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MAIJABHHU ¢omo nnaum kapmu Ha CMeHONUCHAMA
ykpaca om yvpkeama ,,Ce. Ce. Koncmanmuu u Enena”
c. [onno Jlyxoeo, Heatinosepadcko

C Obp30TO pa3BUTHE HA IUTMTAJIHATA TEXHUKA U TEXHOJIOTHUHM CTaHa Bb3MOXKHO I1O-
TOYHO MaIllabHO TOKYMEHTHpaHE U MpeJICTaBsIHEe Ha CTEHOMMCHATa yKpaca OT MHTepruopa
Ha pa3iIMyHU KyJTOBU OOEKTH.

B ciyuas, upe3 Bb3MOKHOCTUTE Ha JUTUTAIHATAa TEXHUKA Ce Peau3upaxa MaaOHu
¢oTO mIaH KapTU Ha CTEHOIMCHUTE OT MHTepHopa Ha IbpkBara ,,CB. CB. KoHcTaHTHH
u Enena” B c¢. JlomHo JlykoBo. Crenomucute ca mpenactaBeHd B mamad 1:10 u ca
HaIpaBEHU pa3rbBKU HA TPUTE CTEHU - CEBEPHA, I0)KHA U 3allajlHa, HA KOUTO C€ HaMupar
CTCHOIIUCUTE.

Credprxo AEHCKU

Stefko AENSKI

stefal63(@yahoo.com

SCALED Photo Plan-cards of Wallpaint Decoration of
the Church “ St. St. Constantine and Elena” in Dolno
Lukovo Village, Ivailovgrad Region.

Due to the fast improverment of the digital equipment and technologies it is now
possible to make more precise documentation and presentation of the wallpaint decoration
of the interior of various cult objects.

In this case, thanks to the options of the digital equipment, scaled photo plan-cards
of the wallpaintings from the interior of the church “St. St. Constantine and Elena* in
Dolno Lukovo village were created. The wallpaintings are presented in 1: 10 scale, and
foldouts are made of three of the walls — Nothern, Sonthern and Western, on which the
wallpaintings are situated.



“IIOKJ/IOHEHUETO na eénvxeume” om [lomenuxoc
Teomokonynoc. HMoenmugukayus Ha nuemeHmu upes
npuiazare Ha HeoeCmpyKmueHU  QOU3UKO-XUMUYHU
MEXHUKU.

ToBa e KparTko TpEICTaBsSHE HAa MPOYYBAHETO HA MaTepUAINTEe W TEXHHKAra Ha
n3paborka Ha ukoHara [loxnonenuemo na envxeume(MHB.Ne 3048) or My3zes benaku,
pucyBana BeposiTHO B Kput mexy 1565 u 1967 .

OrpaHudeHHTe TEXHUYECKH JaHHU 3a TBOpOUTE Ha TeOTOKOIMyJIOC U JOpH Olle IOo-
OCKBIHUTE ITyOTMKAIMH, [IOCBETEHU HA PAHHUTE MYy TIPOU3BEICHHUS, TIPABAT HYXKJaTa OT
CUCTEMATUYHO MPOYYBAHE HA U3IOJI3BAHUTE OT HETO MAaTEPHAIIH, IIOBEYE OT HaJIeKaIa.

[TpuoskeHaTa METOI0IOTUS BKITIOUBA yIIOTPeOaTa Ha M3KITIOYUTEITHO HEICCTPYKTHBHU
TEXHHKH KaTo: pEHTTeHOBa paauorpadus, myintu-ciuekrpainto (UV — Buauma cBeTIMHA —
IR) 3acHemMaHne, ONTHYHA MUKPOCKOITUS M CIIEKTPOCKOIHUS ¢ PSHTICHOBA ()TyOPECIICHITHS,
3a ONpeJeIITHe HA HEOPTAaHWYHUTE KOMITOHEHTH HA YKUBOIMCHHUS CJIOW W TIpejyiara HOB
METOI0JIOTUYCH ITOJIXO0]T 32 U3CIIeIBaHE Ha KUBOIMCHU ITPOU3BEICHHUS, KOWUTO CE OCHOBaBa
Ha KOMOWHHpaHaTa ynorpeda Ha BU3YaIHH, CTPYKTYPHU U aHATUTHYHHU HEJICCTPYKTUBHU
TEXHHKHU.

Pesynrarure mo3Bonmxa Ja ce W3BAAAT 3AKIFOYCHHSI MO TIOBEYETO AaCIEKTH OT
WCTOpUSATA HA TIAHENa, T.€., KAKTO 3a TEXHHWKATa, Taka W 3a MaTepUAINTE, U3IIOJI3BAaHU OT
En I'pexo, 1 ocBeH TOBa, jJatoxa HHPOpPMAIIHS 3a CTPYKTypaTa M OlleHKa Ha HACTOSIIIOTO
ChCTOSIHME Ha KapThHaTa. HanmaueTo Ha TUTIC B TPYHIOBHS CJIOH pa3kpuBa ynorpebdara
Ha TexHWKaTta “gesso”. OnoBHara Osija € M3IMOJI3BaHA KAKTO 3a MOJIOKKA, Taka W 3a
onmukoBete. MaeHTuduimpanute TMrMEHTH ca OXpH, ymMOpa, MeaHa 3eJieHa, OpraHuvIHA
YepHa, OJIOBHO-KaJacHa >XbJITa, IMHOOBP M YepBEeHA Jlaka / uepBeHa J1akoBa 0os. [omsim
WHTEpPEC MPEJCTaBIsIBA OTKPUBAHETO HA MPOTIOPIHMOHATHO CBbp3anu Co U As B TOJIIMa
4acT OT M3CJIeIBAHUTE 30HU, Thil KaTro Co M AS, KaKTO M CHIIPOBOXKIAIINUTE Ciean OT Ni
u Bi, morar na ObJar mokasareNHH 3a HAJIMYUETO HA CTHKJICHW BKIIOYCHHS B CJIOS OT

OJIOBHA Osi1a.
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“ADORATION of the Magi”, by Domenicos
Theotokopoulos.  Identification of pigments by
implementation of non destructive physicochemical
techniques

This is a concise presentation of the study of the materials and the techniques of the
icon Adoration of the Magi, (inv. No. 3048) of the Benaki Museum, which was painted
probably in Crete between 1565 and 1567.

The limited technical data regarding the works of Theotocopoulos and the even more
scarce papers focusing on his early works, make the need for systematic study of his
materials, more than pressing.

The methodology applied includes the implementation of exclusively non-
destructive techniques such as; X-radiography, multi-spectral (UV-Visible-IR) imaging,
optical microscopy, and X-ray fluorescence spectroscopy (XRF) for the determination
of the inorganic components of the paint layers and puts forward a new methodological
approach for the examination of paintings based on the combined use of visual, structural
and analytical non-destructive techniques.

The results allowed the drawing of conclusions on most aspects of the history of
the panel, 1.e. both the technique and materials used by El Greco, as well as structural
information and evaluation of the present condition of the painting. The presence of
gypsum in the ground layer reveals the application of the gesso technique. Lead white is
used both as an underpaint layer as well as for the highlights. The pigments identified are
ochres, umber, copper based green, organic black, lead-tin yellow, cinnabar and probably
red lake. The detection of proportionately correlated Co and As in most of the areas
analyzed, presents great interest since Co and As as well as accompanying traces of Ni
and Bi might be indicative of the presence of glass inclusions in the lead white layer.



UEPYCAJIUMUA: cocmosnue u mpemupare

Kaprunure BbpXy maaTtHo, KylyBaHHU OT MOKJIOHHHUIIMTE MU NocelieHrne Ha CBeTuTe
MecTa, ca Mmo3HaTH kato Mepycamumuu umn (Panagiotafitika, Proskynetaria). 3a mspsu
BT c€ MosiBsiBaT B HauanoTo Ha X VII Bek u mpoabinkaBar fa ce u3paboTBar J0 HA4aIo0To
Ha XX Bek. Mepycanmmunre ca GUIM eIHM OT Hali-pa3IPOCTPAHEHUTE CYBEHHPH, 3aII0TO
MOXKENM J1a Ce HAaBUBAT Ha PYJIO WM Jla CE€ MPErbBaT, Taka 4e MOXKEIW JIECHO Ja ce
TPAaHCIOPTHUPAT.

OcBeH UWKOHOTpa)CKUTE PEIUTHO3HH CLEHH, HepyCaJTUMHHUTE MpPEACTAaBAT U
Tonorpa)cku eIeMEeHTH OT MECHOCTUTE, KOMTO TOKJIOHHUIMTE ca nmoceTuian. O6ImoTo B
MKOHOTpa(uATa Ha BCHUKH HepycaTiMHK e H300pa3sBaHeTo Ha epycaiim B ieHTpaiHara
CILIEHA, OKOJIO KOSITO MMa OMOJIEMCKH CIIEHHM K UKOHM Ha cBeTHH. OOMKHOBEHHO HAIIINCUTE
ca Ha TPBLKH €3UK, KaTo ce BKJIIOYBA M UMETO Ha COOCTBEHMKA U JlaTara.

CBCTOSIHMETO Ha TE3U TPOU3BEACHUS ITPEIH peCcTaBpalys 0OMKHOBEHHO € J0CTa JIOMIO.
CrenenTa Ha pa3pylleHHE YECTO HE ChOTBETCTBA HA TAXHATA BH3PACT U ce HabOmogaBaT
MHOTOOpOiHM moBpenu. ITaBHaTa MpUYMHA 3a TE€3H Pa3pyLICHUS € MOBTapAILIOTO Ce
IperbBaHe Ha TO3W BUJ OOEKTU IO BpeMe Ha MpeHacsHusATa. B Hikow ciyyau cien
TPAHCHOPTHUPaHE T€ ca OWIM M3MbBAaHU BBPXY PAMKHU C IIeN TIXHOTO EKCIOHHpaHe. B
CJIEZICTBUE Ha TOBA IJIATHOTO CTaBa 3HAYUTEITHO cl1a00, YyTUIMBO U NPUA00MBa HEPaBUIIHA
¢bopma.

B®B Bpb3ka CbC CHEIUPUUHOTO CHCTOSHHE HA MepycaauMUUTE MPEANPUETUTE
pecTaBpallMOHHN HaMecH OOMKHOBEHO ca MPOABIDKUTENIHUM W CIOKHU. OTHacAT ce
IJIaBHO JI0 BB3CTAHOBSIBaHE Ha IIbpBOHaudaiHaTta (opma. [loncuiBaneTo Ha TEKCTUIHATA
OCHOBa, OOMKHOBEHHO 4pe3 1yOinpane, ChIlo € eHa OT BAXKHUTE MaHUITyTaluu. BakeH
pecTaBpaIliOHEH MPOLEC € M YKPEIBAHETO Ha JIFOTIEKHUTE U OTACISIHUATA B KUBOIUCHUS
clloif. JIpyr ChILleCTBEH BBIIPOC, KOWTO CE pellaBa 0T peCTaBpaTOPHUTE, ca CIeUU(PUIHNUTE
0COOEHOCTH IPU EKCTIOHUPAHETO HA HepyCcaluMUuTe.

B mnakara ca mokasaHu pasiM4yHU IIpUMEpU OT KosekuusaTra Ha Myseda benaxu,
KaKTO M OT YaCTHHU KOJEKIMU. Beceku cimyuail mpeacTaBst pa3inuyHy BUIOBE pa3pyLICHUsS
u noBpenu. HampaBeH e 1 KOMEHTap Ha MPOBEICHUTE KOHCEPBALIMOHHYU NPOLIEYPH U HA
0COOCHOCTHUTE B €KCITOHUPAHETO.

Vassilis ARGYRATOS
Foteini FRAGKAKI

Conservators at Department of Conservation,
Benaki Museum
6 Hesiodou str., GR 10674 Athens, Greece

IEROSOLYMITIKA: Preservation State And Treatment

Paintings on canvas bought by pilgrims from the Holy Places are known as
Ierosolimitika or Panagiotafitika or Proskynetaria. They first appeared at the beginning of
the 17th century and were still produced up to the early 20th century. lerosolimitika were
one of the most popular souvenirs because they could be rolled or folded, and therefore
were easily transportable.

Ierosolimitika apart from a religious hagiographic concept also present topographic
elements of the places that the buyer visited. They all show common iconography, of
Jerusalem surrounded by biblical scenes and icons of Saints. The inscriptions were,
usually written in Greek included the name of the owner and the date.

The state of preservation of this type of paintings is usually particularly bad. The
degree of deterioration does not correspond to their age and present many particularities.
Repetitive folding for travelling is the main reason for this damage. In some cases, after
transport, there were stretched on panels in order to be hung. As a result, the canvas
support appears extremely weak and has an irregular shape.

Due to particularity of their preservation state, the treatment undertaken for the
conservation and restoration of Ierosolimitika is, usually, extensive and complicated. It
concerns, mainly, reshaping. Reinforcing the textile support, usually by lining it, is also
an essential measure. Consolidation of flaking and detached paint is equally significant.
The exhibition specifications of lerosolymitika is also one of the main concerns for
conservators.

In this poster a number of cases will be from the collection of the Benaki Museum and
private ones. Each case presents different types of deterioration and damage. Reference will
also be made to the conservation procedures undertaken and the exhibition specifications
required.



BE3OIIACHO ekcnonupane Ha npou3sedeHus 6bpxy
xapmus: xonekyus “‘Kocmaoun u Knoous /lenuesu™

Konexumsra Ha cem. Kocranun u Knomusa /lenmueBu € €IHO OT Hal-3HAUUMUTE
napenust B HanmonanHara ranepus 3a 4y»AeCTpaHHO M3KycTBO. To BKIIFOUBa TBOPOM Ha
CBETOBHOM3BECTHH MalicTopu, karo Moxen Jlpomakpoa, Orioct Penoap, Aupu Maruc,
[Ton Cunsik, Aunpe Jlepen, XKak Buiton, Xron [Tackun, bepuap brode u ap. I1o u3puanara
BOJIsL HAa jpaputenure oT 1986 r. mpousBeeHUsITa OT KOJEKIUATA ca HEM3MEHHA 4acT OT
MOCTOsIHHATa ekcno3uus Ha ['anepusra. IIpe3 n3rexyinTe roqMHU HACTHIIMXA IPOMEHU
B CHCTOSIHUETO Ha TIOBEYETO TBOPOM, KOETO HAJOXKHU Ja ObAAT MpeanpueTH NeHcTBUS
M0 ChXpaHsABaHETO W oma3zBaHeTo WM. C Taszu 1en Oe M3TrOTBEH MPOEKT 3a 0e30IMacHO
eKCIIOHMpaHe Ha Tpa@UYHUTE MPOM3BENCHUS OT KOJEKIUATAa, KOWTO Oe peajn3upaH
B arenuero Ha HI'UU mpe3 2007 — 2008 1. cbe cpenctBa, otimycHatu oT Hanmonanen
napurencku ¢oun “13 Beka boarapus”. OcHoBHATa Uiesl Ha MPOCKTa € M3MOJI3BAHETO
Ha CHENMaTU3UpaHd MaTepuaau (MPOTEKIMOHHU TMAacrapTyTa, Oe3KUCENIMHHU XapTHU
U KapToHH, cThkia ¢ UV-3amuTa, eJIeMEHTH 32 MOHTaX M OKauBaHE), ChOOpa3eHU ChC
CHbBPEMEHHUTE HM3UCKBaHMS 32 €KCIIOHMpaHE Ha TpadUyuHU MPOHM3BENEHHUS B My3eliHa
cpena. OcurypsiBaHETO Ha TIOI0OHU YCIIOBHSI JIOIBJIBA U 3ama3Ba e()eKTa Ha MPOBEICHNUTE
pecTaBpaiiOHHN HAMECH, TapaHTHPaKK 6e3 PUCKOBO MPUCHCTBHE HAa TBOPOUTE B 3aJIUTE
Ha ['anepusra.

Kpuctuna BEJIEBA
3aBEXKIAlll PECTaBPALIMOHHO aTeIne
PecTaBpanmoHHO arenue KbM
Hannonannara ranepus 3a 4y>KIECTPaHHO
M3KYCTBO

Kristina BELEVA
Chief conservator
Conservation Laboratory at
The National Gallery for Foreign Art

SAFE Mounting And Exhibition of Works On Paper:
Collection “Kostadin and Claudia Deltcheff”

The collection of Kostadin and Claudia Deltcheff is one of the most significant
donations in the National Gallery for Foreign Art (NGFA). It includes works of some
world famous masters like Eugene Delacroix, Auguste Renoir, Henri Mattisse, Paul
Signac, André Derain, Jacques Villon, Jules Pascin, Bernard Buffet, etc. Following the
explicit will of the donators, since 1986 the works of the collection invariably participate
in the permanent exhibition of the Gallery. During the past years the condition of most of
the works changed, which imposed actions aiming preservation work to be taken. With
that end in view a project was elaborated for a safe mounting and exhibition of the graphic
works of the collection. This project was realized in the conservation laboratory at the
NGFA during the period 2007-2008 with funds granted by the National Donation Fund
“13 Centuries Bulgaria”. The main idea of the project is the use of specialized materials
(protective mounts, acid free papers and cardboards, glasses with UV-protection, mounting
and hanging elements), conformed to the contemporary requirements for exhibition of
graphic works in museums. Creating such conditions complements and preserves the
effect of the executed conservation treatments, thus guaranteeing a non-risky existence of
the works in the Gallery halls.



IIPEJ[U3BUKATEJICTBA npu pecmaspayusma Ha
eonsamopopmamuu kapmunu: “‘Camyunosume 6ounu’
na Ceemaun Pyces

PecraBparusita Ha KapTHHU C OTPOMHH pa3Mepu MOCTaBs PEUIla MpoOIeMH Tpe
pectaBparopute. Te Morar ga 6b1aT OT pa3IMYHO €CTECTBO: JIOTUCTHYHO, TEXHOJIIOTUYHO,
TE€XHUYECKO, (PMHAHCOBO U T.H.
Tabnoro npencraps pecraBpanusTa Ha kaptunara “CamyunoBure Bounu” (1975) Ha
akaa. CerninH PyceB kato 100pa mpakTKa IMpH perraBaHeTo Ha HIKOW MPOQeCHOHATHI
MPEIN3BUKATEIICTBA.
Kaprunara e ¢ pasmepu 300x400 cm, pucyBaHa BbpXY JICHEHO IUIaTHO, CHUIUTO OT
JIBE YaCTH.
CwxpaHsBaHa € IPH U3KIFOUUTEITHO HETTOIXOISIIH yCIIOBHs. TO3H (hakKT, B IOITBITHEHUE
C HSIKOW XapaKTEPHU 0COOCHOCTH HA TEXHUKATA Ha XyTOKHHUKA, Ca MPEIN3BUKAIN PEANLIa
paspymeHus.
[IpencraBeHu ca HIKOM OT OCHOBHHUTE MPOOJIEMH KaTO:
1. Hamupane Ha momenieHue ¢ OAXOIAIIA TUIONI M BUCOUMHA.
N360p Ha TexHMKA 3a U3MTak1aHe Ha epopmaruute. Ciiesl HAMPaBeHUTE Pa3TuIHI
OIUTH 32 JIOKAJHO MpHITIAKIaHEe Ce 0Ka3a, 4e € HeOOXOAMMO KapTuHara J1a Obie
M3ITbHATA HA MOJpaMKa

3. TloaroroBka 3a ay0nak Ha KapTUHAaTa U Ha AyOnakHO 1uiaTHO. B Bwirapus Hama
TUTATHO C HEOOXOIMMUTE Pa3MEpH M TOBA HAJIOXKH JIyONIa)KHOTO IJIATHO Ja Obaa
3aIIUTO OT JIBE JICHTH.

4. TexHuka Ha ryOnaxa.

KoHncTpykius Ha HOBara rnoapamMka.

6. HeobxomuMocT OT Hanu4We Ha 3HAYUTEIIHU KOJIMYECTBA OT MaTEpPHAIIHTE,
MpeIBUICHU J1a ObJIaT BIOKEHH IPH PECTABPAIHSTA.

Peanmn3upanero Ha OZOOHM POEKTH Hajlara HETPAAUITMOHEH TTOIXO] ¥ CTIOJIEIISTHETO
Ha OIUTa OT PENIaBaHETO HAa KOHKPETHHU CIIydau € OT IMoJ3a 3a pectaBparopute. To nasa
BB3MOXKHOCT 33 OTKPHUBaHE Ha OTIPENIEIICHH Mapajielid, HacOYBa MUCJICHETO B TBOPUYECKA
HACOKa ¥ IoMara 3a OTKbCBAaHETO OT HSKOW CTEPEOTHITHHU MPAKTHKH.

hd

CHALLENGES in the conservation of oversize paintings:
Tzar Samuil's Soldiers, painted by Prof.Svetlin Russev,
as a case study

The conservation of large oversize paintings raises many challenges to the
conservators.

They can be of various characters: logistical, technical, technological, financial etc.

The poster presents the conservation of the painting Tzar Samuil’s Soldiers (1975), by
Prof. Svetlin Russev as a successful practice in solving the some of the specific problems
with such cases.

The painting was 300x400 cm size, and painted on linen canvas, which was sewed
of two strips. The painting was kept in tremendously unfavorable conditions. This fact,
along with some features of the artist’s technique, caused serious damages.

Some of the major challenges to the conservators:

The size (scale) of the painting required studio with very large space and height.
Finding appropriate technique for removal of the deformations.

Preparation of the painting and of the new canvas for lining.

Adopting a specific lining technique.

Construction of the new special stretcher.

Large amount of the materials needed for the various processes.

The accomplishment of conservation project like this requires untraditional
approach. In this respect sharing the positive experience could be very beneficial for the
conservators. It gives an opportunity for finding parallels with other cases, and directs the
attention towards more creative thinking. It also helps for avoiding some stereotypes in
the conservation practices.

NG



KOHCEPBAIIHUA na xknueu 6 Myzea 3a 8usauHmuicka
kyrmypa, Conyn — I 'vpyus

Kuurure ca ciaoHM DaMETHULIM HA KYJITypara ¢ oA4epTaHa OCHOBHO YTHUJIMTAapHA
¢yHkuus. Berpeku ToBa B MpakTUKaTa UMa U OU TpsAOBAIIO Ja MMa SICHO pa3rpaHuvaBaHe
MEX1y KHUTUTE, KOMUTO W3MbJIHSABAT INIABHO YTWJIMTApHA POJIsi U KHUTUTE, KOUTO C€
BB3IIPUEMAT IIPEIU BCUUKO KaTO My3eiHU 00eKTH. Tak1Ba CbC CUTYPHOCT Ca PHKOIIMCHUTE
U pPaHHUTE NEYaTHU KHUTW, KOUTO OCTABaT CBMJIETENM HAa TEXHUYECKUTE U KYJITYypHU
aCIEKTH Ha MUHAJIOTO.

Konceppanusita Ha kauru B My3est 3a BuzanTuiicka kynrypa (MBK) BewiiHocT ce
olpeieNis OT XapakTepa My Ha XpaHWIUIIE 32 00€KTH, KOUTO, OCBEH Y€ C€ ChXpaHIBaT B
Hal-MOAXOASIIHN YCIOBHS, MOAJEKAT U HA MIPOYyYBAaHE BbB BCUUKUTE UM MaT€pUaHU U
KyJATYpHHU KoHOTaluu. Ilopaau ToBa 3ama3BaHeTO Ha BCUUKU CBEIEHUS, KOUTO OOEKTUTE
HaTpynBar B ce0e CU IIPU MbTYBAHETO CH IPE3 BPEMETO, € OT IbPBOCTEIIEHHO 3HAYEHHUE,
OCBEH aKO TOBa 3alla3BaHe He Hajara Ja ce MpaBsT KOMIIPOMHUCH ¢ 0€3011acHOTO OIla3BaHe
Ha CaMUTE 00EKTH.

[Ipu m1aHUpPaHETO U UBITBIHIBAHETO HA KOHCEPBALIMOHHU HAMECH BbPXY PHKOITMCHU
u neuatan kaurd B MBK ce cro0passiBame ¢ nBa akropa:

1. CremneHra Ha 3a1ma3eHOCT Ha Ja7icH O0EKT.

2. Hcrtopuueckure M TEXHUYECKH CBEJCHHS, KOUTO TOW BCE OIlE HOCH, Karo
MOJBBP3UATA, CHIIMBAHETO HA TETPAIUTE U T.H.

Taka Bcsika KOHCEpBaIlOHHA JICHHOCT 110 J1aZicHa KHUTa ce MonuuIpa cho0pa3Ho
TE€3U J[Ba MIapaMeThpa B OIUT Ja CE 3a4€TaT HAITbJIHO U JIBaTa.

[Ile 6paar npeacTaBeHH J1Ba IpUMeEpa, KOUTO WIIOCTPUPAT TO3U I'bBKAB MOJXO/:

1. MBP 24. My3ukaineH pbKOIUC, HAUCAH BbPXY XapTus rnpe3 XV B.

2. Vlatadon 51. Pbromnmc-MeHONOTHH (PBKOMHMC-MECEIOCIOB), HAIKMCAH BbPXY
neprament npe3 XII B.

BOUDALIS

BOOK conservation in the Museum of Byzantine Culture,
Thessaloniki —Greece

Books are complex cultural objects with a marked and primary utilitarian function.
Nevertheless in practice there is and should be a clear distinction between books which
serve a primarily utilitarian role and books which are understood primarily as museum
objects. Such are certainly the manuscript and early printed books which stand as witness
of technical and cultural aspects of the past.

Book conservation in the Museum of Byzantine Culture (MBC) is conditioned
in fact by its character as a depository of items which except been preserved in the
most appropriate conditions are meant to be studied in their fool material and cultural
connotations. Therefore it is of a primary importance that any evidence that the item
retains itself from its passage through time is carefully preserved unless such preservation
compromises the safe preservation of the object itself.

In planning and executing the conservation of manuscript and printed books in MBC
there are two factors which are considered:

1. The state of preservation of a given item

2. The historical and technical evidence that it still retains such as the binding the
sewing of the gatherings etc.

Therefore any conservation work in a given book is tailored according to these two
parameters trying to ideally respect both.

Two examples will be presented illustrating this flexible approach.

1. MBP 24. Music manuscript written on paper in the 15" century

2. Vlatadon 51. Menologion manuscript written on parchment in the 12" century



PEPECTABPAILIHUA na anmuuno cmvkio

HacrosmusaT noctep mpeactaBst ABa METoAa 32 Bb3CTAHOBKA HA MAaMETHUIU OT
CTBKIIO.

PepectaBpanuara Ha Bcekd CbJ 0Oe HaJlOKHUTETHA TMOpaad HEMPaBHIHO
MoA0paHUTE MaTepHUalu U JIOIIO U3MbJIHEHHE Ha Bb3CTAHOBKUTE, KOUTO HapylllaBaxa
€KCIO3UIIMOHHUS BU Ha aMeTHUKa. [Ipu pepecraBpanusita Oe npuiiokeHa METOIUKa,
paspaboTena B nabopatopusaTa Ha PUMCKO-repMaHCKH LIeHTpalieH My3eil rp. MaitHi-
I'epmanust.

CONSERVATION Treatment Of Ancient Glass

The poster represents two different methods of conservation treatment of artifact made
of glass. The improper selection of the conservation materials and poor reconstruction
of the missing fragments done by previous conservation and restoration attempts have
seriously

compromised physical and aesthetical integrity of the artifact.

This has prompted a new treatment carried out in 2008™, which exploited a
methodology developed by Romano-Germanic Museum, Mainz.



PECTABPAIIUA Ha noosvp3uu Ha pwKonucu —
MUHUMATHA Hameca ¢ yel 3ana3éame Ha BaHCHA
KOOUKOJLO2UYHA UHGOPpMaLUs]

Pwronuchara coupka na LICBII “Us. JlyitueB”, cheTosimia ce oT Han 700 Tpbukwy,
CJIaBSHCKM M OPUEHTAJICKU PBKOIUCH, C€ OTJIMYaBa C MpeodianaBall Opoil 3amazeHu
OpUTHHAIIHU TOABBP3UH. lloABbp3uATa W BCHUYKM KOHCTPYKTUBHHM €JIEMEHTH Ha
KHATaTa HOCAT WHTEPECHA KOIWKOJIOTHYHA WH(MOpMalUs, KOATO B TIOCIEIHUTE
JIECEeTIIIeTUsI € OOCKT Ha MHOTO Hay4yHHW u3cienBaHus. [locTepbT moka3Ba HIKOIKO
puMepa 3a MUHUMAaJTHA HaMeca ITPH PECTaBpallvsi Ha MOBbP3UH, LIEJIAIIa 3aa3BaHe Ha
OpPUTHHAIIHUS BUJ U CHIIIEBPEMEHHO Bh3CTAHOBSIBAHE HA (DYHKIUATA HA MOIBBP3UAITA.

Pymsana JIEHEBA
LleHTbp 3a clIaBIHO-BU3aHTUHCKH MPOYYBAHUS
“Upan [dyitue” npu CY “Cs. KiiumeHT
Oxpuacku”

Roumiana DECHEVA
Ivan Dujcev Centre for Slavo-Byzantine Studies
to the Sofia University “St. Kliment Ohridski”

CONSERVATION of Bookbindings by Minimal
Intervention In Order To Save Important Codicological
Information

The manuscript collection of the Ivan Dujcev Centre, which consists of more than
700 Greek, Slavonic and Oriental manuscripts, is remarkable with the big number of
original bookbindings preserved. The binding and all constructive elements of the book
cary interesting codicological information, which is subject of increasing scientific interest
in the last decades. The poster presents some examples for minimal intervention during
the conservation treatment of bookbindings in order to preserve the original appearance
of the codices, restoring at the same time the funktion of the binding.



KOHCEPBAI[HUOHHO mpemupane mHa uxoHama
“Ceanane om kpvcma”’

TabnoTto mpeacTaBs KOHCEPBALMOHHOTO TPETUPaHe Ha MKoHaTa “CBaJisiHe OT KpbCTa”,
npoBeneHo B Mysest benaku nipe3 2007 r. Ukonara e ot 3anaana Makenonus, XIV B., a
TEXHOJIOTHATA I € siiiueHa TeMiepa BbpXY AbpPBEH MaHed.

Hkonara e mpeThprisiiia HHIIUISHT U CJIe]] MEXaHUYHA MOBpela HSIKOU Y4acThIHU OT
’KMBOIMCHATA TIOBbPXHOCT, PA3MI0JIOKEHH BbPXY THHKO ITapye OT OCHOBATa, 0s1Xa OT/AEICHU
oT obekra. MkoHaTa e ¢ mpeaxofHa KoHcepBalus, Hail-BeposTHO oT 1950 r. /IbpBenara
OCHOBa Oellle MHOTO KpeXKa BCJIE/ICTBUE HalaIeHHe OT HACEKOMH, YHUTO KaHAJIM ca OMITU
3alBJIHEHH C TOJIMYpeTaH, a 3aryOuTe OT ABPBEHHUs MaHesl ca OWINM 3aMEHEHH C HOBU
napyera IbpBO, 3aJICNICHU C €MOKCHAHA cMoja. [o *HBOMUCHATa MOBBPXHOCT HMMaIle
MHOTO HAa/P)KUBOIIMCBAHMSI M Bb3CTAHOBKU B YYAaCTBIMTE ChC 3aryOH, KaTO HAKOM OT TSIX
ch3/1aBaxa 3a0JTyKI€HUETO, 4e Ca OPUTHMHAIIHYA YAaCTH OT TEXHOJIOTUATA HAa HKOHATa (Harp.
TEKCTUJIBT, U3MOJI3BaH 3a 3aI'bJIBAHE HA JIUIICH B CJI0sI 005 B LIGHTHPA U 10 Kpailiara).

3a u3cne[BaHEe HAa CHCTOSHUETO HAa MKOHATa OsiXa M3IMOJI3BAHU HEIAECTPYKTUBHU
TEXHUKH, KaTO M3CJIe/IBaHE C ONITHYHA MUKPOCKOIUS, MynTH-criekTpaiHo (UV —IR Buaum
CIEKTBhpP) 3aCHEMaHe, PeHTreHoBa pajuorpadus, kommoTbpHa TomMorpagus (CAT), 3a
uaHTH(UKAIMI Ha cTapuTe KoHconuaanT 6e n3non3Ban FT-NIR-ananu3 (Fouriertransform
near infrared spectroscopy). C momorira Ha T€31 TEXHUKH OSIXMe CIIOCOOHHU /1a OLIEHUM
HACTOSIILIOTO ChCTOSIHME HAa MKOHATA, KAKTO M J1a XapaKTepu3upaMe KOHCOIHUIALMOHHUTE
MaTepuaiad, W3MOJI3BaHM IpH MpenuiiHata pecrtaBpauus. CrapuTe KOHCONIMIAHTU
— MOJIMYPETaH M €MOKCHIHA CMOJIa, Bedye Osixa MPEKOMEPHO OCTapsuld, MOJIMYpPETaHbT
u3abpka 10 roquHM, cesl KOeTo cTaBa dyIUIMB M HEMOAXO/IAI 32 YKpelBaHe Ha KpexKara
J'bPBECHHA, A €MIOKCHIHATa CMOJIA KaTo a/IXe3MB € HEChbBMECTHMA C JbPBOTO, KOETO HUMa
ciaba MexaHMuYHa ycToiHunBOCT. Cnesl KaTo MKOHaTa Oe M3ciesBaHa, Oe MpeLeHeHo, ye
3a J1a ce OCHI'YpH 3ama3BaHeTo W 3a B Objelle, MOJMYPETaHBT U EMOKCHIHATA CMOJIa
TpsiOBa Ja ObAAT OTCTPAaHEHH U MKOHATa TpsiOBa aa Oble koHcepBUpaHa. HagsBam ce, ue
¢ ToBa TalIo 11e 00SCHS HAYMHA HAa MHUCIIEHE U METOAOJIOTUATA Ha KOHCOJIUAAIMOHHOTO
TpeTUpaHe ¢ ynorpeda Ha MaTepualid, CbBMECTHUMH C IbpBEHATa CTPYKTypa Ha HKOHATA.

Helen Veronika FARMAKALIDIS
Conservator
Benaki Museum
6 Hesiodou str., GR 10674 Athens, Greece

CONSERVATIONtreatmentoftheicon “TheDeposition
of Christ”

This poster is about the conservation of the icon “The Deposition of Christ” which
was held in the Benaki Museum during 2007. Icon’s technology was egg tempera on
wooden panel, and it’s from Western Macedonia, c. 1400.

The icon had an accident and after a mechanical damage some areas of the painted
surface which were attached on a thin slice of wood were detached from the object.
The icon had been previously conserved, probably during 1950. The wooden support
was very fragile after an insect infestation, gaps because of insects had been filled up
with polyurethane and lost of the wooden panel were replaced with new pieces of wood
adhered with epoxy resin. The painted surface had many over paintings and gap fills of
the painted surface, some of them where misleading the viewer as original parts of the
icon’s technology (for example the textile which was used for filling the lost of paint on
the center and edges).

For the examination and investigation of icon’s condition were used no distractive
techniques, such as examination with optical microscopy, with multi-spectral (UV-
IR-visible spectrum) imaging, X-radiography, computer aided tomography (CAT),
for identification of the old consolidant was used near infra-red (FT-NIR). With
those techniques we were able to evaluate the present condition of the icon and also
to characterize the consolidant materials which had been used on past restoration. The
old consolidants were polyurethane and epoxy resin which had been failed on time after
ageing, polyurethane has a life time of 10 years and then it becomes brittle and unsuitable
for supporting the fragile wood, also the epoxy resin was no compatible adhesive with
wood which had poor mechanical properties. After the examination of icon it was defined
that for its future preservation the polyurethane and the epoxy resin had to be removed and
the icon need to be conserved. I hope that by this poster I will explain the way of thinking
and the methodology of proceeding to the consolidation treatment by using compatible
materials with icon’s wooden structure.



PECTABPAIIUA na nopyenanosa niouka om ¢poHoa
Ha my3esi na HXA

OO0eKT Ha HACTOSIOTO MPOyYBaHE € peedHa MopLeTaHoBa MI0YKa OT (PoHIA HA
My3est Ha Hanmonannara XynokecTBeHa akaieMus .

[Tnoukara e ¢ Heronemu pa3mepu. M300pa3eH e nopTpeT Ha Mitaja KeHa B mpogu
Ha (oHa Ha melzax. Haill-mbiHO BB3AEHCTBHE OT M300paKEHUETO CE€ MOCTUTa IpHU
HaOIIOZICHUETO My Cpelly M3TOYHMK Ha cBeTnHa. Ha rppba e oTmevyaraHa mapkara
Ha npousBonutens - Konigliche Porzellan Manufaktur, bepnun, a crunuctukara u
nocouna jnara mexay 1837 u 1844 ronuna.

CBCTOSIHHETO Ha [TpeMeTa IPU NOCTHIIBAHETO MYy 32 pecTaBpanys 6¢ OTHOCUTEIHO
100po, Karo ce M3KII0YAT MOBbPXHOCTHUTE 3aMBbPCABAHMS IO JABETE MOBBPXHOCTH,
CUYIIBaHMUSATA, 3aCATAIIN NPEAUMHO TopHaTa 1/3 OT ruio4kara, KakTo U ONMUTUTE T Aa
Obje 3anerneHa U cTadWiIM3MpaHa ¢ MOMOIITa Ha KepaMH4Ha jodka. Jlumncute Osixa
OrpaHMYCHU JI0 €IMH MaIbK ()parMeHT Mpe]I JIMIETO Ha (pUrypara v HIAKOJIKO HErOJIeMHU
OTJIIOCTIBAHMS 10 PaMKaTa B 30HUTE HA CUYIIBaHE.

Kato ocHoBeH mpoOiieM ce odepTaxa KOMIIEHCHPAHETO Ha JUICUTE (0COOEHO Ha
Ta3W B IIGHTHhpPA HA IUIOYKATa) M MO-HATATBIIHOTO ChbXpaHsABaHe Ha ruiouykara. Cruen
HalpaBeHHUTE OMUTH O€ YCTAaHOBEHO, 4e Hai-noaxo st Marepuan e Kallocryl, Twit
KaTo Clie/l BTBbP/ISBAHE MAaTEpUATBT MPUTEKaBa U3BECTHA IPO3payHOCT. JIuncpamure
ydacTbly Osixa 3aI’bJIHEHH ¥ IOJIMPAHU J0 MOCTUTaHE Ha TIOBBPXHOCT C UIACHTHYHH Ha
OpHUrMHAJIA TTOKA3aTEIH.

Bpbiianero Ha miio4kara BbpXy cTapara it 0cHOBa 0€ HEMHCIMMO MTOPaaX HAKOIKO
npuyrHU. OT e1Ha CTpaHa pa3MepHTe He Ca MOAXOAAIIH, a OT IPYra - HEIPO3PaYHOCTTA
Ha MaTepusATa He MO3BOJIsIBA J1a C€ BUIU MapKaTa Ha mpousBoautensd. be paspaboren
MIPOEKT 32 HOBA OCHOBA, KOSITO €THOBPEMEHHO J1a CIYXH H 32 OIAaKOBKa Ha IUIOYKATa,
Taka 4Ye E€JIHOBPEMEHHO Ja MO3BOJISABAa BB3IPHEMAaHETO HAa OOEKTa M ONTHMAJIHO
Ja BB3IPEISATCTBA AaKyMYJIMPAaHETO Ha Tpax M IOsBaTa Ha HOBH HOBBPXHOCTHH
3aMbpcsABaHU. 3a LENTa € MPeABHICHO U3padoTBaHE Ha TPUCIOHHA CTPYKTypa OT
IUIEKCUINIAC U CTBHKJIO, B KOATO Ja ObJie TOMecTeHa penedHara miouka. M300pbT Ha
MaTepHajy € MPOAUKTYBaH OT ChbOOpaKeHHs 3a MPO3PAYHOCT, 3[paBUHA, YCTOMUYUBOCT
Ha M3/IpackKBaHe U HE Ha OCIIeTHO MACTO - JIeKoTa. Jlo n3paboTBaHeTo Ha ITpeIBUICHATA
OTIAaKOBKa, TJIOYKaTa BPEeMEHHO € (huKcupaHa KbM CTBKIO ¢ pazmepu 200 / 200mm c
pastBop Ha Paraloid B-72, pa3TBopeH B alleToH, U OMaKOBaHA B HSAKOIKO CJIos bubble
wrap.

1-p Kpacumupa ®@panrosa
Hannonanna xynoxecTBeHa akajieMus
karenpa “PecraBparnus™
ya. “Ilunka” 1
Codus, bearapus

Krassimira FRANGOVA, PhD
National Academy of Arts
Department of Conservation
1, Shipka Str.

Sofia, Bulgaria

krassy frangova@yahoo.com

CONSERVATION of a Porcelain Plate from the Museum
of the National Academy of Arts

The present case study is a relief porcelain plate which belongs to the museum of the
National Academy of Arts in Sofia.

The plate is of a small size. A half-face portrait of a young woman is depicted on
a landscape. The effect of a black and white photograph is achieved when the plate is
being looked at in transit light. There is an incised manufacturer’s mark on the back of
the plate - vertically lined scepter, two inscriptions: K.P.M and 421, and a small circlet.
The research showed that the stamp belongs to the Konigliche Porzellan Manufaktur,
Berlin. Stylistically it could belong to the production between 1837 and 1844. The state of
preservation of the plate is relatively good, with the exception of the surface dirt deposits,
the breaks localized mostly at the upper 1/3, as well as the attempts for its reassembling
and stabilized on top of a ceramic tile. The missing parts are minor - there is a small
particle in front of the forehead of the woman missing and few scales from the border
alongside the break edges.

The cleaning of the surface was undertaken by means of a neutral soap and warm
water and helped with a soft brush for the deeper incisions of the relief. The glue from the
previous treatment was removed by means of acetone and a surgical blade.

The main problems could be summarized as follows - the in-filling of missing parts
(especially the one in front of the face of the woman) and the further storage of the plate.
After some experiments were undertaken, it was decided that Kallocryl is the most suitable
material for the in-filling, because after setting it is semi-transparent. The missing parts
were in-filled and then polished till a surface identical to the original was achieved.

It was obvious that the plate could not be mounted back on top of the ceramic tile, due
to its size and its opacity (the latter obstructing the possibility to see the manufacturer’s
mark). This is why a project for a new mount, which could also be used as a packing, was
elaborated. It aimed at both to ease the perception of the plate itself and the manufacturer’s
mark and to impede from accumulating dust and the appearing of new surface deposits.
Thus a multilayered structure, consisting of two layers of Plexiglas and one covering
layer of glass, was envisaged. The choice of the materials was prompted by taking into
consideration issues as transparency, solidity, resistance to scratching as well as lightness
in weight. Until the new mount is prepared, the plate was temporarily fixed on top of a
glass sheet (200 / 200mm) by means of an acetone solution of Paraloid B-72 and then
wrapped with several layers of bubble wrap foil.



PECTABPAL[MOHHM oeunocmu no 8pvuyanemo Ha 06a
CMEeHONUCHU (hpazmenma 8 OOAHCKAma YbpKed

bosiHCcKaTa 11bpKBa € BKIJIIOYEHA B JINCTaTa Ha CBETOBHOTO KYJITYpHO HAcCJIEICTBO Ha
IOHECKO wu npezacrasisiBa HHTEPEC ¢ TPUTE CU NIEPUOJA HA TPALECIK U HAKOJIKO IIEPHOZA
Ha u3nucsane. [Ipu pectaBpanmonHuTe paboTH, NPOBEICHHU B LIbpKBaTa oT pod. [ puropu
I'puropos n Bnagumup L{BetkoB mpe3 2007 1., Ha ceBepHaTa CT€Ha Ha Haoca (Haii-
cTaparta M3TOYHA YacT Ha Xpama) Osixa BbpHATH JBa CTEHONMUCHH (parMeHTa, CBAJICHU
IIPU MPENIIHN pecTaBpallMOHHU HamecH. Te 00xBalar yacT oT rpyrna oT BOEHHH CBETLH
U IPUYMHUTE, TIOPaIU KOUTO ca OMIIM CBAJIeHHU, OCTaBaT HESICHU 3a HacC.

[IbpBUAT (PparMeHT, KONTO MpeacTaBs 4acT OT H300pakeHue Ha CB. leopru u e
eKCIIOHMpAH B €K30HApTEeKca Ha I[bpKBaTa, TpsOBame na ObJe OTIeNeH OT HoBaTa CU
ocHoBa. Hamecure 1o BTOpus ()parMeHT, IpeAcTaBisBall yacT OT Topca Ha CB. JIUMUTBD,
0s1xa MHOTO MO-TPYJIHHU, ThH KaTo TO Oerie CHIIHO (pparMEeHTHpaH U € OUJl ChXpaHsBaH
IIPH JIOIIM YCJIOBHSI ChC 3alIMUTHO oOnenBane mosede oT 20 roguau. Crnen BPbILIAHETO
Ha JBara ()parMeHTa Ha I'bPBOHAYAJIHUTE MM MECTa, Tpylara Ha CBETLIUTE-BOMHHM Ha
ceBepHara cTeHa B “[IppBara rbpkBa’ NpuaoOM MakCUMasHa LsUTOCT.

npod. I'puropu 'PUTOPOB
Brnanumup IBETKOB

Prof. Grigori GRIGOROV
Vladimir TSVETKOV

RESTORATION Works For Putting Two Mural Fragments
Back 1o Their Places In Boyana Church

The Boyana church is included in the UNESCO list of cultural heritage and is
interesting for its three building and several painting periods. During the restoration works
conducted in the church by prof. Grigory Grigorov and Vladimir Tzvetkov in 2007, two
mural fragments taken off the wall in previous restoration treatments, were put back to
their places on the north wall of the nave (the most ancient eastern part of the temple).
These fragments belong to a group of military saints and the reasons why they have been
taken off remain unclear to us. The first fragment, representing a part of an image of St.
George and exposed in the exonarthex of the church, had to be detached from its new
support. The treatment of the second fragment, representing a part of the torso of St.
Demetrius, was much harder, since it was very fragmented and had been kept in bad
conditions with its protective facing for more than 20 years. After the fragments had been
put back to their initial places the group of military saints on the north wall of the nave in
Boyana church gained in integrity.



PAMKHUPAHE na ¢hpomoepaguu u npouzsedenus Ha
UBKYCMBOMO 8bPXY XAPMUs

PamkupaneTo Ha hotorpaduu 1 npou3BeeHUS Ha U3KYCTBOTO BbPXY XapTHs UMa HE
caMo ecTeTHdecka, HO M 3amuTHa QyHkuus. [lacnapryTo, pamkara, rbpOBT U CTHKIOTO
npesnaspar apredakra OT MEXaHUYHH MTOBPEIH, 3aMbPCUTENN U KPaTKOTPaitHU IPOMEHHU
B CTOWHOCTHTE Ha TeMIIEpaTypaTa U OTHOCHUTEITHATA BIQKHOCT Ha Bh3yXa. 3a 1a Opaar
no0pe 3aIlUTeHH OPUTHHAIHNTE, 00aue, paMKHPAHETO TPSOBaA Ja € U3ITBJIHEHO MTPaBUITHO, a
H3M0JI3BAHUTE MaTCpuain Tpﬂ6Ba Ja OTTroBapAT Ha OINPCACIICHN U3UCKBAHHUA 3a Ka4C€CTBO
U IBJITOTPAHOCT. YroTpebara Ha HUCKOKAUYECTBEHH KapTOHH, JIETIHJIa U CaMO3aJIeTIBaIIN
JICHTH 32 paMKHpaHe, KpUe CEpUO3HU pUCKOBE 3a apTedakTute. [IpoabKATE THAS KOHTAKT
Ha IMPOU3BE/ICHUATA C XUMUYICCKH HECTAOMTHUTE BEIIECTBA B ChCTaBa HA T€3W MaTEePHAIIN
MOXe€ J1a JIOBe/e J0 OTClIa0BaHe Ha MeXaHMYHATa 3[ApaBHHA HAa XapTHITA, MPOMsHA Ha
1BeTa i, oOpa3yBaHe HA METHA U JIp. MHOTO Y€CTO Ha OTIIMYHO ChXPAHEHU BHB BPEMETO
IIPONU3BCACHUA OMBaT HaHECEHU H606paTI/IMI/I IETU OT HU3IIOJI3BAHCTO HA HCIIOAXOISIITU
MaTepuaIl U METOIH 32 paMKHUPaHe.

[lenta Ha HacTOAMIOTO TA0JIO € 1a MPUBJIeYe BHUMAHUETO BEPXY POOIeMHUTE, KOUTO
BB3HUKBAT OT HEMIPABMITHO PAMKHPAHE | JIa CIIOMOTHE 3a PeIIaBaHETO UM, KaTo MTPEICTaBU
HAKOU IMOJIOKUTCIIHU IIPAKTUKH B Ta3W HACOKaA.

FRAMING Of Photographs And Works Of Art On
Paper

Framing of photographs and works of art on paper has not only esthetical function,
but also serves as their protection. The mat, the frame, the glazing and the backing layers
protect the artifact from mechanical damage, pollutants and short-term fluctuations in
temperature and relative humidity. However, to give good protection to the originals,
framing should be done properly and the materials involved should meet the required
standards for quality and stability in time. The use of poor quality cardboards, adhesives
and tapes for framing seriously endanger the artifacts. Paper can be weakened, stained or
its color may be changed by prolonged contact with the chemically unstable substances
which are part of these materials. Very often perfectly preserved in time artworks are
irreversibly damaged because of inappropriate methods and materials used for framing.

The goal of this poster is to bring the attention to the problems which are due to
improper framing and to help solving them by showing some positive practices in this
direction.



TIHOYUCTBAHE na uxkonu u cmenHonucu ¢ HecmaouieH
HCUBONUCEH CIIOU

IlenTa Ha MOYMCTBAHETO € Ja OBJAT OTCTPAHCHH PA3IUYHH HACIOCHHUS, KOHTO
3aTPYIHSABAT €CTETUYECKOTO BBH3IPHUEMAHE HA MPOM3BEIACHUETO Ha W3KYCTBOTO WIIH MY
Bpeaat. ChIIEBPEMEHHO TOBa € €HAa OT HaW-OTTOBOPHHUTE HAMECH B PECTaBPAIHATA,
3aI110TO U3BBPIIICHA HEMPO(HECHOHAITHO MOXKE J1a HaHECe OOIIMPHU U HEOOPATUMHU ITOBPEIN
Ha pa3jMYH{ YacTH Ha MPOU3BEACHUATA. ToBa € 0COOCHO BaXKHO 3a MPOU3BEICHUATA HA
YKUBOITHCTA, TIPH KOMTO B MHOTO CTy4Yau >KHBOITUCHUSAT CJIOH € OTCIIA0CH OT Bb3/ICHCTBUETO
Ha OKOJIHATa CpeJia W/WJIU 10 TEXHOJIOTHYHU NMPUYHHU. B TO3M ciiydail MOYUCTBAHETO Ce
OKa3Ba M3KJIFOYUTEITHO MPOOIEMATHIHO U KpHe 3HAYUTENICH PUCK OT 3aryOu Ha 4acTH OT
JKUBOMHUCHUS ciiod. [TokazaHuTe B HACTOSIIATa TeMa MPUMEPH IMPEACTABIT Pa3IudHU
HAYMHU OIMACHOCTTA Jia Objie M30erHaTa WM CBEJICHA 10 MUHUMYM. Te ca: M3IoJI3BaHe
Ha IOAXOMASIIAa KOMOWHAIIUSA OT Pa3TBOPUTENH, MOYHCTBAHE HA CYXO ChC CIICIHATHO
pa3paboTeHH 3a 1eNITa MPOAYKTH U CPEJICTBA, IPEIBAPUTEITHO YKPEIBAHE C ITOCIICIBAIIO0
TOYKOBO IMTOYHCTBAHE U JIp.

Ha nBe Tabna me ObaaT npeacTaBeHu MpoOJeMUTE Ha JIBE€ HKOHU U CTCHOIIUCUTE OT

JABC IBPKBHU.

Arnmuka MKOHOMOBA
Mupa Xpucrosa

Aglika IKONOMOVA
Mira Hristova

CLEANING of Icons And Murals With Unstable Paint
Layer

The purpose of cleaning is to remove different deposits, which hamper to perceive
esthetically the works of art or harm them. At the same time this is one of the most
responsible conservation interventions because, if executed unprofessionally, it can cause
great and irreversible damages to different parts of the works. That is specifically important
for the paintings, where the paint layer is very often weakened by environmental influences
and/or technical causes. In such a case cleaning occurs to be exclusively problematic and
carries a considerable risk of losing parts of the paint layer. The examples presented in
the poster suggest different ways of avoiding or minimizing the danger. These are: use
of convenient combinations of solvents, dry cleaning with special purpose-developed
products and tools, preliminary consolidation followed by dots-cleaning, etc.

Two posters will treat the problems of two icons and the mural paintings of two
churches.



CJHOBALIKUAT  xowmexkcm 6  ucmopuyeckume
domoepaghuu

Cvemecmen npoekm 3a npoy4eane u Koncepeayus Ha pomozpaghuu Ha
Getty Conservation Institute, Xyoooicecmeenama axademusi 6 bpamucnasa

u Cnogawxama Hayuonaina oubruomexa 6 Mapmun.

Ilenta HampoeKTa € 1a TOCTaBU OCHOBATa 3a Ob/ICIII0 MEKYHAPOIHO ChTPYAHUYECTBO
BIIOJI'OTOBKAaTa Ha 00pa30BaTeIHU IPOrpaMu 1 00yueHue B cpepara Ha MICHTU(PULIPAHETO
U pecTaBpanusTa Ha pororpaduu, ¢ 11ej Aa ce CbXpaHu 60raroro pororpadcko HaCIEACTBO
B CTpaHMTE OT LIEHTPaJHa, U3TOuHa U 1oykHa EBpona. [Toctepure npencraBsT nporeca Ha
pa3BUTHE HA ISHHOCTHUTE 10 MMPOEKTA U aKLEHTUPAT MO-CHEIMATIHO BbpXY (poTorpadckara
kosekius Ha CrioBalkara HamoHaaHa OubanoTeka. [1o KOHKpeTHO ce pasmiekaar HAKou
OT TEXHMKHTE, NMPHJIOKEHU IO BpeME Ha MPOYyYBAHETO, LEJAI0 HUIACHTU(UIMpPAHE Ha
¢dororpadckuTe MpouecH, pa3pyueHuaTa 1 u3MeHeHusnTa Ha gotorpaduure. [IpoeaeHo
€ M U3CIEJBaHE Ha HCTOPUYECKOTO pa3BuTHe Ha Qotorpaduure B Crnoakus. Yact
OT MpPOEKTa MpPEBIKIAa M3rpaxkJaHeTo Ha OOl JOKYMEHTaJIeH LEHThp 3a CIOJeNeHa
nHpopMallMOoHHA 0a3a JaHHM 3a pecTaBpalusiTa U Pa3BUTHETO Ha TeOpeTHyHa Oa3a 3a
Hay4dHa paboTa U U3CJIeABAHNUS, KAKTO U 3a CTpATerys 3a MPeBaHTHBHA KOHCEPBALUS.

Dusan KATUSCAK PhD., Director General
Peter GABADAI
Dana LACKOVA
Alena MAKOVA
Veronica LETTRICHOVA

Slovak National Library
snk@snk.sk
www.snk.sk

SLOVAK Context In The Historical Photographs

Collaborative project in research and conservation of photographs between
Getty Conservation Institute, Academy of Fine Art in Bratislava and Slovak
National Library in Martin.

The aim of the project is to lay the foundation for future international cooperation in
preparing educational programmes and training in the area of photographs identification
and conservation, in order to preserve the rich photograph heritage in the countries of
Central, Eastern and Southern Europe. The posters present the process of development of
the activities of the project and put special attention on the collection of photographs in
the Slovak National Library. In particular some of the techniques are discussed, applied
during the research carried out for identification of photographic processes, destructions
and alteration of photographs. A study in the historical development of photographs in
Slovakia is also conducted. Part of the project is building common documentation centre
for shared information database on conservation and development of theoretical basis for
work of science and research and strategy for preventive conservation.



TEKCTUIIBT 6 Amonckama ekcno3uyus

Uscneosane ma  mexmuxume Ha  Opodepus,  cmpykmypama U
DpecmaspayuoHHama Hameca Ha YvpKoseH mekcmuil om Amon, uznoxcenu 8
Myzea na Buzanmuiickama kyimypa 6 Conyu

Buzantuiickusatr u noct-BU3aHTUHCKUAT MpaBOCIaBEH TPBLUKU IIbPKOBEH TEKCTHI
e cy1abo MpoydeH. 3MaTOTKAHUAT IL[ypKOBEH TEKCTHJI OTATOH € M3JI0KEH 32 IbPBH MbT
OT cbh3J1aBaHETO cu B Myses Ha Buzantuiickara kyntypa B CoilyH OT FOHHM 1O I€KEMBpU
1997.

Ilenta Ha mocTepa € Aa NpencTaBu NPOU3BEAEHHUS HA IIbPKOBHUS TEKCTUI, JaTUPAHU
oT 14 1o 18 Bek upe3 U3yuyaBaHe Ha TAXHATa CTPYKTypa U TEXHUKHU Ha OpoIupaHe, KaKTo
U J1a 1aje uHpopmanus 3a NpeArnpHeTuTe pecTaBpalliOHHI HaMECH.

Kalliope KAVASSILA

Textile conservator
26 Alexiou st.
116 31
Athens -Greece

kalliope kavassila@yahoo.gr

TEXTILES in the Mount Athos Exhibition

Study on the embroidery techniques, structure and conservation work of the
ecclesiastical textiles from mount Athos, exhibited in the Museum of Byzantine
culture, in Thessalonica

Byzantine and Post — Byzantine Greek Orthodox ecclesiastical textiles have little been
studied .The gold embroidered ecclesiastical textiles from Mount Athos had for the first
time in their history been exhibited in the Museum of Byzantine Culture in Thessalonica
from June to December 1997.

The scope of this paper is to present to you these ecclesiastical textiles dating from
the 14" cent to the 18™ cent. through the study of their structure and the embroidery
techniques, as well as to give you some information on conservation work that has been
undertaken.



IIPOEKT 3a pecmaspayusi u pekoHCMPYKyus Hd ';'-: P e e
e ——————————§ . .
Bvneapcka npasocnasna yvprea ,, Ce. Ce. Koncmanmun T LU U = O U RESTORATION and Reconstruction Project of St.

u Enena” 6 ep. Oopun, Typyus

bvarapckara mpaBocnaBHa 1bpkBa ,,CB. CB. KoHcrantnH u Enena”, naxopsia
ce B KB. AOaypaxmaH”, Maxana ,,Y3yHKaJIpbpbM~ B IOTOM3TOYHATA 4yacT Ha Tp. OapuH,
Typuus, e moctpoeHa npe3 1869r. [TameTHara mmoya, mocraBeHa Ha 3anagaHara Qacana, e
C TEKCT: ,,3a claBa Ha €AMHOCBHIIIHATA, )KUBOTBOPSIIA U HEPa3/ieJHa TPOULIa OTLa, CHHA U
CBETHS IyX ¢ OJIaroBOJICHUETO HAa HETOBO UMIIEPATOPCKO BEIMUECTBO cyaTaH AOayn A3uc
XaH 3aroyvHa Ja ce uirpaxzaa B Kupiienxane ObJIrapcKku MPaBOCIABEH XpaM MOCBETEH
Ha cBetuTe paBHoanoctodHu KoHcrantwH W Enena Ha 3 mapt 18691, a O6e 3aBbpIicH
Ha 25 cenTeMBpHU chlIaTa rofnHa, Karo Oelle W3rpajieH TO3U XpaM ChC CTapaHHETO U
JAPUTEJICTBOTO Ha HAPOJOIIOOMBUTE OBITapu OT OBIATapCKOTO KENENCKO HApPOIHO
obmecto B OnpuH npe3 1869r.”

[IppkBara mpencrapisiBa TpukopaOHa mceBnobasminka. M3rpaneHa e oT cmeceHa
KaMEHHO-TyXJIeHa 3uiapusi Ha TeBrUpeHa KOHCTpyKius. Pacanure ca CTpOru v cemruiu. B
WHTEPHUOPA € UMAJIO MHOTO €JIEMEHTH C JbPBEHA U IITyKaTypHa IJIaCTHKA, HA UKOHOCTaca
ca 6mm MmoHTHpanu 70 nkoHu. TaBaHuTe ca Omnu 1bpBeHH (acMma). B 3amagnara gacT (Haza
NPUTBOPA) ca OWJIM eMIIOPHUTE Ha JiBe HUBA. M3rpakaHeTo Ha IbpkKBa ¢ 0kojao 600m?
pasrbHaTa Mol ¥ ¢ Ipenu3Ho ohopMsiHE TOBOPH 3a CHIIHO XPUCTUSIHCKO MIPUCHCTBUE B
rp. OnpuH B cpenara Ha 19 Bek.

Cnen bankanckuTe BOifHM B HadayioTo Ha 20 Bek M 0COOEHO Mpe3 MOCIETHHUTE
HSKOJIKO JIECETKM TOAMHM IIbpKBaTa € M30CTaBeHa M ce pymu. [lokpuBbT Oe moutu
U3IISUTO Pa3pyllIeH, rpajie’kHara CTPYKTypa Ha OrpakJIaIluTe 3uf0Be epo3upa, 3u0BeTe
Ha HSKOJIKO MECTa ca ChC CEPHO3HM MyKHATUHU U C JAeraHanuu. be3 mpeyBennueHus
MOJKE JIa ce Kaxke, 4Ye ChCTOSTHUETO € OCTPO aBapHiiHO. AKO He3a0aBHO HE ce M3BbpIIAT
YKpENHUTETHH, a CJe]l TOBAa U PeCTaBpallMOHHU paboTH, LIbPKBaTa 11e Obae 0e3Bb3BpaTHO
n3ryoeHa.

B xonm ca u3nmbiHUTENCKUTE pabOTH MO pecTaBpalusaTa U PEKOHCTPYKLHATA Ha
ubpkBaTa. CpoKbT Ha 3aBbpIIIBaHE U MTpeocBeniaBane € mecer centeMBpu 2008T.
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Constantine and St. Helena Bulgarian Orthodox Church

in Edirne, Turkey

The St. Constantine and St. Helena Bulgarian Orthodox Church located in the
Abdurahman District, Uzunkaldirim Neighbourhood, in the southeast part of Edirne,
Turkey was built in 1869. The memorial plaque placed on the west facade says: “For the
glory of the consubstantial, life-giving and inseparable Trinity of the Father, Son and the
Holy Ghost, with the benevolence of His Imperial Majesty Sultan Abdul Aziz Khan, the
erection of this Bulgarian orthodox church dedicated to St. Constantine and St. Helena,
equal to the Apostles, started in Kirshenhane on 3™ March 1869 and completed on 25%
September the same year. This church was erected with the efforts and donations of the
patriotic Bulgarians from the Bulgarian Community of Graziers in Edirne in 1869.

The Church is a pseudo-basilica having a nave and two aisles. It is made of stone and
brickwork on a perforated structure. The fagades are austere and simple. There were many
wood and plasterwork elements in the interior and the iconostasis was decorated with 70
icons. The ceilings were wooden (vine treills). The emporia were situated on two levels in
the west part (over the nartex).The erection of the church on a gross area of approximately
600 square meters and the precise workmanship suggest strong Christian presence in
Edirne in the middle of the XIX century.

After the Balkan wars at the beginning of the XX century, especially in the last few
decades, the church was abandoned and started to crumble down. The roof is almost
completely destroyed, the structure of the enclosing walls is eroding and the walls have
serious cracks and warps on few places. Without exaggerating we can say that the church is
in an absolute damaged condition. The church will be lost for good unless it is immediately
fortified and then restored.

Restoration and reconstruction of the church are in progress. The church is to be
finished and re-consecrated in September 2008.



IIPOYYBAHUA unpoexm 3a pecmaspayus na ykpacama
no ¢hacaoume na yvpreama “Ilpeobpasicenue l ocnoone”
8 IIpeobpasicenckus manacmup

dacanHara yKpaca Ha IIbpKBara € cb3aajzeHa npe3 cpenara Ha XIX Bek. PucyBana
e ot 3orpadu, npuHaiexamu Ha CaMOKOBCKaTa XyJOXKeCTBeHa Ikona. YacT oT Ta3u
JIEKOpaTHBHA CUCTeMa € M MpouyTaTa cueHa ‘“Komenoro Ha jkMBOTa”, B Ch3aBaHETO Ha
KOSITO ChC CUTYPHOCT € yuacTBaji u 3axapu 3orpad. Crenara e pecraBpupana mnpe3 2005-
2006 1. ToraBa ce cbCTOS MBbpBaTa cpella ¢ yCIOKHEHUTE PeCTaBpallMOHHU MPOOIeMH
Ha BBHIHOTO H3MHCBaHe. I[IpenMer Ha HaAcTOSIIOTO mMpoyuyBaHe W TpoekT (2007r.) e
JeKopanusTa Mo Bcuuku (acagu Ha IrbpkBara. Mctopusita Ha T€3W CTEHONUCH OT
ch3naBaHeTo UM npe3 XIX Bek u npe3 XX CTOJIETHE € CBbP3aHa C pa3pylIeHus - OT €Ha
CTpaHa U MONPAaBKH, JOMBJIIHEHUS, TPEPUCYBAHUS U YACTUYHU PECTaBpallK - OT Apyra.
[IpuunHuTe ca: KIMMaTHYHUTE (HAKTOPU, HA KOUTO Ca H3JIOKEHU MPSIKO CTEHOMHCUTE
OT €MH BeK W MOJOBMHA; 3eMeTpeceHunero npe3 1913r; peMoHTH MO crpajgara, KOUTO
3acsraT ykpacaTa ¥ TEpHOAM Ha JIOIIOTO U CTONaHucBaHe. J[Hec, ChCTOSHUETO Ha
OLIETIEINTE CTEHONHUCH € TeXKKO. To3u (hakT ce MOTBbPIK1aBa U OT MPOBEACHUTE MOCTIEIHU
MPOYYBaHUS U OT aHallM3a Ha pecTaBpaTopckuTe mpobdiemu. [IpoexkThbT uma 3a 1en u
MIpeBIXKAA:

- 1a Obaar chbXpaHEHH CTEHOMUCUTE OT cpeaara Ha XIX Bek M HAKOJIKO MO-KbCHU

bparmenTa, JOOWIM Tpa)XIaHCTBEHOCT /pucyBanu a0 19201/ Ha mecTa, KBIETO €

JIUTICBAJI OPUTHHAI

- J1a ce OTCTPAHAT BCUYKH TOMPABKU U HAIKUBOTHCBAHMUS.

- J1a ce KOHCEPBHUPAT CTEHONHCUTE

- Ha MecTara, KbJIETO HSIMa OPUTHUHAN WU TOHM € B U3KIIOUUTETHO TEKKO ChbCTOSIHHE

Jla c€ U3IBJIHU HOBO M3MHCBaHE /PEKOHCTPYKIIHS/ Ha MOTUBUTE OT JE€KOpaTWBHATA

CHCTeMa, KaTo ce U3I0JI3Ba MpuaoouTara n300uaHa uHGpopManus oT MACTO.

Opranusatop Ha npoekTta: pormanus “VHTEIeKTyaTH!u TPOSKTH
I'enepanen cnioncop: r-u JelBua Apubp, r-H Xpucto ['eoprues u ceMencTBOTO My.
CrnioHcop: MaHacTupCcKOTO OpaTCTBO

Jlosurka KOMHOBA-APHAV/IOBA
Ceenta KOMHOBA-MEUKYEBA

Lozinka KOINOVA-ARNAUDOVA
Svetla KOINOVA-MECHKUEVA

lozinkalkw(@yahoo.com
svetlakoinova@mail.bg

RESEARCH and project for vrestoration of the
Preobrazhenie Gospodne Church facade decoration in
Preobrazhenski Monastery

The church’s fagade decoration was created in middle 19 century. It was painted by
icon-painters associated with the Samokov Art School. The “Wheel of Life”, in which
creation surely took part Zahari Zograf, is a part of this decoration set. The scene was
restored in 2005/06. It was then when the first encounter with the outer wall-painting’s
complicated restoration problems occurred. Subject of the current research and project
(year 2007) is the decoration on all facades of the church. Since their creation in the 19"
and 20™ century, the history of these murals consists of damage, on one hand, and repairs,
additions, re-painting and partial restorations, on the other. The reasons are: weather factors
to which the murals were exposed for over one and a half century; the 1913 earthquake;
building repairs that have damaged the decoration; and periods of careless managing.
Currently, the remaining murals are in a bad condition, as the latest research and analysis
of restoration problems has confirmed. The project aims to and expects:

- to preserve the middle 19" century murals and a few later murals that gained on

popularity (created before 1920) at places where the original was missing;

- to remove all corrections and over-paintings;

- to conserve the murals;

- to carry out a decoration set motive re-painting (reconstruction) on places where

the original is either missing or in an exclusively bad shape by using the sufficient

information acquired from previous research of the place.

Project organizer: Intellectual Projects Foundation
General sponsor: Mr. David Archer, Mr. Hristo Georgiev and family.
Sponsor: the Monastery Brotherhood



ETAIIN na uzoopazumennus npouecs yvprxeama “Ca.
Hnusa” 6 ep. Temesen

IIppxBara “Cs. Mnusa” ce HaMHpa B CEBEpOM3TOUHUS Kpail Ha rp. TeTeBeH u e yact
OT MaHaCTUPCKU KOMIUIEKC, ChIlleCTBYyBasl 0T CpeTHOBEKOBHETO /10 Ha4aJ0TO Ha XX BEK.
IspxBaTa nMa ABa CTPOUTENIHM [IEPUOJIA, KaTo 10 cpenara Ha XIX Bek e nmpencrasisBaia
Mallka TPUKOHXaJTHa MOoCTpoiika ¢ BUCOK Kymodi. [Ipe3 1869 r. e noctpoena ot 3anaj, Karo
HOBaTa 4acT MOBTaps IUIaHa Ha cTapara, oQOpMSIHKN YHUKAJICH XpaM C TIeT KOHXH U J[Ba
KyInoJa.

N300pa3utenHuTe MEpUOAM Ca YETHPH, KaTO MHTEPEC IMPEJCTaBIsABA MOCIETHOTO
M3MHCBAHE, 3all0YHATO BEPOATHO BEIHAra cjenl JOCTPOsiBaHETO. To HE € 3aBbpIICHO U
JlaBa MpeKpacHa BB3MOKHOCT Ha CIELUAIUCTH U MyONUKa Jla MPOCHENAT eTarmuTe Ha
n300pa3uTenHus rpouec. SICHO ce BMkK/a MOATOTBUTEIHATA PUCYHKA, KOSTO BbB BCHUKU
JPYTH CIlydau € CKpHTa OT IJIacTOBeTe 005 U MOXKE J1a ce HabJtoaBa caMo TaM, KbJIETO
KUBOIMCHUAT cJIOW € ornaaHan. IlpenctaBeHu ca M HSKOJIKO €Tamna OT LBETOBOTO
U3rpaxaHe Ha OTJAEIHU (PUTYpH M IeTH CIEHU - OT HAHACSHETO Ha MbPBOHAYAIHHUTE
MOJJIOXKKH Tpe3 MOoJaraHeTo Ha OTAEIHU LIBETHH MapTHU U pa3pabOTBAaHETO Ha JeTailiin
JI0 ISUTIOCTHO 3aBbpIIBaHE HAa CTEHONMCHATa yKpaca B ancujaara. B cBera ca 3amaszeHu
M3KITIOYMTEIIHO MAJIKO MOJOOHH “HEOBBPIIECHN CTEHOMMCH - TpeauMHOo B Erumner. To3u
(axT o1ie BeIHBK MOKa3Ba YHUKATHOCTTA Ha I1bpkBata “CB. Mnus™ B rp. Tetesen.

JTro6a KPACOBCKA-PAMTHOBA
Bnagumup [IBETKOB

Liuba KRASOVSKA-RAINOVA
Vladimir TSVETKOV

STAGES of the Painting Process In the Church “St.
Elias” In the City Of Teteven

The church “St. Elias” is situated at the northeastern end of the city of Teteven and
represents a part of a monastery complex, which has existed from the Middle Ages to the
beginning of the 20c. The church has two building periods and by the mid-19c it has been
a small building of triple-concha design and a tall dome. In 1869 an annex has been added
from the west as the newly built part repeats the plan of the old one, thus forming a unique
temple of five conchas and two domes.

There are four painting periods, the most interesting of which is the last one, begun
perhaps right after the annex had been built. This painting of the church has not been
completed and this gives an excellent opportunity to specialists and visitors to study the
stages of the painting process. One can clearly see the preparatory drawings, which are
otherwise always hidden under the layers of paint and can be found only in the places
where the paint layer has fallen off. There are also presented several stages of the painting
construction of separate figures and whole scenes — sectors, where only some particular
primary colours are put down can be observed right next to areas, where all the primary
tones are laid and these exist together with sectors, which demonstrate the painting
elaboration of details and the apsis, where the painting decoration is totally completed.
There are exclusively few preserved “uncompleted” paintings like these in the world —
mainly in Egypt. This fact confirms once more the statement that the church is a unique
architectural and artistic ensemble.



KATEJ[PA “Koucespauus u pecmaspayus’ KoM
Akademuama 3a u3AWHU U3KYCMEA U  OU3AUH,

bpamucnasa
Amenue no pecmaspayus Ha Xy00i#cecmeeHU NPoU38e0etUs: 8bpxy Xapmus

Karenpa “KoncepBauus u pecraBpanus”’ KbM AKaJeMHUsITa 32 U3SILHUA U3KYCTBA U
nu3aiiH B bparucnaBa monroTBs u oOydaBa CTyIEHTH 1Mo pecTtaBpanus. OCHOBaBaHETO
Ha Kareipara M YTBBP)KJABAHETO HAa IPENOAABATEICKUTE KOHLEHIMU Ca HEpPa3pUBHO
CBbp3aHM C OCHOBABAHETO HA caMaTa AKaJeMHus 3a U3SIIHU W3KycTBa U Au3aiid (1949 r)
B bparucnasa u ¢ ntuanoctTa Ha pod. Kapon Becemnm.

[TonacrosiiieM B mporpamara Mma IE€T OCHOBHU CIELMAIN3alUu: ATenue 110
pecTaBpaliysi Ha KMBOIINC U )KUBOIIHC BbpPXY IIaHe, pbkoBoJeHO oT J{anniia CToiiKkoBUYOBa,
MarvcThp [0 U3SIIHU U3KYCTBa; ATEJNE 0 pecTaBpaliys Ha CTEHHA )KUBOIUC, PHKOBOJEHO
ot jgou. Brnagumup [1nekanern, MarucTbp 1o U3sIIHU U3KYCTBA; ATEsNE M0 pecTaBpalus
Ha JIbpBEHA CKYINTYypa, pbKoBoJeHO oT fOpaii ["a3auk, MarucTep no M3SI1HU U3KYCTBA;
Artenue To pecTaBpallusi Ha KAMEHHA CKYJIITypa, PbKOBOACHO OT joll. SpocnaB Ky0a;
Artenue 1o pecraBpalus Ha XyJ10’)KECTBEHU POU3BEACHUSI BbPXY XapTHsl, PbKOBOJEHO OT
nou. bopuc KBacHuia, MarucTsp 1o U3sIIIHUA U3KYCTBA.

Upes mpencraBeHuTe Tabiaa OMXMe MCKalU J]a BU 3aro3HaeM C moadOpaHu pabotu
Ha CTYIEHTH OT ATEIMETO IO pecTaBpalus Ha XyI0)KECTBEHU IPOU3BEICHHS BBPXY
XapTus, a C €IHO OT TAX IMpEJCTaBIMEe MWJIOTHA padoTa MO HOBOBBBEJCHATAa MpOrpamMa
no Koncepsarus Ha goTtorpaduu, unesTa U Cb3JaBaHETO Ha KOATO MPUHAUIEKH HA ac.
Bbap6apa Mukynamn BypsiHoBa, MarucTbp mo U3SIIHA U3KYCTBA.

Assoc. prof. Boris KVASNICA, MFA

Head of Department of
Conservation and Restoration
Academy of Fine Arts and Design
Bratislava, Slovakia

THE DEPARTMENT of Conservation and Restoration

at the Academy of Fine Arts and Design, Bratislava
Studio of Restoration of Works of Art on Paper

The Department of Conservation and Restoration at the Academy of Fine Arts and
Design in Bratislava trains and educates student-restorers. The establishment of the
department and teaching conceptions are closely tide to the formation of the Academy
of Fine Arts and Design (1949) in Bratislava and with the personality of Prof. Karol
Vesely.

Currently there are five main specializations within the program. Studio of Restoration
of Painting and Panel Painting conducted by Danica Stojkovicova, MFA; Studio of
Restoration of Mural Painting conducted by Assoc. Prof. Vladimir Plekanec, MFA;
Studio of Restoration of Wooden Sculpture conducted by Juraj Gazdik, MFA; Studio
of Restoration of Stone Sculpture conducted by Assoc. Prof. Jaroslav Kuba; Studio of
Restoration of Works of Art on Paper conducted by Assoc. prof. Boris Kvasnica, MFA.

Through presented posters we would like to introduce selected works of students
from the Studio of Restoration of Works of Art on Paper and one of the pilot work of
newly incorparated program of Photograph Conservation, built and thought by an Asst.
Barbara Mikulas Burianova, MFA.



TEXHUYECKO uszcneosamne na 12 uxonu om bvneapus
C He0eCmpYKMueHU Memoou

TexuuueckoTo uzcneaBane Ha 12 nkoHu, kouTo uaBat ot Hanmonanuararanepus B Codust
U JIpyTU My3eu B bbirapus, mpeacrasisBa MbpBUs €Tal OT IporpaMa 3a ChTPyJHHYECTBO
Mexay EBponeickus ULEHTbp 3a BHU3aHTHMCKM M IIOCTBU3AaHTHMCKH MAMETHULH U
Hammonannara xynoxkectBena ranepust B Codus. Tasum mporpama 3a ChTPYIHHYECTBO
€ CBbp3aHa C JUarHOCTHKaTa, KOHCepBalUATa M €KCIOHUPAHETO Ha 54 moadpaHu MKOHH,
KOUTO IPOM3XO0XKIAT OT PETUOHU M MY3€H, pa3NoiokeH! 1o YepHOMOPCKOTO Kpaibpexue
U ca u3noxkeHn B Harmuonannara xynoxkectBeHa raiepusi — Kpunrara B rp. Codus.
TexHuueckoTo u3cneaBane Ha 12 OT Te3u UKOHU ce TpoBeze B Jaboparopusita Ha My3es 3a
BU3aHTHICKa KynTypa B ConyH npe3 nepuoja aryct — okroMspu 2007 1. Kpurepusr, ciopen
KOWTO Te3W MKOHU Osxa MoaOpaHM 3a HAyyHO H3cJe/BaHe, 0€ KPUTUYHOTO MM ChCTOSTHHE
U TAXHATa CIIOKHOCT, ABJDKAIla Ce€ Ha HAJMYUMETO Ha MHOXECTBO >KMBOIMCHHU CIIO€BE U
HaJDKUBOIMCBaHMS. V3ciie1BaHEeTO HA CHCTOSIHUETO HA TE€3U MKOHU C HEIECTPYKTUBHU METOAU
CIIOMOTHA 3a U3SCHSBaHE Ha KOHCEpBAI[MOHHUTE HaMecHu. MkoHuTe ca Omiu nooxkeHu Ha
KOHCepBalus Mpe3 MPEeIXOAHUTE IEeCEeTWIETHs, HO TAXHaTa CTENEeH Ha 3ama3eHocT Oerle
HO-KPUTHYHA MOpaJAM HAJIWYMETO HA HAJUKMBOIMCBAHHUSA, KOUTO ca OWiIM 100aBeHU Impe3
MHHAJIUS BEK, 3a J1a oJ00pAT ecTeTnueckus UM Bua. IIpean koHcepBalioHHaTa 0opaboTKa,
UKOHUTE 0s1Xa Ne3nHpeKTHpaHH, Oelle TOKyMeHTHpaHa NaToJI0THsITa UM U OsXa MOJUI0KEHH
Ha cepHsl OT HeIeCTPYKTUBHU HU3cie/lBaHus. Te3u aHaIMTUYHU IPOLecH Os1Xa OChIIECTBEHH
OT J1labopaTopusTa MO KOHCEepBallMs HAa MKOHM KbM My3es 3a BU3aHTHICKa KylITypa U
IpeACTaBIsIBaT PyTUHHA JAEWHOCT, 3aCThIIEHA B NOJMTUKATa Ha My3esl [0 OTHOILIEHHE Ha
BCUYKM IPOU3BEICHUS Ha M3KycTBOTO. [Ipu MakpodoTorpadupane u 3acHeMaHe B KOCO
OCBETJIEHHUE 0s1Xa IOKyMEHTHUpaHH peliebT Ha )KUBOMMCHATA TOBBPXHOCT, KAKTO U MaIadbT
Ha MOBPEANTE, MOJYUYSHH BCIIEACTBUE OTAEISIHETO Ha KUBOIUCHUS ciloi. B Hikou cioyyan
0s1Xa OTKPUTH YaCTH OT Tpadusira.

PentrenoBoro wu3cnenBaHe aajge MHQopMalus 3a TEXHOJIOTMYHHUTE OCOOEHOCTH Ha
MKOHUTE, 3a CTENEHTa Ha 3alla3eHOCT Ha JbpBeHAaTa UM OCHOBA, 3a HAKUBOIMCBAHUATA
¥ 3a JpyTu IPOMEHH B MOJArOTBUTENHUTE pUcyHKHU. MH(ppadepBeHara pednexrorpadus oe
NPUIOKEHACTIOMOLITaHAMYITUCIIEKTpajieH (oToanapaTu 1aae nHpopMalys3a)KUBOIIUCHUTE
CJIOEBE, KOMTO HE Ca BUJIMMH C HEBROPBKEHO 0KO. OCBEH TOBA, pEHTT€HOBUTE JIbUU PA3KpUXa
CBIIECTBYBAaHETO HAa CKpUTH Haamucu. Ilaronorusra Ha 1akOBOTO MOKPUTHE U ChCTOSTHUETO
Ha JKUBOIUCHUSA coM Osixa u3cienBaHu U doromokymentupanu ¢ UV — dayopecueHnus.
Hakpasi, ¢ or1ieHKa Ha pe3yaTaTuTe OT HAyYHHUTE U3CieIBaHMs Os1Xa MOMTbJIHEHU TEXHUUECKUTE
IPOTOKOJIM U O€ onpeziesieHa MeTOI0JIOTHsATa Ha KOHCEPBALMOHHOTO TPETHPAHE.

TECHNICAL Examination Of 12 Icons From Bulgary
With Non-destructive Methods

The technical examination of 12 icons, which come from the National Gallery of
Sofia and other Museums of Bulgaria constitute the first stage of a cooperation program
between the European Center of Byzantine and Postbyzantine Monuments and the
National Gallery of Sofia. This cooperation program concerns the diagnosis, conservation
and display of 54 chosen icons, which originate from regions and museums of the Black
Sea and are displayed in the National Art Gallery- The Crypt of the city of Sofia. The
technical examination of 12 of these icons, took place in the laboratories of the Museum
of Byzantine Culture of Thessaloniki during the period August to October 2007.

The criteria these icons where chosen for scientific research, where the critical condition
of their preservation status and its complexity because of the existence of multiple painting
layers and overpaintings. The investigation of the preservation condition of these icons
with non destructive methods came to put light in the conservation treatment. The icons
had been put under conservation in previous decades, but their condition of preservation
was more critical because of the existence of overpaintings, which where added in
the previous century to improve their aesthetic appearance. Before the conservation
treatment, the icons where put under pest control, their pathology was documented and
they where put under the process of a series of non destructive methods of examination.
These processes are applied by the laboratory of conservation of icons of the Museum
of Byzantine Culture and constitute a routine process of the museum’s policy for every
artifact. With macro-photography and ranking light the anaglyph of the painting surface
was documented, as well as the size of the damage of its detachment. In some cases the
engraved drawing was detected.

The X-rays method gave information about the technological features of the icons, the
preservation status of their wooden supports, the overpaintings and other changes in the
preparative drawing. The infrared reflectography which was applied with the multispectral
camera gave information about the painting layers which are not visible to the naked eye.
In addition, X-rays revealed the existence of hidden inscriptions.

The pathology of the varnish and the condition of the painting layer was studied and
documented with Ultraviolet fluorescent photography.

Finally, with the evaluation of the results of the scientific research, the technical reports
where written and the methodology of the conservation treatment was determined.



UNIDROIT Convention on Stolen or Illegally Exported
Cultural Objects (1995)

The theft and illegal export of cultural heritage is a major problem throughout the
world. Countries which are wracked by war or poverty or which cannot adequately
protect their archaeological sites are most affected. Every year millions of dollars are
exchanged between those who illicitly obtain, export, sell and buy heritage objects — it is
big business !

Great efforts are being made to combat the problem. International organisations
such as ICCROM, ICOM, ICOM-CC, UNESCO, Interpol and the Council of Europe are
working to raise awareness amongst political decision makers, customs officials, museum
professionals, art dealers, collectors and the general public.

Various parties are also pursuing ratification of conventions and legislation to prevent
trafficking and to restore stolen cultural goods to their rightful owners. The International
Institute for the Unification of Private Law, (UNIDROIT) is at the forefront of this effort.
On June 24, 1995 representatives from over seventy states met in Rome and adopted the
UNIDROIT Convention on Stolen or Illegally Exported Cultural Objects. To date, 29
States are Parties to the convention. Both the Netherlands and Switzerland have signed
but not yet ratified it. Other major western “market” countries including Canada, Germany,
the United Kingdom and the United States have neither signed nor ratified it. Hence your
support is requested. Please sign the petition accompanying this poster which encourages
countries around the world to ratify the UNIDROIT Convention on Stolen or Illegally
Exported Cultural Objects (1995).

Sharon E. LITTLE

President
Foundation Little/Ragusich
(Bogie, Fee, Drewry, Little, Ragusich)
Conservation-restoration of Cultural Heritage
Administered by the Community Foundation of
Greater Quebec
Québec (Québec)

Canada

KOHBEHIIMA UNIDROIT 3a omxpaonamu uiu
Helle2anHo u3HeceHu KynmypHu yeHnocmu (1995)

Kpaxbara u HeneramHMAT W3HOC HAa KyATYPHH IEHHOCTH MPEICTAaBISIBAT TOJSM
cBeTOBeH npobnem. Haii-3acernaru ca Te3u cTpaHu, KOUTO CTPaAaT OT BOWHU MM OEAHOCT
WJIA KOUTO HE MOTAT Ja 3aIIUTAT aJIeKBaTHO apXeOoJOrHuecKuTe cu 00ekTH. Besika ronuna
Ce pa3MEHAT MHJIMOHHU JOJIApH MEXIy OHE3M, KOUTO HEJETalIHO NMPHUA00MBAT, U3HACHT,
IpoJaBaT ¥ KyIyBaT KyJITYpPHU LIEHHOCTH — TOBA € rojisiM Ou3Hec!

[Tomarar ce rojmemu ycunus 3a Oopba ¢ To3m mpobieM. MexayHapOIHUTE
opraamsanuu karo [CCROM, ICOM, ICOM-CC, UNESCO, Interpol (MKKOPM, NKOM,
NKOM-KK, FOHECKO, UnTepnon — He 3HaM Kak € Mo-IpaBUiIHO, 0.M.) 1 CBbBETHT Ha
EBpomna, paboTsaT Mo mOmynspu3UpaHETo My, 3a J1a IPUBJIEKAT BHUMAaHUETO HA BOJCIIU
MOJUTULY, MUTHUYECKHU CITY)KUTENH, My3€iiHM paOOTHHIIM, ThPTOBIHM Ha MIPOU3BEACHUS
Ha U3KYCTBOTO, KOJIGKLIMOHEPH U IMyOJIMKa KaTO IIUI0.

OcBeHTOBa, pa3IMYHU TAPTHH CE CTPEMSIT JA IO CTUTHAT paTU(UKAIIM S HA KOHBEHITUUTE
W JIeTanu3aiys, 3a Ja MpeIoTBpaTIT HeJeraaHus Tpaduk W 3a BbPHAT OTKPATHATHUTE
KYATYpHHU LEHHOCTH Ha IIbJIHONPABHUTE UM COOCTBEHUIM. MeXIyHapOAHUAT UHCTUTYT
3a yauukanus Ha yactHoTo mpaBo (UNIDROIT) ctom Hadeno Ha Ta3u KaMITaHUS.
Ha 24 ronu 1995 r. npeacraBurenu Ha noseue oT 70 abpxkaBu ce cpemiHaxa B Pum u
npuexa Koneenyusma UNIDROIT 3a omkpadnamu uiu He3aKOHHO U3HeCeHU KYImypHU
yennocmu. KbM IHEIIHA JaTa KOHBEHIMATA ce puiara B 29 nppxasu. Kakro Xonanaus,
taka u llIBelinapusi, ca s moamucany, HO Bee OIe He ca s patuduuupany. Jpyru ocHOBHU
3ama/iHy “nasapHu’’ AbpikaBu, BKItounTenHo Kanana, ['epmanns, O6eJMHEHOTO KPaJICTBO
1 CheIMHEHUTE IaTH HUTO Ca s OJIUCAIN, HUTO paTUUITUPATIH.

Eto 3amo wnckame Bamara nogkpena. Moms, noanumere MNeTUUUATA, KOATO
CBHIIPOBOXK/IA TO3W IJIAKaT — TS OKypakaBa CTpPAHHUTE IO CBeTa Ja paruduiupar
Koneenyusma UNIDROIT 3a omkpaonamu unu He3aKoHHO U3HeCeHU KYIMYPHU YeHHOCMU
(1995).



PECTABPAILIUA na cnumkos anoym om kpas Ha XIX a.

CpxpaHeHUTE OT MPEIXOTHUTE TOKOJIEHUSI MaTepUaTHH CIIEIH U CIIOBECHO OOraTCcTBO
ca pojioBaTa HH MaMeT, KOETO € HaIIMsI MPUHOC KbM CBETOBHOTO KYJITYpPHO-UCTOPUYECKO
HACJIEJICTBO.

Crapute JOKYMEHTH U CHHUMKH, KaTo 4acT OT TOBa HAClIeZICTBO, U3UCKBAT 0COOEHO
BHUMaHuE M TpWxku. YecTo Te ce HyXIasT OT ClelUuaIu3upaHd KOHCEPBAIMOHHU
Tpetupanusi. Ho KkoHcepBalusTa Ha €IMHUYHU YBpPEACHHU EK3EMIUIApU B JajieHa
KOJIEKIIMS € CKBIIO CTPYBAIO JEHCTBUE, HA KOETO € HEOOXOAMMO Ja ce MojajaraT camo
M3KJIIOYUTENHO LIeHHUTE ek3eMIusipu. Konkoto 10 060co0eHnTe KONEeKINH, TYK (POKYChT
Ha OMa3BaHeTo TPsiOBa /Ja ce KOHIIEHTPUPA BbPXY NMPEBAaHTUBHUTE AeicTBUs. Upe3 To3u
JIeeH, U He TOJIKOBA CKbBIIO CTPYBAIIl METO/I, I1I€ CE OCUTYPU €IUH 3HAUUTEIHO MO-CUTYPEH
1 KoM(OpTEH peUM Ha oma3BaHe Ha LIEHHUTE cTapu dotorpaduu.

CONSERVATION of a Photo Album From the End of the
19 C.

The material vestiges and the wealth of words preserved from the previous generations
are our national memory and our contribution to the world cultural and historic heritage.

The old documents and photographs, being part of this heritage, require special
attention and care. They often need specialized conservation treatments. But the
conservation of single damaged pieces of a collection is an expensive activity, which
only the exclusively precious objects necessarily undergo. As far as the differentiated
collections are concerned, here the focus of the preservation is laid on the preventive
actions. This active and not so expensive method will provide a considerably more secure
and comfortable regime of preserving the precious old photographs.



B ThPCEHE na opueunana

Ilocsewasam na bopsna J[icusdacunosa

Enna ot Hali-Ba)KHHUTE XapaKTepUCTUKH 32 BCEKH TAMETHHK Ha KYyJITypaTa € Heropara
aBTEHTUYHOCT. MHOro decto, o0aue, Mpe3 IBJITOBEYHHUS CH >KUBOT, NaMETHHUIIUTE
MPETHPISABAT Pa3IMYHU HAMECH, KOUTO, IPOBEICHU JOPH U C Half-100py HAMEpPEHUs, YECTO
HE caMO MPOMEHST, HO IOBPEX/IaT ¥ M30MavyaBar 0 HEy3HaBAEMOCT OPUTHHATHUS UM BUJI.
3aroBa, KOTaTo €IHO MPOM3BEACHUE, CTaHE OOEKT Ha pecTaBpalus, €Ha OT OCHOBHUTE
3a/laud Ha pecTaBparopa € Ja HalpaBu MaKCUMaJIHO Bb3MOXXHOTO 32 Bb3BPBIIAHE KbM
OpPUTHHAIIHUS MY BH/I.

[le mpencTasst TpU pa3IMYHU ClIydas OT MIPAKTHKATa:

I. Koraro opuruHansT € MOKPUT ¢ BapHU OajaHu U ONakHU OOU, U HAMa CbMHEHUE
OTHOCHO HEOOXOJUMOCTTA OT pa3KpHBaHEe Ha OpUTHHATA

II. Koraro uma ciy4ail Ha HaJ)KUBOIIMCBAHE, HO 3ala3€HUIT OPUTHHAI O]l HETO €
MaJIKo

II1. Koraro u3nbJIHEHUAT PETYII - Ta3u Hal-crelu(uIHa, Hai-MaJaKo MojaaBaiia ce
Ha ompeseNeHus] U 00SICHEHHS OT BCHUKH BHJIOBE ACMHOCTH B c(hepara Ha pecTaBpalusira,
€ HeyJa4yeH.

Aonera MA3AKOBA

Ablena MAZKOVA

SEARCHING For The Original
In Memory of Boryana Djivdjanova

One of the most important characteristics of cultural heritage is its authenticity.
Very often however, during their centuries-old life, the works of art undergo different
interventions, which, even if were well meant, often not only change but also damage
and distort beyond recognition their original appearance. That is why, when a work of art
becomes an object of conservation, one of the main tasks of the conservator is to do the
most possible in order to restore the work to its original appearance.

I will present three different cases from the conservation practice:

I. The case when the original mural painting is covered with whitewash and oil
colours and there is no doubt about the necessity of uncovering the original.

II. The case of overpainting with little left of the underlying original painting.

I11. The case when the executed retouching — the most specific, the most
difficult to define and to explain of all the activities in the sphere of conservation, is
unsuccessful.



KOHCEPBAI[UA u pecmaspayus Ha YHUKALEH ON)C
cekmune mozaudern naven om Kecapus Mapumuma,
Hspaen

OTKpUTO IO BpeMe Ha apXeOoJIOTHUECKO MTPOyUYBaHEe Ha MHOTO Oorara BUJIa, TOCTPOeHa
M3BBH cTeHUTe Ha rpana B Cesarea Maritima, M3paen, maHOTO € N3rpaZieHo OT MHOXKECTBO
CTBKJICHH TIOUKH (crustae), opopMeHH KaTo KBaJApaTH, NPaBObI'bIHULINN TPUBI'BIHUAILA
U TIOJPEICHU B opus sectile. OTAeTHNUTE TUIOUYKH HA MTAHOTO ca M3padOTeHM OT JBa BHJA
CTBKJIO: TIPO3PAYHO ,,371aTHO” CTHKJIO U ILUTBTHO CTHKI0. KBagparuure ,,31aTHU’ TJIOYKH
ca JIEKOPUpPAHU C ,,0TIIeYaTaH’ MOTHUB — L[BETE WM KpbCT. OCTaHaIUTE ca HalpaBEeHU
OT IUIOCKO IUTBTHO CTBHKIO CBhC 3€JICHUKABO-CHB WMJIM CHHKABO-CHB IIBST, 00arpeHu
HEPaBHOMEPHO C YEPBEHO, JKBJITO, 3€JIEHO U YEPHO.

Tabmoro TmpencTaBs HUCTOpUATA HA aAPXEOJNIOTHYECKO IMpOyYBaHE, IUIaHUPAHE,
KOHCEpBalLlMsl M EKCIIOHHpAaHE Ha apXeOoJOrMYecKusi OOEKT W MO3alKWTe, IJIaHBT 3a
noaabpxkane. KonceppanusaTa Ha maHena oT penedHu, MO3TaTeHH, CTHKICHH IJI0YKH €
npecTaBeHa Karo (PyHKIMS Ha HSJIOCTHOTO TPETUPAHE HAa O0EKTa.

Jacques NEGUER

[srael Antiquities Authority
Rockefeller museum building
P.O.Box 586
91004 Jerusalem, Israel

neguer@yahoo.com

THE CONSERVATION of a unique opus sectile mosaic

panel composed of glass crustae, Caesarea Maritima,
Israel

Discovered during excavation of one very rich villa founded outside the city walls in
Caesarea Maritima - Israel the panel was made of many glass crustae shaped as squares,
rectangles, and triangles assembled together in the ‘opus sectile’ method. The crustae of
the panel were made of two types of glass: transparent ‘gold glass’, and opaque glass. The
square ‘gold glass’ crustae were decorated with a “stamped” design of a flower or cross.
The others were made of flat-topped opaque glass, of greenish-gray or bluish-gray color
stained with red, yellow, green and black in an irregular design.

The article involves the history of the excavation, planning and conservation
and presentation of the archaeological site and the mosaics, maintenance plan and
implementation and the treatment of the exceptional panel, discovered during the

excavations.



HUIIIKATA om Barje

Ha apxeonoruueckust o6ext Barje, mpeacrapinsBaii cenuine 0T HAaKOJTHH KUJIHIIA,
0e HamepeHa Oylia IPBCT, ChAbPIKAIlA HUIIKOMOI00HA oprannyHa Matepus. Tormkara
KOHIIH, KOSITO MOYKe OU IpeICTaBIsIBa [IPEskIa OT OHA3H €110Xa, € IPOyUYeHa, KOHCEPBUPaHa
u pecraBpupana. Haxonkara e Hamepena BpB Verda, Stara gmajna, 6mm3o mo Vrhnika,
KbJIETO, TIOJ] pHKOBOACTBOTO Ha Ap. Anton Veluscek, paboTu apXeoJoru4ecKusiT eKur
SAZU. ExcriepTuTe mpejamnosarar, 4e¢ HaxoJkara OT HaKOJTHHUTE >Kuiauiia npu Barje e
npuou3uTesHo Ha 5200 roguHu.

To3u 3HAYUM U U3KIIOYUTENHO PAABK apTedakT € XapaKTepU3UpaH U U3CIeIBaH
WHTEPIUCIUILUIMHAPHO Ype3 MOJI3BAaHETO Ha Pa3iMyHU HAyYHU METOIU KaTo aHaju3
Ha pH, aHanu3 3a HaMMYMETO HA MeTal U MUKPOOPTaHW3MU B MPHCTTA, ONTHYHA
mukpockonus, SEM u FT-IR cnekrpockonusi.

Pesynrarure or FT-IR moTrBbpauxa, ye mpousxoabT Ha (HUOPUTE B HHIIKUTE €
uenyno3eH. B3 ocHoBa Ha u3cneaBaneto cb¢ SEM Oe Bb3MOXKHO J1a ce 3aKIII04H, ue
(¢bubpuTe Ha HUIIKUTE ca GUOPHU OT PACTUTEITHU CeMeHa (EIMHOKJIECTHYHH KOChMYETa,
KOWTO pacTar Io MOBbPXHOCTTA HA CEMEHATa).

OBbINieHaTa HUIIKAa € YCHENIHO IOYMCTeHa U KOoHcepBUpaHa. Hamecara e
MpOBeJIeHa MHOTO BHUMATEIHO M C MHOTO J00pe obMucieH u300p Ha mpenapatd u
TSIXHATA JI03UPOBKA.

THE THREAD of Barje

At crannog excavation site “Barje” a clod of earth which contained some threadlike
organic compounds has been found. A ball of thread that could present a yarn from that
time has been analyzed, conserved and restored. The finding came from Verda, Stara
gmajna near Vrhnika, where SAZU archaeologists under dr. Anton Veluscek leadership
are examining the area. Experts anticipate that the finding from crannog excavation site
at Barje is cca 5200 years old.

Respectable and highly rare artefact was characterized and analysed by an
interdisciplinary approach using different scientific methods such as: pH analysis, analysis
of presence of metal, and micro organisms in earth, optical microscopy, SEM microscopy
and FT-IR spectroscopy.

FT-IR spectroscopic analysis confirmed that the origin of fibres in the thread is
cellulose. On the basis of SEM microscopy it can be concluded that the fibres of thread
are plant seed fibres (unicellular hairs that grow out from the surface of the seed).

Carbonized thread was successfully cleaned and conserved. Work has been done with
great care and with cautious choice of agents and their careful dosage.



PECTABPAIIUA na noznamerHo 08Y1UUE80 NUCATUULE
Ha kHA3 Depounano

[Incanuiero, nofuIeKalo Ha pecTaBpalus, € oAapbK Ha KH3 DepArHaH OT KaHLJIepa
Ha ['epmanus - Oto ¢on bucmapk. B apxuBa Ha Coduiickusi HCTOpUYECKH My3ei HsMa
CBEJICHUS 32 TOIMHATA U MACTOTO Ha U3pa0OTKa HA MUCAIHIIETO.

B mpouieca Ha pecraBpanusaTa 0sXa OTKPUTH HIAMIIM BbPXY MECHHTOBHUTE KITIOUAIKH
Ha 4yekMmemkerara. Te mpeacTtaBisBaT KPbIVIM IE€YaTH C HAANKWCH BbB BBTPELIHOCTTA CHU:
A. BEMBE. MAINZ. [Ipu HanpaBeHOTO NpPOyYBaHEe HA TE€3M JAyMH CE€ YCTaHOBH, Y€ KbM
cpenara Ha 18 Bek e ch31aeHO MeOeTHO arenue OT MaicTop Ha ume AHToaH bembGe B .
Maiini. AtenneTo € ChIIECTBYBajo 10 KbM Kpas Ha 19 Bek, karo AelHOCTTa Ha AHTOAH
bembe e mpoabmkeHa oT HacinenHuka My ABryct bemOe. ToBa o3HayaBa, 4ye MHUIIUAINATE
A.BEMBE moxxe na ce ThIKyBaT WK KaTo AHTOaH WM KaTo HacienHuka My Asryct bemoe.
CrenBaiiku uctopudeckute GakTH JOIMyCKaMe, 4e aBTOP Ha MUCAUIIETO MO-BEPOSTHO € /13 €
oun Asryct bemOe, T.K. € )KUBsJT ¥ pabOTHII IO BPEeMETO Ha TepMaHCKus KaHIiyiep brucMapk.
TouHara 1aTUPOBKA € OT 3HAYECHUE, TOHEKE MUCATUILIETO € YHUKAT U CJIE/IBA A CE pa3lIekIa
KaTo NpOU3BEACHUE Ha IPUIOKHOTO U3KYCTBO.

OCBhILICCTBEHUTE PECTAaBPAlMOHHM ONEpalMd Cca peaJu3upaHd Ha 0Oaszarta Ha
MIPEIBAPUTEIIHOTO MPOYYBaHE Ha 00EKTa. YCTaHOBEHO O€, Ue MICAIHUIIETO € MPETHPISLIO CIIe]
HampaBaTa CH TPU pecTaBpallMOHHM HamecH. [IbpBaTta € Ouia ISUIOCTHO Mpeno3JaTsBaHe,
KaTo OpUTHHAJIHATA TI03JIaTa Ha MecTa He € Ouiia mpemaxHara. [Ipu Bropara Hameca OropoTo
¢ OWiI0 YacTU4HO OpOH3UPAHO CBHC 3JIaTeH OpOH3, KOMTO B TMOCJIEACTBHE € MPOMEHWI
XpoMaTHyHO 1BeTa cu. Ciiest ToBa ca OMITM OCHIECTBEHH YaCTUYHHU TOMPABKH HA 1M03JIaTaTa
ChC LIUIAK METal W el jJak. [IpoyuyBaHeTo Ha 00EKTa M MOCIENBAIIUTE PECTaBPAIIMOHHH
OIepaly MMaxa 3a LeJ Bb3CTAHOBSIBAHETO HA OPUTMHAIHMS TEXHOJOTMYEH IPOLEC IO
Ch31aBAHETO HA OIOPOTO.

N3BbpiICHUTE NEWHOCTH 110 PECTAaBpaLIUsTA Ca!

- 3a3apaBsiBaHE HA HAPYIIEHH KOHCTPYKTUBHH BPB3KU Ha CITIOOKUTE

- BB3CTAHOBSIBAHE Ha CUYINCHU W JIMIICBAIIM Pe30OBaHM JeTailnim u aepopMupanu
y4acTbIU

- TIOYMCTBaHE Ha I03J1aTaTa U BTOPUYHUTE CIIOEBE

- TpOydYBaHE ChCTOSHHETO Ha KOXKaTa, MOJ0KEHA BbPXY paOOTHHSI IJIOT Ha OFOPOTO

- TIOYMCTBaHE HA KOXKAaTa OT BTOPUYHU MOKPUTHUS

- TojaraHe B HEOOXOIMMUTE MECTa Ha TPYH/], KUTOBE, IUIaiiaHe U moiupane

- HoJjaraHe Ha NOJUMEHT U MUKCHOH

- Ho3JiarsABaHe

- TOJaraHe Ha JIJAKOBO IOKPUTHUE BbPXY MO3JIATEHUTE NOBbPXHOCTU

[Tagarior [TAHOB
Kuraa KUTAHOB

Panayot PANOV
Kitan KITANOV



IIPOBJIEMU npu koucepsayus u pecmaspayus Ha
macnena ycusonuc om XX gex.

CbBpeMeHHaTa KOHCEPBALlMOHHA ITPAKTHKA KOHCTAaTHpa ObP30 U HETUIMYHO ThPCEHE
Ha MPOU3BEICHMATA HAa KaBaJIeTHATA XUBOIIUC, Ch31aJI€HU OT XyJOKHULIMUTE HAa XX BEK.
IIpu 14X HAYUHBT HA CTapeeHe, BUABT Ha JECTPYKLHMATA, KAKTO U PA3JIMYHOTO BIMSHUE
Ha TEeMIIEpaTypHUTE KoJieOaHUs M Bllarata, TEXHUKaTa W TEXHOJIOTHATAa Ha TBOPOMTE,
TOBOPAT 3a ONPEAETCHHU CNEeUM(UYHOCT Ha KOHCEPBALMOHHU MPOOIEMHU, Pa3IUuYHU OT
TEe3H, Kacaelly IPOU3BEICHUATA HA CTAPUTE MAWCTOPHU.

Kaprunure Ha xynoxuunure IIpecna Kspmoscku, Ban Tpuukos, lasun Ileper,
Kupun Ilones, Cupak CKUTHHK, ca NPOU3BEACHHUsS Ha MOJIEPHOTO M3KYyCTBO M HMar
€lHaKBU MpoOJIeMH 3a pellaBaHe NPU KOHCEpBALMATAa M PECTaBpalusATa, KaKTo U B
TBOpOara “Hartopmopt” Ha xya. Hagenauer. [Ipou3BenenusiTa Ha CHOMEHATUTE aBTOPH ca
C MHO>KECTBO HaITyKBaHUs (KpaKeJIIOpH) MaJIKH U TOJIEMHU, C MHOXKECTBO TO/IKOXKYIIBAHNUS,
OMaJlaHe Ha >KUBOIMCHUA CJIOM, HarbBaHe Ha IUIAaTHOTO. Ilopagu MHOXECTBOTO
HacllarBaHe Ha MacjieHa 00s, MOJ0KeHa UMIIACTO, TOJIEMH MapTUU OT KHMBOIKCTA ca ce
OTIEIWIA MEXIY ciaoeBeTe. ToBa Hajara pasjaMyeH MOAXOA IIPU YKPENBAHE U Ola3BaHE
Ha )KMBOIMCHUS CJIOH, U3M0JI3BaHE HA KOMOMHUPAHU MaTepUaiy, CbBPEMEHHHU U ITO-CTapu
3a KOHCepBallMs M pecTaBpalus, U3M0I3BaHe Ha CbBPEMEHHU IUIaTHA 3a AyOJaXku, HOBU
MaTepHaiy 3a Bb3BpblIaHe IbPBOHAYAIHUS BUJ HA TBOpOara.

KomnkoTo noseue ce n3scHsABa MPOLECHT HAa CTAPEEHE U JECTPYKLUS B CbBPEMEHHUTE
KApTUHU, TOJKOBA IO-IIPABUJIHO 1€ CE MOAXOXKIA IPU ONUTUTE 3a ONAa3BAaHETO UM U
TAXHATa pecraBpanus.

e

JInana ITAHOBA

Diana PANOVA

PROBLEMS With Conservation And Restoration Of Oil
Painting From The Xx Century

The modern conservation practice finds a growing and untypical search of works of
easel paintings, created by artists of the XXth century. The way the aging is made, the
appearance of the destruction, and the different influence of temperature variations and
humidity, as techniques and technology in their works, speak for specific conservation
problems, different from those that the old masters had.

The paintings of the artists Preslav Karshovski, Ivan Trichkov, David Peretz, Kiril
Tzonev, Sirak Skitnik, are works of Modern art and have similar problems for resolving in
conservation and restoration, as in the work “Still life” of the artist Hagenauer. The works
of the above mentioned artists have many cracks (crackelures) small and large, with lots
of air pockets, fall of the picturesque layer, folding of the canvas. Because of the multitude
overlaying with oil paint, laid impasto, large sets of the painting have disconnected between
the layers. This requires a different method of approach for reinforcing and preservation
of the picturesque layer, using combined materials, modern and old for conservation and
restoration, modern canvas for dubbing, new materials for retrieval of the original look of
the painting.

The clearer the process of aging and destruction in modern paintings becomes, the
better the approach in the attempts for their preservation and restoration will be.



HHOYUCTBAHE na ovpsopezben ukoHocmac u 81a0uKu
MPOH upe3 U3NO0N36aHE HA MUKPO-AOPA3UBHA MEXHUKA
(mexnono2usi)

B nepuoga cenremBpu 2003 1. — ssnyapu 2004r. pecTaBpallMOHHUAT OTAET Ha My3eil
Bbenaku, Oemie aHTaxupaH ¢ pecTaBpalsITa Ha AbPBOPE30€H MKOHOCTAC M BIAJHUIIKA
TpoH ot kpast Ha X VIII Bek. Obekture ca cooctBeHocT Ha 1. “TIpopox NMnms”, kosiTo ce
Hamwupa 210 rpag TupaHaBoc B ceBepo-3amaaHaTa 4act Ha obmacra (peruona) Jlapuca.

HxoHocTachT Oemie MOKPHUT € TOCIEIOBATEHN, HEOPTUHAIHU CIIOEBE OT KagsiBa
U 3ereHa OnaxkHa 0osl, KaTo IisjIaTa MOBBPXHOCT Oele JiakupaHa. bpoH3 mmaie BbpXy
JIO3HUIaTa, BEHYHMJIKAaTa M T'bIBOMTE, KaKTO M OETOHHAaTa 4YacT OT OCHOBara. Bbpxy
BJIaJIUIIKKS TPOH Oellle HaHeceH clioi KagsiBa OmaxHa 0ol

Cnen MHOTOOPOWHY TECTOBE U BHUMATEITHO OOMUCIISTHE Ha pobiiema, Oerre pemeHo
Jla ce M3M0JI3Ba MUKpO-aObpa3uBHA TEXHUKA.

Mertoaute Ha abpa3uBHO MMOYNCTBAHE, BKIIOYUTEITHO U MUKPO-a0pa3usiTa, Ce OTHACAT
KbM TEXHHMKHTE, KOUTO MO (HU3MYEH BT OTHEMAaT OT MOBHPXHOCTTA 3aMbPCSIBAHUATA
U Pa3IMYHUTE OCTAPSUIA CIOEBE W MOKPUTHS M BKIIOUBAT ynorpedara Ha ONpeieieHU
MaTepHajy, KOUTO Bb3IEHCTBAT U U3TPHUBAT MMOBbPXHOCTTA IO/ HAJIATAHE.

B TO3u mpoekT mpu MOYMCTBAHETO HA CIOEBETE OsXa B3ETH B MPENBUJ CICTHUTE
(aKTOpU—THITHT M CbCTOSHUETO HA TbPBEHHS MaTepUaIl, pa3MEpPHUTE U BUja Ha a0pa3uBHUTE
YaCTHUIIHM, HAJSTAHETO C KOETO T€ CE MpHIaraT BbpXy pe30oBaHaTa MOBBPXHOCT, KAKTO
U pa3IMyHUTE CTETEHH Ha YCTOHYMBOCT Ha cioeBere. M3mon3BaHOTO Hansrane Oere
Mexay 2 u 5 Gapa.

3a nenuTe Ha TO3H crienu(uueH MPOeKT Os1Xa U3IOI3BaHH JIBa A0pa3uBHU KOMILJIEKTA.
TaxHOTO MpUIaraHe 3aBUcellIe OT HaKpallHUKa Ha Kommpecopa. J[Bata abpa3uBHU MofyIa
MO3BOJISIBaXa Ja Ce M3MOoJi3BaT aOpaswBHM 4YacTHLIM ¢ rojemuHa ot 50 mgo 250um B
nraMeTsp. BuabT Ha n30panus abpasuBeH MaTepual Oemre cThkieH npax. Crenudukara
Ha MPOAYKTA IO3BOJISBAIIE PABHOMEPHO PB3MPbCKBaHE Ha aOpa3uBHUS MaTepual npu 1-
6 Gapa (14,5-87psi).

CLEANING a Wood-carved Iconostasis and a Bishop's
Throne With the Use Of Micro-blasting Technology

Between September 2003 and January 2004, the Conservation Department of the
Benaki Museum engaged in the conservation of the wood-carved Icorostasis and bishop’s
throne in the late 18" century church of the Prophet Elijah (Profitis Ilias) near the town of
Tyrnavos in the north western part of the Larissa region.

Extensive interventions, including a variety of materials, had covered the entire initial
unpainted relief, resulting to the flattening of its details and its aesthetic alteration.

The Iconostasis was covered with successive layers of brown and green oil paint and
varnish that had been applied over the entire surface, bronze on the vine, the crowning
and the doves, as well as concrete on the base. The Bishop’s throne had been painted with
brown oil paint.

After much consideration and testing, it was decided to use micro-blasting
technology.

Abrasive cleaning methods, such us micro-blasting, refer to all techniques that
physically abrade a surface in order to remove soils, discolorations or coatings, and
involve the use of certain materials which impact or abrade a surface under pressure.

The cleaning project was undertaken taking into consideration factors, such as the
type and condition of wood, the size and sharpness of the grit particles, the pressure with
which the abrasive grit is applied to the wood-carved surface, as well as the different
degrees of brittleness of the layers. The pressure that had been applied rated between 2
and Sbars.

For the purpose of the specific project two blasting units were used. Their mobility
was dependant on connection to an external compressor. The two blasting modules allowed
the use of abrasive media with particle diameter rating from 50 to 250um. The type of
material selected was glass beads. The factory specs allowed an even flow of blasting
material from 1 to 6bars (14,5-87psi).



CTEHHATA sicusonuc 6 mpaxkuiickama 2pooHUya npu

ceno Anexkcanoposo
IIpoyusane, Ooxymenmupaue, npoekm 3a pecmaspayusi u onepayuu no
cma6wlu3upaHe HA CmeHHama stcueonuc

1. W3cnenBanusi Ha >XMBOMUCHATA TEXHHKA M JHMArHOCTUKA Ha Pa3pyLIMTEITHUTE
pouecu

3a u3caenBaHEeTO Ha BUIOBETE MAaTepHAII M TEXHUKA HA U3ITBIHEHUE OT OpUTHHATHATA
CTCHONHCHA CTPYKTypa Osxa B3eTH mpoOu 3a aHamu3u. OT MoyuyeHUTe pe3yinraru Oe
YCTaBOBEHO, Y€ Ca M3IOJI3BAHU CIIEIHUTE MUTMEHTH: BapoBa Osi1a, KOCTHA Y€pPHA, XEMAaTUT
(4epBEH MUTMEHT), KbJITa 0XPa, a KaQsSBUAT MUTMEHT € MOJy4eH OT CMECBAHETO Ha XeMaTUT
1 KocTHa YepHa. OT HalIpaBEHUST ra3-XxpoMaTorpadcku — Mac-crieKTpockorcku ananus (GC-
MS) 3a ycTaHOBsIBaHE HAa OpraHMYEH CBbP3BATEI HA IP00Oa OT MeaHAbpa B rpoOHAaTa Kamepa, e
OTYETEHO HAIMYHMETO Ha BUCIIN MapauHU U MUPHUCTUIIOBA KHCEIHHA - U30TIPOITUIIOB €CTep,
JIOKa3Bally ypoTpedarTa Ha mueneH BOChbK. OCHOBHUSAT IpajJiekeH KaMbK Ha apXUTEKTypHATa
CTPYKTypa Ha TpOOHHIIATA € KPUCTAJIOBUTPOKIACTHYEH pHOmamuTtoB Tyd. TydsT €
3€0JIMTUHMPAH B OCHOBHUTE Ha TpoOHaTa kamepa. [IpuunHu 3a 3eonutu3anusira (M3BETpsBaHE
JI0 TIIMHA) € MHTEH3UBHUAT NPEHOC Ha BJIara OT MOTWJIHUSL HACUN Ipe3 TpoOHara Kamepa u
JIPOMOCa, KaKTO U HAIMYMETO Ha aTMOochepeH Bb3ayX. [I[poAyKTHT OT U3BETpsIBaHETO HA Ty(da
- KIMHONTHJIOJIUTHT € OTJOKEH B TPAHUYHUS CJION MEXIy Ma3uiKara U KaMEHHUs TPaJIexK
U € Tpean3BHUKall pasciosBaHe. [IpeHOCHT HA Biara, MHTEH3U(UIMPAH CIIE] OTKPUBAHETO
Ha rpoOHMIIATA, OTIIAara OsT BOAI OT PEKPUCTAIM3UPAIT KAJILUT B aparoHUT (0T Ma3uiIKaTa) U
¢denamnaToBu MuHepaiu (OT Tpajexka) v € IPeAU3BUKAI JIOKAIHU “TOYKOBH IbPTEKHN HA
KUBOITUCTA HA TPOOHMIIATA.

2. KoHcepBallMOHHU AEWHOCTH IO CTCHONMCHUTE HAa TpoOHUIIaTa

[IbpBUAT eTanm OT MPaKTHYECKUTE KOHCEPBALMOHHU PAOOTH MO CTEHHATa >KUBOIIUC
BKITIOYBA TPAHHO CTA0MIIM3UPaHE Ha BPb3KaTa MEK/y BAPOBHST I'PYH/ M KAMEHHATA IPa/IeKHA
cTpykrypa. ToBa ce OChIIECTBH, KaTO B KyXWHUTE CE€ WHIKEKTUPA CIIEIHAIHO IMPUTOTBEHA
CMeC OT XHUJPaBIMYHA CMEC U ITBIHUTENHU. Ta3u cMec nma 100pUTe KauecTBa J]a Ce BTBbPISIBA
IIPU MHOTO BHCOKA BJIQXKHOCT Ha CpeJara W Jia Bh3CTAHOBSBA HANICKHO A/IXE3HITa MEXKIY
CTCHHATa XMUBOITUC M MOBLPXHOCTTA HA CTEHHATA 3UIApHsI B UHTEPUOPA.

[Mpe3 2007 rogmna Oe peanu3upaHa H3IBUIO CTAOWIM3AaLMATA B TPEIABEPHETO U
YaCTUYHU KOHCEPBALMOHHU MHTEPBEHIIMU B ChIIMHCKATa rpOOHA Kamepa.

I[To mpoekra ce npensuxaa npe3 2008 roguHa 1a ce MPUKIIOYX ¢ OCHOBHHS MTPOOIEM —
cTabuin3npaHe Ha Bpb3KaTa Ha CTCHOIHMCUTE C apXUTEKTypHaTa OCHOBA, KOETO I TTO3BOJIH
MPUCTHIIBAHE KBM JIpyraTa IJIaBHA 33aJiadya — TPETUPAHETO HA IOJTUXPOMHHUS CIIOH.

Br3noxuren: MUHUCTEPCTBO Ha KyJITypara

[Tersp [IOIIOB, pbpKOBOAUTEN HA EKUII
npod. Banentnn TOJJOPOB
nom. Credan ThITAHOB
Kuran KUTAHOB

Petar POPOV, head of the project
prof. Valentin TODOROV
assoc. prof. Stefan TAPANOV
Kitan KITANOV

THE MURAL Paintings in the Thracian Tomb Near
Alexandrovo Village

Research, Documentation, Conservation Projectand Consolidation Treatment
of the Murals

1. Research on the painting technique and diagnosis of the weathering proceses

For the aims of the research of the materials and the technique of the execution of
the painings, some samples from the original structure were taken. The results showed
that the following pigments were used: lime white, bone black, haematite (red pigment),
yellow ochre, while the brown shade was obtained by mixing haematite and bone black.
The results from the GC-MS, used to identify the organic binder in a sample taken from
the meander in the burial chamber, showed the presence of high paraffines and myristic
acid - isopropylic ester, which proved the use of bees wax. The main building material of
the architectural structure of the tomb is crystalo-vitroclastic rhyodacitic tuff. The tuff has
zeolitized in the base of the burial chamber. Reasons for this process (weathering to clays)
is the intense transportation of humidity from the mound through the burial chamber and
the dromos, as well as the presence of atmospheric air. The product of the weathering of the
tuff - the clinoptilolite - has precipitated at the border area between the plaster and the stone
masonry and caused detachment. The transportation of humidity, intensified after the tomb
was discovered, helped the formation of white veil of re-crystalized calcite into aragonite
(from the plaster) and feldspar minerals (from the masonry) and caused “spot florescence” of
the paintings in the tomb.

2. Conservation treatment of the mural paintings in the tomb

Thefirststage ofthepractical consrvationtreatmentofthemuralsincludedfirmstabilization
of the adhesion between the lime plaster and the stone masonry. It was accomplished by
grouting a special hydraulic mixture with fillers. The mixture has the following positive
properties: it sets at high humidity levels of the environment and reintegrates the adhesion
between the mural paintings and the surface of the stone masonry in the interior.

In 2007 the whole dromos was stabilized and certain partial conservation interventions
in the burial chamber were also carried out.

The project envisages that in 2008 the mail problem - the stabilization of the adhesion
between the murals and the architectural base - will be solved, which will allow for the next
main task - the treatment of the polychrome layer, to take place.

Assigned by: Ministry of Culture



KVILAIJUTE

Kymramu ce oTkpuBaT npy maHenuTe Ha MoBe4eTo MKOHU. OCHOBHUTE MM (YHKIUH
ca Jla OCUTypsIBaT LISUIOCTTA Ha MaHeJsa U J1a 3ama3BaT olliara My paBHUHHOCT, OCOOEHO
MIPH TOJIEMH U CJIO)KHU UKOHH (JIbPBEHUST MAHEI € N3TPaJIcH OT €HA WIIM TIOBEYE YaCTH).
OcBeH TOBa, T€ PAa3NPEAENAT MO LENHs MaHel CUINTE, KOUTO Bb3HUKBAT B OIOPHUTE
TOYKH, TOYKHTE Ha OKauBaHE, NpPU CBBP3BAIIUTE €JIEMEHTH M T.H. M CIoMarar 3a
CTaOMIIM3UPAHETO HA )KUBOIIHCTA, KAaTO HAMAJISIBAaT HETaTUBHUTE €(EKTH Ha Pa3IIUpPsIBaHE
Y CBUBaHE, MPUYMHEHHU OT KOJIeOaHMITa B OTHOCUTEIIHATA BIAXKHOCT. Jlo HavanoTo Ha XV
B. CBbP3BAaHETO MEX/1y TAHEJIUTE U KYIIALUTE C€ € OCHIIECTBABAIIO IOCPEICTBOM ITUPOHH.
VYnorpebara Ha MUPOHU (Te OMJIM HAMMPABEHU OT MEKO KOBAHO XKEJISI30) € HAM-CTApUAT U
Hal-4yecTo M3IO0JI3BaH HAYMH 3a ChEe/IMHSABAaHE Ha MIOBEYE OT €JHO napyue AbpBo. [Iuponure
ce 3a0MBaJii KaKTO OTKBbM I'bp0Oa, Taka U OTKBM JuIeBara cTpaHa. [lo-kbcHO pa3ianuHu
BUJIOBE ITH3TAIIN CE KyIIalll C€ MOHTUPAJIM OTKBM I'bp0a MITH 10 TOPHUSI U TOTHUS Kpan
Ha naHena. Kem kpas Ha XV B. 1 B Hayanoro Ha XVI B. yecto ce n3non3Bajv Kylamnu
¢ ¢opMma Ha JIICTOBMYA ONAIlIKa (C TPANeLoOBUIHO CEYEHHE), KOUTO CE€ MOHTHpAIU B
CTECHSBAIIIM c€ WIH (TI0-PSIIKO) apaJieIHU k1e00Be, U3bI0aHU B le0eIMHaTa Ha [TaHea.
CrnoOkara TuIl JISICTOBMYA ONAIllKa MO/JBOJISIBA /1a C€ OCHUIECTBYU MOJIOKUTEITHO CKauBaHe
MeX/1y MaHeNa M Kylllaka, 1aBalio Bb3MOKHOCT Ha JIBETE YacTH J1a Ce MPUILTH3BAT €/1Ha
CHPSIMO ApyTa, HO J1a HE ce orbBart. B 1006aBka KbM TOBa, OTPAaHUUYUTEIIHUTE CHIIU I10-CKOPO
ce pa3npeAesaT paBHOMEPHO O IbJDKMHATA Ha KyIlaKa, OTKOJIKOTO /1a C€ KOHLIEHTPUPAT
B cenU()UIHNA TOYKH, KaTo MUPOHH WM APYTH MOJOOHH eJIeMEeHTH. B Hamm mHU KaTo
3aMECTUTENIM Ha CTapuTe JABPBEHHU KylLIall C€ U3I0JI3BAaT Pa3JIMYHU MaTepuaju, Karo
QITYMHHUH, TIJICKCHUTTIac, OPOH3, MPY>KUHH, KOUTO MPUTEKaMaT I'bBKABOCT, Pa3IpeaelisT
HaNpeKEHUETO W HAMaJISBaT TPUEHETO.

Nikolaos SMYRNAKIS

Benaki Museum
Conservation Department
Laboratory of Icons, Paintings
and Wood Carving
6 Hesiodou str., GR 10674 Athens, Greece

CRADLING

Cradles are present on most icon panel supports. Their main functions were to
hold the panel together and keep the general planarity, especially for large or complex
icons (the wood panel is constructed of one or more pieces). They also distributed
through the whole panel the forces originating at supports, hanging points, connections,
and so on, and helped to stabilize the painting by reducing the negative effects of
swelling and shrinkage caused by relative humidity fluctuation. Until early fifteenth
century, connections between panels and cradles were made mostly with nails. The use
of nails (they were made of soft, wrought iron) is the oldest and most frequently way
to connect more than one pieces of wood. Nails could be either inserted from the back,
or from the front side. Later, various types of sliding cradles insert on the back side, or
at the top and the bottom of the panel. In the late fifteenth century and early sixteenth
centuries, dovetailed cradles (trapezoidal in cross section), inserted in tapered or (rarely)
parallel grooves mortised in to the thickness of the panel, were often used. The dovetail
join allows a positive grip between the panel and the cradle, authorizing the two parts
to slide reciprocally but not to wrap. In addition, the constraining forces are divided
evenly along the cradle, rather than being concentrated at specific points, such as nails
or similar devices. In our day’s different types of materials such as aluminum, plexi
glass, bronze, springs, are used to replace the old wood cradles, obtaining flexibility,
distributing stress and reducing friction.



JIBbPBEHU ocrosu na ukonume

1. BeBenenue

TunnyHa 0COOEHOCT HAa MKOHUTE OT BCHYKH PETMOHM W TIEPUOAM € OCHOBAra,
n3paboTeHa OT JbPBEH MaTepHall: T4 3ama3Ba OYTH YHUBEpCcaJIHATa CH yHoTpeda, Makap
U C HSKOM CTPYKTYPHHM MOJU(HKALINH, TOPH CJIEH KATO 3aM1aIHOEBPONECHCKUTE XYTIOKHHUIIN
BB3IIPUEMAT 32 KAPTUHUTE CH MO-IPAKTUYHUTE [IJIATHEHU OCHOBH.

2. M1360p Ha AbpBECHHA 32 UKOHUTE

PaGorunaunure BB Buzantuiickara ummepus or VI mo XV Bek He mMmokasBar
MPENIIOYNTaHUs] KbM HSKAaKBa OIpeAeicHa IbPBECHA PAa3HOBUIHOCT U JIbPBEHHUSAT
Marepuai oua n3dupan cb00pa3HO MECTHUTE B3MOKHOCTH. [lopaan ToBa CIMCHKBT HA
JTbPBECHHUTE BUIOBE, KOUTO Ce HAOMIOABaT MPU UKOHUTE, € J0CTa ABIbI — TOM BKIIIOUBA
KUIIApUC, €1a, YePBEH CMbPY, JIUCTBEHHIIA, KEIbP, XBOIHA, OOp, THUC, OpEX, KeCTeH, b0,
TOIIOJIA, JIUMA, OPSICT, KJIEH, SICeH, CMOKUHS, YEMILIUP U YUHAp.

3. CTpykTypa Ha OCHOBaTa — CBbP3BAaHE HA IbCKUTE

Haii-pannute ukonu (VI — X B.) ce mpaBenu OT €AHO Mapye IbpPBO, JOPH KOTraro
uMalld 3HauuTenHa mupuHa. He ce m3mom3Banm kymanu. OueBMAHO € OWIO IpUETO
paHHUTE UKOHM JIa UMAT paMKa, oOpamuBalla Kpailara Ha rnaHena, Thid KaTo Kpaifiara
Ha BCUYKU MKOHM OT TO3U MIEPUOJ HE Ca MOKPUTH € OO U B TSX JINYAT TyNKH OT MUPOHH.

ITpe3 X B., koraro 3amousa ynorpedara Ha “MOHOJIMTHUTE” PAMKH, MHOTO OT UKOHUTE
ce n3paboTBajM OT €Ha AbCKA, HO C€ OTKPUBAT M UKOHU OT IO JIB€ IbCKH. J{bCKUTE OMITN
CBbP3aHM Upe3 ThHKU IIPABOBI'BIHU ABPBEHU IUIAHKH, KOUTO IIPEMUHABAJIM IPE3 1su1aTa
IIMPUHA HA MKOHATa ¥ OMJIM MPUKPENEeHU ¢ MUPOHU B BaTa cu kpas. Ot XIV u ocobeHo
oT XV B. HaTaTbK, OCHOBUTE Ha UKOHUTE CTaHAJIU [10-TE€KKH, BEPOSATHO 3apaJl TBPCEHETO
Ha I10-TOJIEMU MKOHOCTACHU UKOHM BbB BH3aHTus u Ha bankanure karo 1smo. Jbckure
OUIIM IPUKPENBAaHM €Ha KbM JIpyTa upe3 MHUPOHHU.

[To-kbCcHO maHenuTe OWIM YKpenBaHU OTKBM I'bpOa ¢ MOHTHUPAHU Ype3 MUPOHU
XOPU30HTAJIHH KYyILIAIH, KOUTO ITOJICHIIBAIH CIIIOOKUTE MEXK Y IbckUTE. ChbBCEM pa3IuuHa
TeXHHUKa ce npuiaraia B Pycus ot XIV B. Hararsk. Korato ce n3nonsBanu HAKOJIKO IbCKH,
TE C€ 3aJICTIBAJIM €/IHa KbM JIPYTa C )KUBOTHHCKO JIETIMIIO (TYTKaJ) HJIU CE€ CBHP3BAJIM Upe3
ITbPBEHM €NIEMEHTH ¢ (popMa Ha JaCTOBMYM OMAIIKK WJIM pOMOOBE; TOraBa OTKBM I'bpOa
Ha MKOHATa C€ M3KONaBaJIM YABJDKEHM TPANELOBUJIHU KaHAJIW, OPUEHTUPAHU IO IpaB
BI'bJ CIIPSAMO ITOCOKATa HAa AbPBECHUTE BJIAKHA.

Stergios STASSINOPOULOS

Head of Conservation Department

Benaki Museum
6 Hesiodou str., GR 10674 Athens, Greece

stassinopoulos@benaki.gr

WOQODEN Icon Supports

1. Introduction.

A standard feature of icons from all regions and periods is a support made of wood:
this remained in near universal use, albeit with certain structural modifications, even after
western artists had adopted the more practical canvas support for their painting.

2. Selection of wood for icons.

Workshops throughout the Byzantine empire, from the 6™ to the 15" century, display
no preference for any specific variety and the wood was chosen according to the species
available locally. For this reason the list of woods found in icons is a lengthy one: it
includes cypress, fir, red spruce, larch, cedar, juniper, pine, yew, walnut, chestnut, oak,
poplar, lime, elm, maple, ash, sycamore, box and plane.

3. Structure of the support — joining the boards.

The earliest icons (6™ — 10™ century) were made from a single piece of wood, even
when they were of considerable width. Battens were never used. A frame enclosing the
edges of the icon must have been a feature of all other contemporary icons, as their edges
are unpainted and bear nail holes.

In the 10™ century, when the use of “integral” frames began, many icons were
constructed of one board, but icons with two boards are also found. The boards were
joined together with thin rectangular strips of wood, running the full width of the icon and
fastened with nails along its top and bottom edges. From the 14" and more particularly
the 15™ century, icon supports became heavier and more solid, possibly because of the
demand for larger iconostasis icons in Byzantium and the Balkans generally. The boards
were joined together with nails.

The panels were subsequently reinforced on the reverse with nailed horizontal battens
which strengthen the joins. A totally different technique was used in Russia from the 14®
century onwards. Where several boards were used, they were stuck together with animal
glue or joined with butterfly- or lozenge-shaped pieces of wood; elongated trapezoid
channels were then chiselled in the reverse of the icon at right angles to the grain of the
wood.



PECTABPAIIUA na ocem 6b3p0odcOeHCcKU UKOHU Om
Camoxoeckama xy00xcecmeeHa WKoia

TabnoTo mpencrass pecraBpalUsaTa HA OCEM MKOHH OT IIAPCKUS peJl HA UKOHOCTAc
cb3majeH npe3 Bou3paxkaanero. koHuTe ca moanmumcaHu OT MKOHOMMCELl 3axapuit
non PanoiikoB or CamokoB u ca gatupanu mnpe3 1874 r. CecrosiHHEeTO MM Oere
U3KJIIOYUTEIIHO HECTAOMIHO M C PECTaBpalusiTa UM ca Bb3POAEHH €IHU OT J00puTe
o6paszu ot CaMOKOBCKaTa Xy/10’KECTBEHA ILIKOJIA.

Jlro6omupa CTEOGAHOBA
Crepan CTED®AHOB

Lyubomira STEFANOVA
Stefan STEFANOV

ilbens3o0@ yahoo.com

CONSERVATION of Eight Renaissance Icons of the
Samokov Art School

The poster presents the conservation of eight imperial icons of an iconostasis, created
during the Bulgarian Renaissance. The icons are signed by the icon-painter Zaharii pop
Radoikov from the city of Samokov and are dated to 1874. Their condition was extremely
unstable and the executed conservation treatment revived some of the good works of the
Samokov art school.



PECTABPAL[HA naovpsenackyinmypaomkamonuyecku
xpam

TabmoTo mpecTaBs MpOeKTa Mo pecTaBpalysITa Ha JbpBEeHA XPUCTHSIHCKA CKYIIITYpa.
OO0ekTa mpHUCTUTHA B aTEMETO B MHOTO JIOIIO ChCTOsiHUE. Llsnara moBspXHOCT Oere
obropsina. JluncBaxa mpbhcTUTE Ha ABETE pblie M YacT OT Hoca. Ckynnryparta Oere
MOYUCTEHa U yKpeneHa. HampaBuxa ce Bb3CTAaHOBKM Ha JurcBamure yactu . [lopanu
JUICaTa Ha KaKBUTO M Ja OWJIO YaCTULIM MOJIMXPOMHUS , €KIO3UIIMOHHOTO TPEACTABSIHE
Ha ¢urypara € 0CTaBeHO Ha HUBO TPYH]I.

Crepan CTEDPAHOB
Jrobomupa CTEOGAHOBA

Stefan STEFANOV
Lyubomira STEFANOVA

ilbens30@ yahoo.com



DPOTO/NOKYMEHTUPAHE na cmenonucume om
mpaxutickama 2pobruya npu c. Anexcanoposo

dotorpadcKkoTO JOKYMEHTHpPAaHE HAa CTEHONMHCHTE OT TPaKHWCKaTa TPOOHHIA TPHU
c.AiekcanpoBo Oe peasn3upaHo KaTo yacT OT Mporpamara 3a IpoyyuBaHe U pecTaBpalus
Ha rpoOHunara. Ha To3u eTam ot (OTOIOKYMEHTUPAHETO O€ PETUCTPHUPAHO aKTYaTHOTO
CBCTOSIHUE Ha CTeHomWcUTe BBHB BUIuUMEs U IR cmekTsp. [pyrara BaxkHa 3amada 0Oe
Ja ce M3TOTBAT MamaOHW (OTOIUTaH-KapTH (pasrbBKH) Ha CTCHONHCUTE B TpoOHATa
KaMepa KaTo OCHOBa 3a rpaduuHara qokyMeHTanus. OCoOCHO Npean3BUKATEICTBO TPU
3acHEMaHeTo Osixa crenu(puIHaTa TeOMETPHUS U pa3MepH Ha rpoOHaTa kamepa. Mankara
JMICTAHIMSI U OT'bHATATa MOBBPXHOCT 3aTPyAHHMXA JOCTa KOPEKTHOTO (ororpadupane
Ha CTEHOIIMCHUTE 3a MPEJCTABIHETO UM B PaBHHHHA NPOeKIHs. JlJaHHUTE OT METPUYHOTO
3acHeMaHe u (OTO- 3aCHEMaHeTo Osxa OOeTWHEHM NMPHU KOMIIOTBpHAaTa 00paboTka 1o
MeTona “goromosaiika’.

not. Credan ThITAHOB
PBKOBOMTEN Ha Kareapa “PecraBpanus’™
HanmonanHa Xy1o’xecTBeHa akaaeMus
yi1. [Iunka 1
Codus, brarapus

assoc. prof. Stefan TAPANOV
Head of the Department of Conservation
National Academy of Arts
1, Shipka Str.
Sofia, Bulgaria

PHOTO Documenting Of The Mural Paintings In The
Thracian Tomb At The Village Of Alexandrovo

The photographic documenting of the mural paintings in the Thracian tomb at
the village of Alexandrovo was realized as a part of the project for the study and
conservation of the tomb. At this stage of the photo documenting process the current
condition of the murals was registered in the visible and the IR-spectra. Another
important task was the preparation of scale photoplan-maps (spreads) of the paintings in
the burial chamber, which will serve as a base for the graphic documentation. Particular
challenges for the photographic work were the specific geometry and size of the
burial chamber. The small distance and the warped surface rendered the correct photo
documenting of the murals quite difficult, having in mind that this will be the source
of the mural’s presentation in plane projection. The data from the metric and the photo
documenting was combined during the computer processing using the method “photo
mosaic”.



PECTABPAIIMOHHA npobnemamuka Ha pucysanume
MbKAHU

Tabnoro npeacTass AuCcepTalMOHHUS TPy “YKHBOMMCHU TEXHUKHU 33 PUCYBaHE BPXY
TekcTuil. [IpoGnemu Ha pectaBpanusiTa’, KOMTo 6e peanusupad B kareapa “Pecrasparus”
kbM HXA npe3 nepuoaa 2001-2006 1. u 6e 3amuteH npe3 ssuyapu 2007 r. PucyBanure
ThKaHU ca pa3mieJaHd KaTo OTJeNHA Ipyna 00eKTH B pecTaBpalusaTa, KOsITo He OuBa Ja
Ob/1e peHeOpersana, Thil KaTo TO3U BU IPOU3BEICHHS ca HeJleIiMa 4acT OT CBETOBHOTO
KYJATYPHO HACJEICTBO U MPHUCHCTBAT B U3KYCTBOTO U OMTa Ha pa3IMYHU HApOIH OLIE OT
IbJI00Ka IPEBHOCT. 3a U3pabOTKaTa UM ca ce U3IMOI3BAIM U Ce M3MOJI3BAT Pa3HOOOpa3HU
KMBOIUCHHU, rpapUUHM, TIEYaTHHU U CIIOMAraTeIHu TEXHUKH, KaTo peau3aliy Ha rojisiMa
4acT OT TAX ce OTKpuBaT U B bbarapus. Benpeku ye y Hac TEKCTUIHOTO pUCYBaHE ChIIO
uMa MPOsBU B pa3IMyHU cepu Ha )KUBOTA, TO HE HE € MHOTO MOMYJISIPHO U J0Cera He €
OmsI0 TeMa Ha HayYHU pa3pabOTKU.

B mo-romsmara cu yact pecTtaBpallMOHHHTE MPOOJIEMH Ha PHUCYBAHUTE ThKAHU
NIPEJCTABIABAT XapakTepHa KOMOMHALMSA OT H3MEHEHHMsS U pa3pyLICHHs, KOUTO ce
HaOII01aBaT NPY NPOU3BEIEHUATA OT TEKCTHJII ¥ IIPU KaBaJIeTHUTE KapTUHU. ChLIeCTByBAT
obaue W crneuupUUHU TOBPEIH, KOUTO HE TIO3BOJIABAT METOIUTE Ha TPETHUPAHE,
YCTaHOBEHH B peCTaBpallusATa Ha TEKCTUJ WK KaBaJeTHA XKHUBOIIHUC, 1a ObJaT NPHIOKEHU
JTUPEKTHO B paboTara ¢ pUCYBaHU ThKAaHU. TE€XHUKO-TEXHOJIOTMYHATA HECTAHJAPTHOCT
U MHOrooOpasuero Ha TBOPOMTE [ONBIHUTEIHO YCIOXKHABAT pECTaBpallMOHHUTE
HaMecH, MOpakJIalKu peaulla TeXHUYECKH M ecTeTHuecku npobmemu. HescHortara u
MPEIU3BUKATEICTBOTO Ha TE3U MPOOIEMH MOraT Jja ObAaT OBIAASIHUA CaMO Cief] 00CTOIHO
U audepeHIupaHo Mpoy4YBaHe HAa PUCYBAHWUTE ThKAaHM KaTO OT/AEIHA Ipyla OOEKTH B
pecTaBpanusiTa. JJOKTOpCKUAT TPy MOCTAaBsI HACOKUTE 3a U3rpakJaHe Ha AudepeHuupan
MOJIXO/1 TIPY HAMECHUTE KaTo Pas3miiex/ia TPU acleKTa OT pecTaBpallMOHHUS MPOLeC: BOAHU
00paboTKu, 1y0nax, Bb3CTAHOBKU M peuHTerpanus. M300pbT Ha TOYHO TE3U BUI0BE
MaHMITyJalluu € CboOpa3eH ¢ EeMIMPUYHNUTE U3BOAN U HAOMIOAEHUS, HATPYIIaHH IO BpeMe
Ha MpakTHyeckara paboTa KbM JUCEpPTALUATA.

Enuna [{BeTkoBa

Elitsa TSVETKOVA

CONSERVATION Problems of Painted Textiles

The poster presents the dissertation work “Techniques for Textile Painting. Restoration
Problems”, which was realized in the Department of Conservation and Restoration at
the National Academy of Arts, Sofia, Bulgaria, during the period 2001-2006 and was
defended in January 2007. The painted textiles are referred to as a separate group of
objects in the conservation practice, which should not be ignored because these artifacts
are an integral part of the world cultural heritage and have been present in the art and
everyday life since ancient times. Various techniques have been and still are used for
making them: painting, graphic, printing and auxiliary techniques, as most of these have
their realizations in Bulgaria as well. Although the textile painting’s manifestations in our
country also have entered different spheres of life, they are not very popular and have not
been thoroughly studied as yet.

The greater part of the conservation problems of the painted textiles represent a
characteristic combination of alterations and destructions, which are usually observed
on textile works and on easel paintings. There however exist specific damages as well,
which do not allow the methods of treatment established in the conservation of textiles
or easel painting, to be applied directly to the work on painted textiles. The technical
and technological irregularities and the diversity of the artifacts additionally complicate
the conservation interventions by generating different technical and esthetic problems.
The unclear points and the challenge of these problems can be mastered only through a
detailed and differentiated study of the painted textiles as a separate group of objects in
the conservation practice. The present thesis sets some directions for the formation of a
differentiated approach to the treatments, by presenting three aspects of the conservation
process: water treatments, lining, compensation of losses and reintegration. The choice of
exactly these three kinds of manipulations is conformed to the empirical observations and
conclusions, accumulated while the practical works within the framework of the Ph.D.
project were conducted.



34 HAU-PAHHUA npumep na mexuuxa Strappo 8
bvaeapus

HapnmsaHeTo Ha TexHHKa strappo B bearapus ce cBbp3sa ¢ mveto Ha Kapi MopaaHos,
koiTo B nnepuoaa 1939-1940 r. e pecraBparop kbM HaponHus apXeosoru4ecku My3en B
Codus. [TybnukyBaHUTE 10 ceTa CBEICHHS OTHACST Hali-paHHATa ynoTpeda Ha TeXHUKaTa
KbM 1941 1., KOraTo TOM CBajs HAKOJIKO CTEHONMUCHU ()parMeHTa OT PYMHUTE Ha ITbPKBaTa
,»CB. Huxomna” B c. XKenesna. Ilpu nmpoyuBane Ha TpaHC(epHpaHU CTEHONHUCH B JETIO
CpennoBexoue Ha HANUM-BAH mnpe3 tonu 2006 1. 6¢ OTKPUT HEU3BECTECH JO Cera
(dparmenT ¢ gara Ha cBajsHe 1940 1. B mocnencTBue O6e ycTaHOBEHO, Ue ToBa € (hparMeHT
ot rpo6Hunia Ne 1, orkpura npe3 centemBpu 1940 1. mpu u3KommHU pabOTH 3a CTpOEkKa HA
Haponnara 6ubnauorexa B Codus.

Ipes maii 1939 1. Kapn MopgaHoB e m3mpaTeH Ha creHHann3anus B [ epMaHus
Wranus, 3a na ce 3amo3Hae ChC ChbBPEMEHHUTE MPAKTUKU 3a CBaJsHE HAa CTEHOIMCH.
3aBpbluiaHeTo My B bbiarapus eqHa roauHa mMo-KbCHO CHBIAAA C apXeOJIOTHYECKOTO
otkputue. Jlo cera He ca myOiaMKyBaHM JaHHM 3a cbadara Ha cteHomucure. Cropen
OTKPUTHTE pecTaBpalioHHM nokaaan Kapm MopmaHoB ycmsBa 1a CBANM  HSAKOJIKO
(dparmeHTa npeau cTpoeka Ha HOBaTa Crpaja Ja € 3amodHai. Jlo nHec e ouemnsi camo
€IMH OT (pparMeHTUTE, CBUJETEIICTBO 3a Hall-paHHOTO NpUJIaraHe Ha TEXHUKa strappo B
bobarapus.

n-p Usan BAHEB

Ivan VANEYV, PhD

ivangel@abv.bg

THE EARLIEST Example of the Use of the Strappo
lechnique in Bulgaria

The strappo technique in Bulgarian restoration practice has been invented by Karl
Jordanov. His activities between 1939 and 1949 are closely related with the National
Archaeological Museum where he is in charge of restoration. All the publications stated that
strappo technique is first applied by him in 1941, when he detached few mural painting’s
fragments from St Nicolas Church in Zhelezna village. During a recent investigation,
undertaken by the author in July 2006 at the National Archaeological Museum’s medieval
storage, an unknown transfer has been discovered; it is marked as “detached in 1940”.
After a thorough study by the author the origin of that transfer was clearly identified as
a fragment from so called Tomb No 1, excavated in September 1940 during the building
campaign of the National Library in Sofia.

Karl Jordanov spent a year — from 1939 until 1940, in Germany and Italy in studying
modern techniques of mural painting’s detachment. His return back in Bulgaria coincides
with the discovery of the Tomb No 1. What had been happened with its mural painting
has remained unknown until author’s discovery of the mentioned fragment. It is to be
assigned to Karl Yordanov’s activities as the data from his reports could suggest. This
fragment is the earliest example in Bulgaria of strappo technique appliance.



IIPOBJIEMHU, cevp3anu ¢ pecmaspayusma Ha
domoepachus om ponoa na HUM

[Ipe3 2007r. B HaumoHanHMUS HMCTOPUYECKH My3€H ce M3BBpPIIM OOHOBSBAHE Ha
€KCIIO3MIMATA, NPEACTaBeHa B 3ana - Ipero bwarapcko mapctBo. ExcriprTHara oneHka
Ha CHCTOSIHUETO Ha €KCIIOHATUTE YCTAaHOBM, Y€ HAKOM MMaT HyXJa OT MOYUCTBAHE U
pecraBpanus, Mexay kouto u dotorpadus Ha moetecata Emmncaera barpsina, xosaro e
00€KT Ha HAaCTOAIIOTO MPEICTABSIHE.

dotorpadusita e uepHO-065J1a, B KpbIJIa MEHO-CIUIaBHA METAJIHA PAMKa C OpDHAMEHTH
u croiika. B mponeca Ha pecTaBpanus ce YCTaHOBH HaJIMYUETO Ha BTopa (ororpadus
MeXay BuUauMara oTnpea cHuUMKa M repOa. Cneumamuctu ot HUM s onpenenuxa
KaTo yHUKaJHa M Heu3BecTHa 10 MoMmeHTa. HemyOnukyBana. M300pakeHHETO MmoKa3Ba
noerecara EnucaBera barpsHa u mauteparypHust uctopuk npod. bosn Ilenes.
®dororpadusTa € JaTupaHa - HaAMKC CbC CUHBO MacTuio “Bapna 926” B monHus necex
Kpaii. bsxa npoBeaeHN peania HaOMIOAEHNS U 3aCHEMAHUS TIPH PA3TUYHHN yBEITUYCHHS,
C LeJ YCTaHOBSIBaHE Ha H3Moi3BaHUTE (ororpadcku TeXHUKH U mpouecu. Cren
pecTaBpallilOHHUTE WHTEpBEHLUUHU JBeTe (oTorpaduu Osfxa BbpHAaTH B OpUTHMHAIHATA
pamka. 3a ma ce Bmkaa Bropara ¢otorpadus Oemre u3paboTeH ¥ MOHTUPAH MPO3padeH
rpb0 Ha eKCIOHATA.

Anexcanabp BpToB
[JIKP npu HUM
Codust

Alexander VATOV
Central Laboratory
for Conservation and Restoration
National Museum of History

avatov(@gmail.com

PROBLEMS in Connection With the Restoration of a
Photograph From the Collection of the National Museum

of History

The exposition displayed in Hall 5 — Third Bulgarian Kingdom — of the National
Museum of History was renovated in 2007. The expert condition checking found out
that some objects need cleaning and restoration. The Photograph of the poetess Elisaveta
Bagryana, the objective of this presentation, was among them.

The photograph is a black-and-white one. It is in an ornamented round frame of
copper alloy with a stand. It was discovered in the restoration process that a second
photograph had been inserted between the visible front picture and the back. Specialists
from the National Museum of History defined it as unique and unfamiliar. Unpublished.
It shows the poetess Elisaveta Bagryana and the literature historian Prof. Boyan Penev.
The photograph is dated in blue ink — Varna 926 — in the left lower corner. A series of
observations were made and pictures were taken at different magnifications to establish
the photographic techniques and processes applied. After the restoration treatment, the
two photographs were returned in the original frame but a transparent back was made and
mounted on the back of the exhibit in order to make the second photograph visible.






