpakrare «OO yCTpOEHHH YEAOBEKa» OH IIHINET O IAAaBHOM
HA3HAYEHHH YEAOBEUECKUX PYK U CBA3M HX C YEAOBEYECKHM YMEHHEM IOBOPHTH. «Beap ecan
OBI YEAOBEK OBIA AHIIEH PYK, TO, HECOMHEHHO, Y HETO, IO ITOAODHIO YETBEPOHOIHX, YACTU
AHMIIA OBIAH OBI YCTPOEHBI COOTBETCTBEHHO C IIOTPEOHOCTBIO IIUTATHCA: AHIIO OBIAO OBI
BBITAHYTBIM M YTOHYAAOCH OBI K HO3APSAM, Y PTa BEIAABAAUCH OBI BIIEPEA I'YOBI, MO3OAUCTEHIE,
TBEPABIE U IPYOBIE, KaK 3TO HY/KHO, YTOOBI IIUIIATH TPABY, MEKAY 3yOaMHU OBIA OBI BAOKEH A3BIK
HE TaKOH, KaK TEIIePb, a MACUCTBIIL, KECTKUN U OYIPUCTEIA, IIOMOTAFOIIHH 3y0aM IIEepEKEBBIBATH
TO, 9TO IIOMAAO B 3YOBI, MAH BA@KHBIA M MATKHH IO KpadM, Kak y COOAaK M IIPOYUX
XUIHUKOB. .. IToToMy ecam OBl He HMEAO TEAO PyK, TO Kak OBl OOpa3oBaACA y HEro

HACHOPaSACAbeIﬁ TOAOC, KOraa yCTpOﬁCTBO FOpTaHI/I He OBIAO OBI HPHCHOCO6ACHO K
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notpebuocTH npoussortnenumy (Hucckun, 1995:25). HeanoBedeckue pyKku B3AAH Ha CeOf 3a00Ty
O TPOIHTAHUU, OCBOOOAHB HAIIIH YCTa AAfl CAVKEHHA CAOBY. UeAOBEK COBEpIIIEHEH B CBOEM
YCTPOEHHUH, IIOKAa IIOAOOEH IIEPBOOOPA3y, HO BCAKOE YKAOHEHHE OT HErO CpPa3y OTKPBIBAET
JeAOBedecKkoe ODe3obpasue.

Teopuro mporropIuii IPOAOAKUAN PACCMATPUBATD B CBOUX TpyAax Burpysuii, Yennunmn,
bomnasentypa. Kpacora craHOoBHAACH IIPEAMETOM HCCAEGAOBAHHA, KOTOPBIH BCE Ooaee
ITOITOAHAACH OTKpBITUAMUA. [ ToABIACA MHTEpPEC K CBETY U IIBETY, KAK ABACHHUAM KPACOTH B MHUPE.
Vaeads BHuMaHMEe BHEIIHEH (pOpMe, CPEAHEBEKOBOE CO3HAHUE HE AOBOABCTBOBAAOCH TOABKO
STHM B TOHUMAHIE KpacoTsr. V. Xéitsmnra B cBoeit kaure «Ocers CPEAHEBEKOBbM» COOTHOCHT
OIIYIIEHHUA YEAOBEKA TOTO BPEMEHH C OINYIIEHUAMU COBPEMEHHOTro deArobeka. «[lopoOHOE
0e30TIETHOE 3HAHHUE IIPUCYIIE TaKAKE U HAM, ¥ OHO IIPOCHITAETCA B TAKHE MIHOBEHHA, KOIAA
IIYM AOAA B AHCTBE ACPEBBEB HMAHM CBET HACTOABHON AAMIIBI IPOHHKAIOT BAPYT AO TAKHX
I'AYOHH BOCIIPUATHA, AO KAKUX HE AOXOAAT OIIYITICHHA, BBI3BIBACMBIC ITPAKTHYECKIMHU MBICAAME
u riocrykamey (Xesumea, 1988:221-222).

[TocrerreHHO B MCKYCCTBE B CBA3H C IIOHATHEM O KPAacoTe BCE DOAEE HAYMHAET BHEAPATHCA
YyBCTBEHHOE HadaAro. [IposBaeHmE 3TOM YyBCTBEHHOCTH HAIIIAO BEIPAKEHHE B HCKYCCTBE
Peneccanca B M300paKeHHN KEHCKOIO TEAd, KAK OAHMIICTBOPEHHH IIpekpacHoro. Bce atm
APEBHHE IIPEACTABACHHUA O KPAcOTe, KaK IIEAOCTHOCTH M TAPMOHNH KUBBI B HAIIIEM CO3HAHHH
A0 cux op. KTo ceroaHs mocrmopur ¢ yrBepiKACHHEM CB. ABIYCTHHA, KOTOPBIA OITPEACAAA
KPACOTy KaK COPa3MEPHOCTb YaCTel TeAa B COCAMHEHHH C IIPHATHBIM IIBETOM KOXKH? A
CHMMETPHA BCEIAA ACCOITMHPOBAAACH C IOHATHEM IIPABHABHOIO, KpacuBoro. OHa «iIBAAETCH
TOM MAEEH, ITOCPEACTBOM KOTOPOH YEAOBEK HA IPOTMKEHNN BEKOB IIBITAACH IIOCTHIb U CO3AATH
IIOPAAOK, KpacoTy u coBepIueHcTBoy» (Bedss, 1968:37). B aanHOM paboTe HE CTOHT 3aAa4a
ITOKa32Th, KaK B UCTOPHH MHPOBOH KYABTYPBI IIPOMCXOAHAO OCMBICACHHE 1 (POPMUPOBAHUE
HOHATHA «KpacoTay. OCHOBHOM IIEABFO ABAAETCA — IIOKAa3aTh, YTO KPACOTA AAHA YEAOBEKY B €10
CcOOCTBEHHOM BHyTpeHHeM ormymiennn. K 6oaee Toro, oHa fBAAETCA HE TOABKO HEKHM
IIPEACTABACHHEM, HEKOH 3aAAHHOCTBIO, HAU CAEACTBHEM TAPMOHHYHOIO BOCIIUTAHUA, 4 AKIBOI
SHEPTHEH B YEAOBEKE, B3BICKYIOIIEH coBepIeHHOTO0. [Torckn 3T0r0 coBepIIeHHOIO B AAHHOM

CTaThEe HpCACTaBACHbI B KOHTEKCTE I/1306p2131/ITCAbHOFO HCKyCCTBa.

ITpexpacHoe B HCKyCCTBE

MckycctBo  ABUAOCE B MHP C OIPEACAEHHOM IIEABFO — IIPOTHBOCTOATH XaOCYy,
OecriopAAOYHOCTH, 0Oe300pasHOMy. Aaime NPHPOAA, BHEIIHE IIPEKPACHO YCTPOEHHAd,
COAEPIKHT B ceOe 3TO 3A0, KOTOPOE BEIPAKEHO B HECOBEPIIIEHCTBE OBITHA BCEIO KUBOIO, B €I0O
npepeBHOCTH. CTpaxy IEepeA CMEPTBIO, CKOPOTEYHOCTBIO OBITHA, HEYCTPOEHHOCTH 3TOIO
MHpa, KaK ITOKa3blBACT BCA HCTOPHA YEAOBEYECKON KYABTYPBI, MOKET IIPOTHUBOCTOATDH
HCKyCCTBO, KOTOPOE B AFODOM CBOEM CIOKETE MOKET COAEPKATH OITHMUCTIIECKOE HadaAo. M
3TO KHU3HEYTBEPIKAAFOITIEE CBOMCTBO AAET XYAOKECTBEHHOMY IIPOU3BEACHUIO KPACOTA, B CBOEM
BEYHOM CTPEMACHHH YIOPAAOYHTD, TAPMOHU3HPOBATD, AATh HAACKAY.

YeAOBEK, YCTPOECHHBIN KaK I[EAOCTHOCTD, BCETAA HCKAA IIEAOrO U 3Ty IIEAOCTHOCTH MOT
obperarp B nckyccrse. Kpacora, kKak OCHOBa AFOOOIO HCKYCCTBA, KOHEYHO, COACPIKUTCA U B
CO3HAHHUHU XYAOKHHKA. HO el HEBO3MOMKHO HAy4NTh, KAK y9aT OCHOBAM JKUBOIINCH, HAU

CKyAI)HTypI)I. Kax CYIIIHOCTD, KaK KHIBas SHCPFI/I}I, OHa COACP)KI/ITCH B CaMOM MI/IPOSAQ.HI/II/I. C.
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@Dpank 1IHCaA, 9TO HE YEAOBEK BKAAABIBACT YTO-TO HOBOE B PEAABHOCTD, HABA3BIBAA €Il CBOE, a
HAIIPOTHB, PEAABHOCTDh HABA3BIBAET HaM ceOf «3apaxaer Hao». «[IpekpacHoe (B mpupoae u B
HCKYCCTBE) «TOBOPUT» HAM YTO-TO, «AA€T HAM 3HATB», IOAAET 3HAK O HEKOH TAHHOM, CKPHITOI],
AKHUBON rAyomue pearbHOCTIY (DPparnx, 1990:428). OH yTBEpiKAAA, YTO B AFOOOM IPEKPACHOM
IIPEAMETE HET HUYErO TAKOIO, YTO IIPEAHA3HAYAAOCh OBl TOABKO AAfA BHeIIHero. Buerrmee
BCEIAA CBA3AHO C BHYTPEHHUM. MBICAHTEAD IIOABOAUT HAC K TOMY, YTO B AAHHOM HaM KPacoTe,
YK€ CYIIECTBYET BBIPA3UTEABHOCTb. 3aAada HCKYCCTBA AATh BBIPAKEHHE IIPEAMETY, TO €CTb
IIPEACTABUTH B CBOCH ITOAHOTE, 3aKOHYEHHOCTH.

B wmckyccrBe kpacmBoe — 9TO IIEPEKHUTOE M OAYXOTBOPEHHOE XYAOKHHKOM. OHO
IIPEACTOHT HaM KaK XYAOKECTBEHHOE. DTO XyAOKeCTBEHHaA PpOpMa, XYAOKECTBEHHBII 00pas3.
A.®. AoceB  HasbBaA  XYAOKECTBCHHYIO  (POPMy  IIOAHOH  OAYXOTBOPEHHOCTBIO.
XyaoxectBeHHad popMa HE AOAKHA HATH B Pa3pe3 CO CMBICAOM, COYETAHHE HX ACAAET
IIPOM3BEACHUE TaPMOHIYHBIM. «XYAOKECTBEHHBIH CMBICA IIPOH3BEACHHA OTAHYACTCA OT
IIPOCTOIO, OOBIYHOIO IIO3HABATEABHO-KOMMYHHUKATHBHOTO CBOEH KOHIICHTPHUPOBAHHOCTHIO,
00OOIIEHHOCTBIO, HHHOBAIIMOHHOCTBIO U MHOTO3HAYHOCTBION (Dacurn u Kpymoye, 2016:139).
XYAOKHUK OTACAACT ICTETUYECKUH SAEMEHT OT CAYYaHHOCTEH, H300parkad XapaKTepHbIC
ueprel. «Kpacora, pasamras B npupoae, B e€ (opmax M KpackaxX, Ha KapTHHE ABAACTCH
COCPEAOTOYEHHOIO, CIYIIEHHOIO, TOAYEPKHYTOION (Cososnés, 1991:74). Aas moAd€pruBaHms
HACH O KPaCOT€ XYAOKHHKOM MOIYT OBITh HCIIOAB30BAHBI H IIPOTHBOIIOCTABACHUSA:
KOMHYECKHIE, CATHPHYCCKUE U TPATHIECKUE dIAEMEHTHL. B apceHaAe XyAOKHIKA BCe €ro 3HAHUA,
KOTOPBIE OH HCIIOAB3YET, YTOOBI IIPOU3BEACHHIE OOPEAO BHIPA3ZUTEABHOCTD U XYAOKECTBEHHYIO

3aBEPIIEHHOCTD. B KHBOIIICH 3TOM IIEAM CAYKHT CaMa TBOPYECKasd MaHEPa MAcTepa.

Bocnpuarne KpacoTel B XyA0KECTBEHHOM IMPOU3BEACHUN

[Ipr BOCHPHATHH XYAOKECTBEHHOIO IIPOM3BEACHHA, KAK OOBEKTA IIPEKPACHOIO, Y
PEIIMIIIEHTA YK€ HMEFOTCA CBOM IIPEACTABACHHA O KpacoTe. 3AECh pedb IOHAET He 00
MHAUBHAYAABHBIX ITPEAIIOYTEHHAX, CBA3AHHBIX C MOAOM, BKYCAMH, BOCHHTAHHEM H IIp. A O
KpacoTe, KaK AAHHOCTH, 3aKAFOYAIOIIEH B ceOe ITOCTUraeMOe M HEIOCTHKIMOE. MBI 3HAaeM o
KPacoTe YEAOBEYECKOIO TEAd, O TOM, YTO B HEM KPaCHUBO M IIPHUBAEKaTeAbHO. Kpacusoe Teao
BOCIIEBAAH B MCKYCCTBE CO BpeMEH aHTHIHOCTH. OCOOEHHOE BOCXHINEHUE BBI3BIBAAA KPACOTA
KEHCKOro TeAa. VIMEHHO MCKyCCTBO CITOCOOHO AOHECTH AO HAC 3Ty KPACOTY B BO3BBIIICHHOM
CMBICAE.

OAHAKO 3Ty I'paHb AFOOOBAHHUA KPACHBBIM TEAOM OYEHb AETKO IepecTyrurb. Kpacora u
3POTHU3M B HMCKYCCTBE YACTO COCEACTBYIOT. XYAOKHHUK, BOCXHUITNAACH KPACOTOM MOAEAH, YACTO
BBIPA/KAA 3TO BOCXHIICHHE C OCOOOH dYyBCTBEHHOCTBIO. Ml TOraa kpacora HaITOAHAAACH
CTPACTBIO H yiKE BOSACHCTBOBAAA OOABIIIE CBOEH YYBCTBEHHOM, 2 HE AYXOBHOH COCTABAAIOIINEH.
AAf cO3AaHIA KPAaCHBOIO 00Opa3a, IPUBAEKATEABHOIO BHEIIIHE, ITOPOH HE TpedyeTcd Aaxe
IIOAHOIO OOHaKeHHsA HaTypbl. OIpeAeAéHHOE IIOAOKEHHE PYK M TEAd, HEKOTOPHIE CAErKa
OOHAKEHHBIE €rO YACTH, IIAABHBIE AHHHIH — BCE 3TO MOJKET BBI3BIBATH OIMYIIIEHHE KPACHBOIO U
gyBcTBeHHOTO. HO T2 Kpacora mac obaeafrorasd, oOMaHYHBAf, HE AAFOINASA HAM Y3HAThH
rAaBHOTO O Hell. B raxkmx paborax mpeoOAajaeT Tak Ha3BIBAEMOE AHMOHHCHICKOE HAYAAO,

gyBcTBeHHOE 1 cTpacTHOE. Praocod H.A. Bepases ckazaa o Takoii kpacore — «Kpacora mozxker
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IIEPEXOANTD B CBOIO IMPOTHBOIIOAOKHOCTD, KAK U BCAKOE HAYAAO, OTOPBAHHOE OT MCTOYHHKA
ceetan (bepoaes, 1993:330). TToA cBeTOM 3A€Ch ITOAPA3yMeBACTCA OOKECTBEHHOE.

EcTb B mCKyCcCTBE I TAaKOE ITOHATHE, KAK (AEMOHIYIECKas KpacoTay. ToT :xe bepases mumrer,
YTO AEMOHHYECKOE HAYAAO COACPKHUTCA HE B KPAacOTe M TBOPYECTBE, 2 BO BHYTPCHHEM
cocTosHun deAoBeka. C 3TUM HEAB3A HE COTAACUTHCH, BEAb TBOPAT CAMH AFOAW: M CO3AABAsA, I
BOCITIPUHUMAA XYAOKECTBEHHOE IIPOU3BEACHNIE. B AeMOHIYIECKOM KPACOTE €CTh CBOM 3CTETH3M.

Kax XyAOKHHK, TaK M PEIHUIIMEHT 3HAIOT, YTO TaKOE: CHMMETPHSA, 30A0TOE CEYCHUE,
IIepCcreKTrBa. Takue IOHATHA, KaK BEPTHKAAb, TOPH30HTAAb, XOTb HEIIOCPEACTBEHHO U HE
CBA3AHBI C KATETOPHEH KPACOTEI, HO IIOPOKAAIOT B HAC ACCOIMAITHH, KOTOPBIE MBI COOTHOCHM
C OIPEAEACHHBIMH CMBICAAMH. ODTH CMBICABI 32aKPEIIACHBI B HAIIIEM IIOACO3HaHHH. TaK,
BEPTUKAAD (ACCOLMAIINA BEPX-HM3), CBA3AHA y HAC C IIPEACTABACHHAMU O BEpPXE — Kak
ITOAOKHTEABHOM, BBICOKOM, 4 O HH3€, — KaK IIPABHAO, OO OTPHIATEABHOM. lOpH30HTAAB
(acconmarus A€BOE-TIPABOE) MBI CBA3BIBAEM C TAKUMI CMBEICAAMH, KaK: CHMMETPHUA-ACCUMETPHH,
CTATHKa-AWHAMHKA. ['OpH30HTAABR B KapTHHE — 3TO AHHHA TOPHM30HTA, KOTOpas 3aAaéT
ONPEACACHHOE  HACTPOEHHE ITEH3aKy. ACCOIMATHBHOE IIPOCTPAHCTBO Y  KAXKAOTO
HHAHBHAYAABHO, HO ACTEPMHUHHPOBAHO OOIINMH AAf BCEX YCAOBHAMH (DU3MOAOTHH H 3TO
TOKE HEOOXOAUMO YIUTHIBATE KAXKAOMY XYAOKHHKY, €CAH OH XOYET OBITH TIOHATHIM.

UyBCTBO IIPEKPACHOTO HAIIIAO BBIPAKEHHE B Pa3HBIX JKAHPAX XYAOKECTBEHHOTO
TBOpYeCTBAa. B moprpere — OHO Bceraa CBA3aHO HE TOABKO C BHYTPEHHHUM MHPOM
ITIOPTPETUPYEMOTO, HO U C OTHOIIIEHHEM K HEMY XYAOKHHKA. POAB XYAOKHIKA B AOHECCHHH AO
HAC OIIYIIEHNA KPACOTH OUEHb 3HAYNTEABHA. 3ACCh BAKHBI HE TOABKO IITKOAQ, MACTEPCTBO, a
camMa TBOPYECKas HHAUBHAYAABHOCTD XYAOKHIKA, €T0 AYXOBHOCTb. BHIMATE ABHBIN perumeHT
BCErAa CMOKET OTAMYHTEL KPAcOTY OT KPaCHBOCTH, cAarmaBocTh. [ToA BHAOM KpacoTsI MOKeT
ITOAQBATHCA OTKPOBEHHASA TIOIIAOCT. TOABKO OOTraTBI AYIIIEBHO M AYXOBHO XYAOKHHK, CMOKET
CKA3aTh O KPAacOTe B BBICIIIEM €€ ITOHUMAHHH.

AAf ITepeAadr KPacOTHI HEAOCTATOYHO BEIOPATH ITOAXOAAIIME CIOKET M IIOAODPATH
COOTBETCTBYIOIIYIO KpacuByro ¢opmy. Baxmubl 3aech M Takme KadecrBa MacrTepa, Kak
HCKPEHHOCTP W TPaBAMBOCTB. VICKpeHHOCTH — 3TO AHMYHAA 3aMHTEPECOBAHHOCTD
H300paKaEMBIM. DTO JKHBOE YYACTHE B CO3AAHHH XYAOMKECTBEHHOIO 00pa3a, CBA3AHHOE C
AMYHBIME SMOIUAMU U IepeKkuBaHuAMI. [I0A0OHOE OTHOIIIEHIE BCEIAA TIOAKYIIACT 3PUTEAL,
3aCTaBAAET BEPUTH B TO, YTO HM30DPAKEHO, COIEPEKUBATE IePOAM IpousBeAcHHA. UyBCTBO
SMIIATHH AOAKHO OBITh IIPHCYIIE, KAK PEIUITHEHTY, TaK U XYAOKHHUKY.

B kagecrBe mprumepa moxkuo npusectu npousseaeHus E.E. Monceenko. B ero kaprmaax
9acTO BCTpedaerca 0Opa3 s0AoHn. OH HACTOABKO BBIPASHTEAEH, YTO 3aCTABAACT 3aAYMATBCA O
CTOAB SIBHOI IIPUBA3AHHOCTU XYAOKHUKA K HEMY: IOAOHA B IIBETY, AOAOHA C IIAOAAMH, BETKA
A6roHn u T.A. Hakowner, AOAOHA, Kak 3AEMEHT pAAA KapPTHUH, B KOTOPBIX HEH3MEHHO
IIPUCYTCTBYIOT ACAVIIIKA, MAABYUK H AOIIAAb (puc. 1). DTa IOBTOPAEMOCTb HE MOKET OBITH
cAygaitHOH. Ckopee BCErO — 3TO BH3YAAH3MPOBAHHBIE BOCIIOMHUHAHHUA ACTCTBA XYAOKHIKA,
OYEHb TPEIIETHBIC, IIPOHHU3AHHBIC CBETABIM 4yBCTBOM. Il ora s0AOHA OOperaer yie He
BTOPOCTEIICHHEBIN, 4 TAYOOKHH CMBICA, CTAHOBHTCS CHMBOAOM — PaAOCTH, CYACTBS MHPHOM
ansHr. OHa 3A€CH CPOAHH TOH YEpEIIHE Ha OAHOMMEHHON KapTHHE. TaM H300paKeHbI
OOMIIBI, KOTOPBIE B IIEPEPBIBE MEKAY OOAMIU IIPUACIAH OTAOXHYTDH Ha TPABY U IIOECTh YEPEIIIHH,

HapBaHHOﬁ B MECTHBIX CaAaX HP}IMO B (bypanqcy W ora LICpCIJ_IHH — YK€ HC €Aad, 9TO — MCYTA-
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BOCITOMHHAHUE O IPEKHEH MHPHOH JKH3HH, O AOMe, O OAmskux (puc. 2). VI cramoBurcs
IIOHATHBIM, KaK APAIOLEHHBI U IIPEKPACHBI OBIAM 3TH BOCIIOMHHAHIA AeTcTBa AAA E.
MonceeHKO, KOTAA OH CaM OBIA COAAATOM, M IIOCTHUTAA BCE YIKACHI BOMHBEI M IIACHA. DTOT
IIPUMEpP CBHAETEABCTBYET HAM O TOH PAaAOCTH H KpPacoTe, KOTOPBIE OBIAM OCMBICACHBI H
IIPOYYBCTBOBAHBI XYAOKHUKOM U IIPEACTABAEHBI HAIIIEMY BOCIPHUATHIO B BUAE 3aKOHYEHHOTO
IIPEKPACHOTO XYAOKECTBEHHOIO 0Opasa.

MckpenHOCTD, AFOOOBb M IIPABAUBOCTB (3TO MOJKET OBITH IPAaBAMBOCTb UYBCTBA) — Te
AMYHBIC KA9eCTBA MacTepa, O€3 KOTOPBIX HEBO3MOMKCH PasrOBOP O XYAOKECTBEHHOM
IIPOM3BEACHUN KaK O 4€M-TO npekpacHoM. CoeAnHEHHEe KPacOTBEI C MCTHHOII CIIOCOOCTBYET
IIPOCBETACHHIO OBITHA.

MpbI MOKEM BOCHPHHHMATD KaK IPEKPACHOE U CIOKET, B KOTOPOM IIPHUCYTCTBYIOT BEIHBIE
TEMBI, ACCOIIMUPYIOIIHUECA y HAC C IOHATHEM KPACOTHL TeMBI: MOAOAOCTH, MATEPHUHCTBA,
IIATPUOTH3MA, ACTCTBA Cpa3y pAaCIIOAAralOT K ce0e M OT3BIBAIOTCA B HAC KaK YTO-TO
ITOAOKHUTEABHOE, OAU3KOE, TO, YTO €CTECTBEHHBIM OOPa30M BXOAUT B HAIITY SMOITMOHAABHYFO
KHU3HDB, TO, YTO 3aA0KEHO B HAC KAK KPACHBOE — ECTECTBEHHOE M TAPMOHHYHOE.

[Tefi3ax — sxaHpP, KOTOPBII HEMBICAHM O€3 KpacoTHL. k1 3AeCh MBI BOCITPHHIMAEM U TE€ BHABI,
KOTOPBIMH XYAOKHUK BAOXHOBHACSH, H CAMOTO XYAOKHHKA, Y€PE3 SMOIINH, IIPUBHECCHHbBIC MM
B AaHHOE IIpomsBeAcHHe. Ha Hac AeficTByeT cama ecTecTBEHHas KpacoTa 3Toro mmpa. OHa
MOKET OBITh OKpAIlIeHa HHAUBHAYAABHBIMH OTTEHKAMH, KOTOPBIE COODIIHA €l XYAOKHHEK, HO
IIPH 9TOM OYAET y3HAaBa€Ma HAMH U, KaK IIPAaBHAO, NPHUATHA TAa3y. B peasmcrmaeckoit
KIBOIIHCH MBI OYAEM BOCTOPIaTbCA U MACTEPCTBOM XYAOKHHKA, I CAMHIM IIPEKPACHEIM BUAOM.
B mvmpeccmonmsme — TemMH OIIyIIEHHMAMH CBETAa M IIBETA, KOTOPHIE HAIIOAHAIOT KAPTHHY
#n3HBI0. HekoTophle M3 HAC CYMTAIOT KPACHUBBIMH: HEAPKHE, HAITOAHEHHBIC THXOH IPYCTBIO,
rerizazxn M. Aepurana, mam kakue-To «HenpuOpanubie» ABopukn A. CaBpacoBa, MOKPEII AYT 1
pasOnUTEIE AOPOTH C ACHBIMH OTPAKEHUAMH CHHEBEI HEOEC B OTPOMHBIX AYKaX Ha KapTuHax O.
Bacuabesa, nam mokocuBIEecd, YIOHyBIINE B cHery crapbie amOapsr v M. I'pabaps. Toraa
BO3MOKHO, ITO BOCKAHMIIAHHE «KPACHBO!» M HE COPBETCA C HAIIHX I'yD, HO OT30BETCA eIré
rpomMyYe — B HAIIIEM CO3HAHHHM M B CAMOM AyIIe. DTa KPacoTa — B POAHOM, B TOM, YTO HAM
3HAKOMO C A€TCTBA B HAITIEM OAMKHEM OKPY/KEHHH, B KHIKHBIX HAAFOCTPAITHAX, Ad U B CAMOM
XYAOKECTBEHHOHN Amreparype. B crpokax A. Ilymkwma, C. Ecenmma, A. Yexoma, M.
[Npumsuna, K. ITaycroBckoro, B HaIlleM pycckoM POABKAOPE — BCE 3TO BOCIETO U IAYOOKO
IIPOYYBCTBOBAHO.

XYAOKHHUK, OIIYINAs 3TH BUABI KAaK POAHBIE, CO3AAET XYAOKECTBEHHBIN 00pa3 TAKUM, ITO
IIepeA HAMH IIPEACTAET CaMO YYBCTBO MAaCTe€pa B €ro BH3YaAbHOM BOIAOIIEHHH. BDTa
XYAOKECTBEHHAA PabOTa ITO3BOASET CACAATH OOBIYHBIN BHUA BBIAAFOITIUMCSH, BEIPA3HTEABHBIM.
Bea komrrosuniusa crpowrca TakuM OOPa3sOM, YTOOBI ITOAYEPKHYTH, COIIOCTABUTH, OTTCHUThH
I'AABHOE; 3aCTABUTHh BCE SAEMEHTHI KAPTHHBI CAYAKHTb OCHOBHOMY 3aMbICAY. V1 MBI BHANM B
kaprune M. I'pabapa «3umuuil Beuep» (puc. 3), KaKk BEAUKOAEIIEH CHET, KaK COIIOCTABAfAET
XYAOKHHK €ro KPacOTy, CBEKECTb, YHCTOTY M CTAPOE AEPEBO IOCTPOMKH; KaK YMEAO OH
COCAMHAET M IPOTHUBOIIOCTABASET SAEMEHTBI KOMITO3HITUH, BBIBOAA HA IIEPBBI IIAAH BCIO
IIPEAECTH 3UMHETO Bevepa.

[Tefizazk BCETAA CAYKHA AASl XYAOKHHUKOB BCEX OIIOX OOBEKTOM AIOOOBAHUA U

BAOXHOBCHHA, HO XYAOXKCCTBCHHOC IIPOU3BCACHHC AaéT HaM H€O6BIKHOB€HHyIO BO3MOKHOCTD:

94

——
| —



HE TOABKO IIOAFOOOBATHCA KPACHBBIM BHAOM, HO M IPHHATD yIaCTHE B 3TOM MU(OTBOPUECTBE,
KOTOpOE Ha4aTo ObIAO MacTepoM. CHMBOAMKA 0Opa3a, ero HATOAHEHHOCTh HHAHUBHAYAABHBIM
IIEPEKUBAHIEM HE BBIPA3UMBIM AO KOHIIA, AA€T PEHUIIMEHTY TAaKyFO BO3MOKHOCTE.
PackpeiBaHnme 9TOro CHMBOAQ, PasBOpPAvMBAHME B HAC OOOrAIaeT HAIy AyIOy, HAarmy
HHAUBHAYAABHOCTD, HAIIOAHAET PaAOCTBIO  OTKpHITHA. CHMBOA B XYAOKECTBEHHOM
IIPOM3BEACHUN AAET HAM TO OIIYIIEHUE YEr0-TO HEIOCTHKUMO IIPEKPACHOTO, YTO CTAHOBHTCH
ITOTOM HEBBIPA3UMBIM COAEPKAHIEM HAITIeH BHYTPEHHEH KU3HH, €I0 CIUTHIBAHNE HATIOAHACT
HAC PaAOCThIO HepBOOTKphITHA. A.D. AoceB mmcaa, 910 «BCAKAN CHMBOA YKa3bIBACT Ha
HEKOTOPBIN IIPEAMET, BBIXOAAIIMHA 32 IIPEACABI €r0 HEIIOCPEACTBEHHOTO coAepxxanua. O
BCEIAA COAEPIKHUT B ceOe HEKOTOPOIo poaa cMeicA» (loces, 1991:257).

Ectp B M300pa3sHTEABHOM HCKYCCTBE OCOOBIM ’KaHP, 3aAa¥a KOTOPOIO — H300pakKaTh
KpacuBoe. JTO — HATIOPMOPT. Mup mpeameToB okpyxkaer Hac. Ho TOABKO XyAOMKHHK MOKET
IIPEACTABUTDH 9TH IIPEAMETBI B TAKOM COCTOAHHH, KOTOPOE AA€T HAaM IIOAHOE OIIYIICHHE
KPACOTHL. AASl TOTO, YTOOBI BEIITH B HATFOPMOPTE B3aUMOACHCTBOBAAH, HAAO MU 3aAFO00BATHCH
CaMOMYy, HAHTH HX ITPOIOPIHOHAABHYIO M KOAOPHUCTHYECKYIO COBMECTUMOCTD, X B3aHMMHOC
APYT K APYIy pacmoAoxkeHre. Bemmp B HATIOPMOPTE CTAHOBHTICA M3 IIPOCTO BEINH —
XYAOKECTBEHHBIM OOBEKTOM. T2 KpacoTa, KOTOPYIO OOHAPYKHA B HEH XYAOKHUK, CTAHOBHTCH
3AMETHOM M AAf 3PUTEAS.

Kpacora pacreHuil B HarropMoOpTe AEAAET €rO BBIUIPBIIIHBIM, AIOOOH PaCcTHTEABHBIIN
HATIOPMOPT, KaK IIPaBUAO, Kpacus (puc. 4). Ho kax ObITh, HaIIprMep, ¢ TAKUM IIPOU3BEACHUEM
kak «Hatropmopr ¢ BepOoit» E. Mounceenko (w22 5), MOKEM AH MBI CKa3aTb O HEM, YTO OH
kpacuB? Aa. Dro KpacoTra CHMBOAQ, KOTOPBIM HHKOIAA HE OTKPOETCA YEAOBEKY
HEBHHMATEABHOMY, HE 3alHTEPECOBAHHOMY. XOAOA 3HMEI 32 OKHOM. B mpospaunom crekae
CTAaKaHA — HECKOABKO BETOK BEPOBI, IOKPBITON CKYIIOH 3€ACHBIO, IIPOOMBAFOIINXCA KACHKIX
AUCTOYKOB. Beé B HaTrOpMOpTE HE APKO, IPUTAYIIIEHHO, APKUE TOABKO YIPYIHE KOPUIHEBBIE
BETOYKH, C HEYMOAMMOI CHAOH IPOTHBOCTOAIIME 3TOMY XOAOAy. Becma 6amsko! B srom
OKHAAHUN BECHBI, B 3TOM OIIYITICHHUH, 3aKAFOUEHA TAABHASA KPACOTa — IT0OEAA KHU3HU HaA
XOAOAOM BeYHOCTH. BepOa AAf XpHcTHAHCKOrO MupoBO33peHus — upeassepue [lacxwm,
Bockpecenus Xpucrosa.

HatropmopT, Kak u Aro0as KUBOIIHCH, MOMKET M AOAMKEH COAEPKATb B CeOE CHMBOA.
ITocKkOABKY B CO3AAHHH HATIOPMOPTA UCIIOAB3YIOTCH OOBIYHBIE IIPEAMETEI, TO 3TO 3HAYUT, ITO
AASl XYAOKHHKA — 3TO HE IPOCTO IIPEAMETBI, 2 HOCUTEAN CMBICAOB. MHOrAQ TOT, AN HHOI
IIPEAMET ITOSIBAAETCA B paboTax Macrepa AOBOABHO dacTo. Y K. IlerpoBa-Boakuna, Hanprmep,
5TO AOAOKHU, KOTOPHIE IIPEACTABACHBI B KAPTHUHE, KAK HEYTO CAMOAOCTATOYHOE, COBEPIIIEHHOE.
Harropmopr «I6A0Km» — 3T0 mATE AOAOK Ha KpacHOM (POHE, CAOBHO PACCHIIAHHBIX B
HEOIPEAECAEHHOM HOpPsAAKE (pue. 0). 3aMedaTeAbHA TKAHb, HA KOTOPOH OHU HM300paKEHBbI, OHA
BCA B U3AOMAX, CAOBHO KaKOH-TO (paHTACTHYECKHH Hei3ak. SJOAOKH 3AeCh — rAaBHOE, BIIOAHE
CaMOAOCTATOYHOE U coBepIeHHOe. OT HUX IIOYTH HET TE€HEHW, OHU CAOBHO IIApPAT HAaA 9TON
CHAFOIIEN BHYTPEHHUM CBETOM WITyCTBHIHE». B 5TOM IIpOM3BEAEHNN €CTh YTO-TO KOCMHYECKOE.
Ecan B3s16 AAS cpaBHeHusA padoty V. I'pabapsa «I0aokm» (pue. 7), TO MBI Cpa3y 3aMETHM, KaK
BEAUKA MEKAY HUMHU Pa3sHHUIIA, XOTA 004 OHHU II0-CBOEMY KPACHBHL.

B marropmopre kpacoTa — 310 M KpacoTa CaMHX IIPEAMETOB, CO3AAHHBEIX YEAOBEKOM. 3AECh

XYAOKHHUK AaéT HaM BO3MOXKHOCTDb Pa3rAfAACTH B O6bIA€HHOM HaIaeMm Opr’)KCHI/II/I KpaCOTy
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IIPOCTOIO, YTHAHTAPHOTO. DTO KpacoTa (POPMBI, KOTOpPas BO3HHKAA HE CAYYaHHO, a Kak
OCMBICACHHAA, IIEAECOODPa3HasA, IIPOBEPEHHAA BpeMeHeM. B HapOAHOM HCKyCcCTBE MBI MOKEM
HaOAIOAATh 9Ty KPacoTy M B MarTepmase. Kamaprii IPHPOAHBIN MaTepHaA HMEET CBOIO
€CTECTBEHHYIO KpacoTy — dakrypy. Hacrodmmii ymeAerr ymeer HaXOAUTh AAfl HEE HYKHYIO
dopmy. PakTypa — 3TO HE TOABKO IIOBEPXHOCTb TOTO HAH HHOTO MaT€pPHAAA, 9TO HAIIE K HEl
orHomrenne. Pakrypa BO3ACHCTBYeT Ha HaIlle CO3HAHUE Kak apxeTuil. Mer Moxem He
3aAYMBIBASICH BOCIIPHHHMATD ITOBEPXHOCTh ACPEBA, KEPAMHKH, KAMHA H APYTHUX IIPHUPOAHBIX
MaTEPHAAOB, M3 KOTOPBIX H3TOTOBAEHO TO, MAH HHOE m3AeAne. bBoaee Toro, mbl Moxkem
OIIYIIATh €€, AAJKE B BUAE XYAOKECTBEHHOTO M300paxKEHNsA, KaK, HAIIPUMEP, B HATIOPMOPTAX
B. Croxaposa (puc. §). V Hac ectb HPEeAPACIIOAOKEHHOCTb K TEM, MAM HHBIM IIPHUPOAHBIM
marepuasaM. Kaxaad Takad pakrypa MMeeT CBOM HEIIOBTOPHUMBIN PHCYHOK, LIBET, KOTOPBIE
MOTYT OBITh 3aACHCTBOBAHBI XYAOKHHKOM IIPH H3TOTOBAGHHUH m3AeAud. V1 B o10M acrernke
3aA0KEHA KUBHUTEABHAS CHAQ IIPUPOABL. DTa KpacoTa ecrecTBeHHas u npocrad. [Ipocrora B

HCKYCCTBC BBICTYIIACT KaK IIPABABOCTD, KaK IIPOTHUBOIIOCTABACHNEC MAHCPHOCTH 1 Cba/\bLHI/I.

OMnaTHA KaK IIOCTHPKEHHE IIPEKPACHOTO

Hacrosmmas kpacora HUKOTAQ HE OTKPOETCA PEITUITHEHTY KaK AYXOBHOE COACP/KAHHE, ECAT
HE IPOU3OUAET OSMIIATUM, HAW BYYBCTBOBAHHA. ODTO HEKHUN IIPOIECC OAYIIEBACHUA
XYAOKECTBEHHOTO ITPOU3BEACHHA. DMIIATUA — CYOBEKTHBHBIH IIPOIIECC, B ITOM H €CTb
rcuxoAormdeckas  e€  cocraBasrommad. OHa  BcerAa  CBfA3aHA C  BEIPA3HTEABHOCTBIO
XYAOKECTBEHHOH (hopMbL. B mporiecce smmaTum XyAOKECTBEHHOE COACP/KAHHE CTAHOBHTCHA
YACTHIO BOCIPHUHUMAIOIIETO, IIEPEKUBAFOIIETO CYOBEKTA.

B pycckoit dpurocodpun, B gacraocrn, y C. @panka, MBI HAXOAUM BO3PAKECHUE IIPOTHB
SMIIATHH, KAK IIPOIIECCA, B PE3YABTATE KOTOPOI'O MBI BAKHBAEMCA B XYAOKECTBEHHYIO PEAABHOCTb
u 1epeaaéM el JacTh CBOMX 4yBCTB. OH YTBEPKAAA, UTO «IEAOBEUECKHH AYX HAXOAHUT B
3CTETUYECKOM OITBITE «TOTOBBIM», HEIIOCPEACTBEHHO AAHHBIM B COCTaBE CAMOM PEaAbHOCTH
YEpTy BHIPASHTEABHOCTH, B KOTOPOHM €My HEIIOCPEACTBEHHO OTKPBIBACTCA BHYTPEHHAA
3HAYUTEABHOCTb, OCMBICACHHOCTb, AYILIEIIOAOOHOCTD peanbHOCTI (Ppank, 1991:429). HeaoBek
MOKET OTKPBITh CeOfl 3TOH pearbHOCTH. CYIIECTBYET «CPOACTBO» MEKAY MHTHUMHBIM MHPOM
YEAOBEYECKOH AYIIIEBHOCTH M OCHOBOM TOIO, YTO IIPEACTOUT HAM KaK BHEITHHH IIPEAMETHBII
mup. Kpacora mpeAcTaBASAaCh MBICAUTEAXO, KaK OTOAECK pasd Ha 3€MA€, M HEIIOCTH/KHMA B
3eMHOM HAITIEM CYIIECTBOBAHUU B IOAHOTE CBOeH. ITOAOOHBIH B3TAAA Ha KpacoTy, Kak
IIOHATHE, B CYIIIHOCTU CBOEH, META(PU3UIECKOE, OBIA IIPHCYII MHOIUM MBICAHTEASM XIX-XX
BekoB. Kax ObI TO HI OBIAO, HO «IMITATHA» CETOAHS - OOIEIIPU3HAHHAS CIIOCOOHOCTD YEAOBEKA
1 oTpunaTh €€ CyIecTBoBaHne Mbl He MoKeM. CKopee BCEro, OHa pacIpOCTPaHAETCA Ha Ty
9aCTh HAINETO CO3HAHUSA, KOTOpasd CBA3aHA C HAIIUMH YyBCTBAMHU, M HE TOABKO, ITOCKOABKY
YyYBCTBEHHAA KU3HDb BAUACT HA HAIITY AYXOBHOCTb.

OOBACHUTE BO3ACHCTBHE HA YEAOBEKA XYAOKECTBEHHON PEAABHOCTH CEHYAC yiKE MOIYT HE
TOABKO IIPEACTABHUTEAH IYMAHHTAPHON HayKu. [Ibrarorcd HOHATH (PEHOMEH SMIIATHH U
yaénsre-dusnororu. Heripodnoaor Cemyp 3exu BBEA TEPMHH «HEHPOICTETHKA». baaroaaps
HCCAEAOBATEAAM UYEAOBEYECKOTO MO3Ta, MBI HMEEM IIPEACTABAEHHE O TOM, KaK IPOIIECC
XYAOKECTBEHHOTO BOCIIPUATUA OCYIIECTBAACTCA Ha (PH3MOAOTHIECKOM ypoBHe. [Ipodeccop

MI'V B. AyOsmma B cBOeil BuAeo-Aeknmu «Mosr: oOInue IIPUHIMUIIB HEHPOICTETUKID
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OOBACHACT IIPOLIECC IMIIATUHU C TOYKH 3PEHUA ONOAOTHIECCKON BPOKAEHHOCTH Y HAC 3HAHUA O
kpacote. OH BBIACASICT 4 IIYHKTA, CBA3AHHBIC C HAIIUMI (DH3HOAOTHYIECKIMU CIIOCOOHOCTAMH,
KOTOPBIE ACAAIOT AAA HAC IIPOU3BEACHHE UCKYCCTBA IIPEKPACHBIM. Y YEHBIN IIPEACTABAACT 3TOT
IIPOIIECC KaK OMOAOTHYECKYIO IMOTPEOHOCTD YEAOBEKA I €IO MO3IA.

Ceityac HeMaAO yIEHBIX B OOAACTH HEHPO(PHUIMOAOIMH IIBITAIOTCA PAasraAaTbh TANWHEI
YEAOBEYECKOTO MO3ra, KOTOPBIM TaK K€ OECKOHEYHO 3araAOdYceH, Kak kocmoc. Hayka wmrmer
OODBACHEHNIT BCEMy, 9TO OKPY/KA€T HAC B MHPE M TOMY, KaK YCTPOCH CaM YCAOBEK.
DMIHEpHUYecKoe 3HAHHE BCETAA CYNTAAOCH YOCAUTEABHBIM. Aa, COBPEMEHHBIC AOCTIIKCHUSA
YIEHBIX-ICCACAOBATEACH MO3Ia, OTKPHIBAIOT HAM HEBOOOPa3UMbIe €ro BO3MOKHOCTH. Y Bee ot
HICCACAOBAHHUA OKA3aAHCh HACTOABKO CEPBE3HBIMH, HUTO MBI yiKE HMEEM ITOMHMO
YEAOBEYECKOTO, HCKYCCTBEHHBIM MHTEAAEKT. V Bcé-Takm HampammBaeTcd TPOCTOH U
OAHOBPEMEHHO 3aKOHOMEPHBIH BOIIPOC — «3adem?». HaBepHOE, €CTh CMBICA IIOBEAATH MHPY O
TOM, TAC HAXOAATCA TC, UAM HNHDBIC HCHTPI)I HAIITHX OIJ.[YLT.[CHI/II‘/'I, HCIIOAB30BATh 3THU 3HAHUA B
meannmee. Ho, B 11eAOM, 9yBCTBO IPEKPaCHOIO, O KOTOPOM 3A€CHh HAET Pedb, HE MOKET
HAXOAHTBCA B KAKOM-TO OIIPEACACHHOM YYaCTKE I'OAOBHOTO MO3Ia, TAaK KaK, — 3TO UYBCTBO
neaoctHoro B ueroBeke. Y A.D. Aocepa moxHO mpoumrars takue crpokm: «Ecam ke Mbr
BO3BMEM KPACHBBIH OYKET IIBETOB, TO, PACCMATPUBAA €T0, MBI 3aTPATHM BEPOATHO, ACCATKH, ECAT
HE COTHH, Pa3HOI'O POAA OCMBICACHHEIX aKTOB co3HaHMA. kM Tem He MeHee OykeT IIBETOB €CTh
HMEHHO OYKET I[BETOB, 2 HE YTO-TO MHOE; H YTOOBI IIOHATh €r0 UMEHHO KaK OYKET IIBETOB, MBI
AOAKHBI 32TPaTHTh CAUHBIH 1 HEPA3ACABHBII CMBICAOBOM 4KT, KOTOPBI OTHIOAb HE ACANTCH
Ha aKTBl BOCIPHATHA OTACABHBIX COCTABAAFOIIMX €rO I[BETOB M YK TEM OOAEE OTAEABHBIX
CBOMCTB KaxKAOTO mBetka». (loces, 1991:267). Tak 1 B caMOM aKTe BOCHPHUATHA IIPEKPACHOTO
HEBO3MOKHO OITPEACAUTH KaKafd 9acThb KOPEl TOAOBHOIO MO3Ia OTBEYACT 32 CTOAb CAOMKHBIN
rporecc. boaee TOro, MBI MMeEEM AOCTATOYHO IIPUMEPOB, KOIAA MO3I MOKET IOAHOCTBIO
IIPOTUBUTHCHA TOMY, IYTO HAM FOBOPSAT HAIIIHM YYBCTBA O KAKOM-TO IIPEKPACHOM OO'BEKTE.

Cearureap Ayka Boitao-fcenenkuii — Bpay u y4EHBIMN, ITHCAA «TIOKA MBI HIMEEM CAEAATD
TOABKO OAHO, HO YPE3BBIYANHO BAKHOE 3aKAIOYEHHE: KPOME OOBIYHBIX Pa3APAKECHUI,
AACKBATHBIX HAIITIM OPraHAM YyBCTB, HAIII MO3I' U CEPAIIE MOTYT BOCIIPHHUIMATH TOPA3A0 OoAee
BAKHBIC PASAPAKECHUA, HCXOAAIIME U3 MO3Ta M CEPALIA APYIHUX AFOACH, KHBOTHBIX H BCEH
OKPY/KarOITEH HAC IIPUPOABI H, ITO BAKHEE BCEIO, U3 HEBEAOMOI'O HAM TPAHCIIEHACHTAABHOTO
mvupay (Boino-Acereyxuil, 2005:40). YeroBek He M30AMPOBAHHOE CYIIECTBO, OH HAXOAUTCHA B
TAMHCTBEHHOI 1 HEPACTOP/KUMOI CBA3H CO BceM 3TuM. M Ta cBA3b MOHUMAETCA YIEHBIM KaK
AYXOBHasl 9HEpPrHua AFOOBH, KOTOpasd BCE xHBOTBOpHUT. Kpacora B MHpe U €CTb OAHO H3
IIPOABACHUIT 3TOM KHUBOTBOPAIIEH sHeprur. UyBCTBO KPAaCOTHI B YEAOBEKE B3AHMOCBA3AHO C
KPACOTOH BCEI'O MHPO3AAHUA, B KOHEYHO, BCETO YEAOBEUECTBA B IIEAOM. VIHAMBHAyaABHOE 1
BCEOOIIIEe B KPACOTE U AAFOT Ty IIOAHOTY U TAPMOHUIO, KOTOPOM HINET Ka:KABIH 13 Hac. «MeI B
KAKOM-TO CMBICAE «ODITAEMC» C IIPEKPACHBIM — C KPACOTON AaHAIIA(TA AU IIPEKPACHOIO
AMIIa, C KAPTHHOMH, CTATyeH, COOOPOM, MY3BIKAABHBIM IIPOU3BEACHHEM, — KaK MBI OOINAeMCA C
APYTOM, C OAHM3KHM; MBI YCMATPHBAEM BO BHEIIHEH PEAABHOCTH YTO-TO CPOAHOE HAIIIei
MHTUMHOH TAyOHMHE, HamleMy IHOTa€HHOMY CaMOOBITHIO; M B MOMEHT 3CTETHYECKOIO
HACAQKACHHUA MBI IIepecTaéM dyBCTBOBATb CeOf OAHMHOKHMH, 2, HAIIPOTHUB, HAXOAUM B
OKPY/KAafOIIIEH HAC PEAABHOCTU HEKYIO HCKOHHYIO «POAHUHY» AAf HAIIEH «AYIIN», 9TOH

OAMHOKOI CKHTAAHIIBI B IpeAMeTHOM Mupe» (Pparx, 1990:428).
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3axkarouenue

Bea mcropus uckyccrBa — 910, HCTOpHA IMO3HaHHA KpacoThl. OHA — OCHOBAa AIOOOIO
nckyccrBa. He ormyrmmas kpacoTsl, HEBO3MOKHO B IIOAHOH Mepe IIOHATH XYAOKECTBEHHOE
IIPOM3BEACHHUE KAK HEKYIO IIEAOCTHOCTD. 1O, YTO MBI BUAUM, KAK OTACABHBIE SIAEMEHTHI U KaK
KOMITO3HUIIMIO B IIEAOM — HEAOCTATOYHO, AAfl IIOAHOTBI BOCHPHATHA. DTO IepBas CTYIICHB.
UYepes BUANMOE IIPUXOAUT K YEAOBEKY 3HaHHE O Mupe. Ho aT0 3HaHmE He OyAET ITOAHBIM, €CAR
OHO YAOBAETBOPHUTCA BHEIIHHM. Uepe3 BHAMMOE, YYBCTBEHHO U HHTEAAEKTYAABHO MBI
IIPOPBIBAEMCA K BHYTPEHHEMY, TAYOMHHOMY B IIpomsBeAeHHH. Kpacora XyA0#eCcTBEHHOIO
IIPOM3BEACHUA — 9TO IIPEACTABACHHBIM HAM BHEIIIHE, 9CTETUYECKH O(POPMAEHHBIN OOBEKT,
KOTOPHBII ITOAYYaeT CBOIO 3aBEPIIEHHOCTD U IIOAHOTY B HaIlleM Sl — aKTHBHOM, YyBCTBYIOIIIEM,
MBICAAIIIEM, HIIYIIIEM 3TOH KPACOTH KAK BHYTPEHHETO COACP/KAHHUA.

MckycctBo mMeeT OECKOHEYHBINM ITOTEHIIMAA BO3ACHCTBHA HA YEAOBEKA, TaK KaK OHO
CBA3AHO C HAIIIEH YYBCTBHTEABHOCTBIO, TaK KAK OHO U IIPEAHA3HAYECHO AAfl TOTO, YTOOBI 9Ty
YYBCTBUTEABHOCTb YCAQKAATb. 3HAHHE O KPACOTE COACP/KUTCA B HAC KAaK CO3HATEABHOE H
OeccosHareAbHOE. BeA mcropus deAoBedecKON KyABTYpPBI, HadHHAsd C APEBHHX BpPEMEH,
IIOBECTBYET HAM O TOM, YTO TaKOE€ KpacoTa. Bc€ 3aBHCHT OT TBOPYECKON HHAUBHAYAABHOCTH,
KaK XYAOKHHKA, TaK U PEHHIIMEHTA, OT TOTO, YTO KAKABIH KOHKPETHO XOYET IIOAYYHUTBH OT
HCKyCcCTBA. E.CTh MHAMBHAYAABHBIH BKYC, ’KEAAHHE Y3HABATH HOBOE, IIPEAIOYTEHHUA B BEIOOPE
KAHPOB U BHAOB, M, HAKOHEII, BO3MOKHOCTH. MOKHO, OAaroaaps OOIIEHUIO C HCKYCCTBOM,
IIPOCTO Pa3sHOOOPA3UTH CBOIO KMU3HbB, BIYCTHB B HeE€ HEMHOrO KpacoTel u rapmonmn. Ho
MOJKHO, OAAroAaps UCKYCCTBY, PACKPBIBATD TAKHE AAAH AYILIEBHOTO H AYXOBHOTO IIPOCTPAHCTBA,
YTO 3TO CTAHET AAA HAC HACTOAIINM AMYHOCTHBIM IproOpereHremM. Yem OGorade craHOBHTCA
AUYHOCTB, TeM Oorade H fApde €H OTKPBIBACTCA MHUpP, KaK B €r0 AAHHOCTH, TaK U B €rO

TPaHCHEHACHTHOCTH.
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