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ITpu Bcsiko HaYMHAHME Ce 3aI104Ba C TUXM,
0OSI3/IMBY CTBIIKI, HO C BMCOKV HAIEeXKIV.
ITocTereHHO OCTHTALLL 10 IIPOTUBOPEYMBOTO
pasdupate, ye He e JOCTATHYHO JIa JKeJIaellL.
Tpesorara Ha oyakBaHeTo 11 Oe3yMIeTO Ha
TBPCEHETO Ca TOJISIMOTO JIBVDKEHVE Ha MUCHIITa
VL >KeJIaHMeTO. [IBVDKeHe, IPUTECHEHO 1
OrpaHMYEHO OT HesiCHA M pa3MUTa IIOJIUTIIKA, OT
dwmHaHCOBM prickose 1 paMku. [Tapure morar
71a ce IIpe0posT, HO M3KYCTBOTO He IIOJJIEXN
Ha OpoeHe. Taka e 11 IIpu 1apUTEJICTBOTO.

B npoexiysita Ha BpeMeTo, M3IpaBeHNn

10 M3KyCTBOTO, (PMHAHCOBITE CPEJICTBA 1
IIOJINTIKATA He ca II0BeYe OT pasouapoBaHIe.
T'osrsiMara paioCcT M TPBIIKA € CIIOJIEISHETO.
CriopiesisiHe ¢ IPUSTEIIV U C HEIIO3HATH, C
IIO3HABAYN U C JIAUILIV, C yMOPEHM OT 3peJIoCTTa
VI C )KM3HEHU XOopa.

Tasu KoJieKiys e KOJIeKIIys Ha CIIOfesIsHe Ha
pazmocrra.

AxajieMyyHaTa ecTeTrKa Ha XOJIaHICKNUTE,
drraMaH/ICKITe 1 IPYTY 3aI1aJHOEBPOIIETICKI
Mavictopu ot 17. mo 19. Bek fokasBa, de
IIpOMSIHATA BbB BKYCOBETE € IIePVOINYHO

Y BpeMeHHO siBjleHre. TpyaHO Morart fga

Ce OTHEJIST pas/inyysiTa B TAJIAHTITE Ha
IIPU3HATUTE MaVICTOPY C [IOBTOPEHMSITA Ha
TBOPOUTE OT AaHOHVIMHITE VM YYEeHUIIV VIV
nocstefoBarenn. Iloprperite, nensaxmre,
OubrievickuTe CroXeTu ca 0OequHeHN OT
0oraTcTBOTO Ha CTMJIOBITE HallpaBJICHVIS.
OTcheTBMETO Ha ITOKa3HATA BUPTYaJIHOCT,
HaJIOXKEHVIST BbTPelleH PUThM, MspKa 1
PpaBHOBeCHe ca IIPUCHIIN 38 PeHecaHcoBaTa
wiacvka. CTaTmkara Ha IIOpTpeTHaTa XVBOIIVIC,
HPULIIYIIIEHNTE CBETIINHM B IIEVI3aXNTe,
IBVDKEHVISITA, 3aMbIVIEHV OT OTOJISICBIINTE,
OaslaHCKpaHWUTe KOMIIO3UIIVY, €K3aJITalysTa
Ha KOHTPACTUTeE pasTsiraT U IIPOIb/DKaBaT
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New endeavours are often initiated with

tiny, timid steps but with great expectations.
Eventually, reality sets in: desire alone is
bound to leave you short of these expectations.
Restless anxiety and frantic yearning are the
moving elements of our cravings and mental
goals. Moving elements constrained by unclear
and unsettled policies, by financial risks and
frameworks. Wealth can be measured but art
cannot be counted. Charitable giving follows the
same pattern. At the backdrop of time and art,
money and politics are no longer rewarding.
The act of sharing becomes the ultimate
excitement and joy. Sharing with friends and
strangers, with connoisseurs and novices, with
mature adults settled in their routines and
exploring adolescents.

This collection is an act of sharing this joy.

The academic aesthetics of Dutch, Flemish and
other Renaissance masters from the 17' till

the 19" century proves that changes in tastes
are a temporal and recurring phenomenon.

It is difficult to distinguish the talents of

the acknowledged masters from those of

their anonymous disciples and followers of

the tradition. The portraits, landscapes and
biblical plots are united by the richness of their
styles. The lack of ostentatious virtuosity, the
imposed inner rhythm, measure and balance
are reminiscent of the Renaissance classics. The
statics of portrait painting, the dimmed lights
in the landscapes, the movements blurred by
the reflections, the balanced compositions,

and the exaltation of the contrasts extend and
prolong time, so as to allow us to relish in the
style differences today. The biblical wisdom,
the Judaic mystique, and the passions of Christ,
intertwined in art, are part of the moral values of
our inner equilibrium. Prudence and mystique.



BPEMETO, 3a Jla MOXKeM JIHeC JIa ce pajiBaMe
Ha CTWIOBUTe pasiunsi. bubrerickara
MBIIPOCT, I0fleViCKaTa MICTMKA, XPUCTOBOTO
CTpajiaHue, BIUIETEHNU B M3KyCTBOTO, Ca YacT

OT HPaBCTBEHWTE HOPMW Ha BBTPELITHOTO

HU paBHOBecye. biraropasymue 1 MucTIKa.
TBEMHUST KOJIOPUTEH CTPOEX, OLITUIHOTO

MY BB3/IEVICTBIE, 3arajlKaTa Ha IIBETOBETE,
TOHAJIHATa CTOVHOCT Ha M300pakeHnsTa
Cb3/jaBat cMylasany syugenns. [iactiaanTe
dopmMm, apTUKyIIMpaHNUTE JIMHUM Ha
PVICYHBKa, TEKCTypaTa Ha KOJIOpWTa Ch3/IaBaT
BUIVIMA ThP)KECTBEHOCT, JJOCTOMHCTBO 1
APUCTOKPATUYHO 0JIarOpOJICTBO.

W eto, B KJIacMKaTa MOXe J1a ce Kpyie M3HeHala,
KaTo 4Ye JIV CIIeIMaTHO 3aJI0KeHa IIPe/IV IToBeYe
ot 150 roxmHmM, B Ch3ByUMe C OOrpblIalarTa

HW JIeVICTBUTEIIHOCT. B aTMocdepaTa Ha
KBCHOTO CPeIHOBEKOBHO YUWINIIIE, B CEHKITE
Ha MBXJIyKalll/Te CBEIIN IIPVCHhCTBA CTPAHHO
EBporia, He kpajicTBa WwiIn abpasy, a EBpora,
KOSITO IIpUJiaBa IIpeiCcKa3Balllo 3By4eHe Ha
aKaJeMWYHS KJIaCULIVI3bM.

ITosBosteTe M1 ja CIIOJIEIIS HAKPasi, Ue TOBa,
KOeTO pas3JICTBaTe, He e IIPOCTO IIOpeJIeH
XyII0’KeCTBEH KaTaJIor, a OCMUCIIEH, bIIDOKO
PpasKpwBall] IpoYnT Ha effHa coupka. [Ipounr,
KOVITO € TI0Beue OT M3cileflBaHe, Hay4Ha
TBOpOa, IOCTaBSIIIIA )KAJIOHINTE Ha CJIEIBAIIIO
HIPOHVIKBaHE.

CwisHo cbM yOerieH, de B KJIacHKaTa MMa
HEOTKPWTM JIbJIOOYUMHY, IPUKPUTA CUMBOJIVIKA,
CTBITNCBAIIO OJIArOPOICTBO M apUCTOKPATU3BM,
a B CIIOZIEJISTHETO VIMa CJlaJIKa TPeBora, IbJI00Ka
TPp’BIIKa ¥ BbTPEIIIHA PazIoCT.

Bboxxmupap [Jaues
uwieH Ha HacTtogrescrsoro
Ha Hos ObJirapcku yHMBepcuTeT

The dark colour structure, its optical impact,
the mystery of colours, and the tone value of
the images create disquieting phantasms. The
forms, the articulated lines, and the texture of
colour create obvious solemnity, worthiness and
aristocratic nobleness.

Thus, classical works can hide surprises laid
down on purpose more than 150 years ago

but still in tune with today’s reality. The late
medieval school, in the shadows of flickering
candles, presents Europe in a strange way, not
with its kingdoms or states, but as a continent
where academic classicism carries prophetic
messages.

Finally, allow me to share that what you are
perusing is not just the next art catalogue but

a deeply thought out and revealing reflection
on the collection. A reflection that is not
simply a study, but a benchmark for further
understanding.

I deeply believe that classics hide undiscovered
depths, concealed symbolism, stunning
nobleness and aristocratism and that there is a
lot of sweet anguish, great thrill and innermost
joy in sharing.

Bojidar Danev
Board of Trustees Member
New Bulgarian University



T'anepmsa YEuApt
Aynuropwms
~CemericrBo boxxnnap [Janesn”

Mmcnsara Ha Ho Obiirapckmt yHuBepcurer

7la IIPOMeHSI ODIIIeCTBEHOTO IIPOCTPAHCTBO

v ceDe c11, KaKTO 1 MSICTOTO Ha M3KyCTBaTa

B aKaJleMWIHVIS ITPOPIII Ha YHUBEPCUTETA,
YTBBbP KIaBaT MHCTUTYIIVOHATHATaA HIA
TOTOBHOCT JIa Ch3/JaBaMe U pa3BuBaMe IIPOeKTH,
ITOJIKPEIISIIN BUCOKM 00pasIiyi B M3KYCTBOTO,

C UmesTa Jla Ch3/IazieM YCIIOBMS 3a Pa3sBUTIETO
Ha IIKOJTN. YHUBEPCUTETCKUAT TeaTwp,
leHTHPBT 110 M3KyCcTBa, MyseaT Ha HBY,
saboparopunTe 110 dpoTorpadpvist M aHUMALIVIS,
YHUBEPCUTETCKUAT (PVIIMOB U TeJIeBU3MOHEeH
LIEHTHP, a THeC ¥ YHMBepCcuUTeTcKaTa rajlepus
ca CUTypeH IpuMep 3a ToBa.

Hapennero Ha ceMeVicTBO [laHeBu — KOIEKITN
OT eBporiericky MavicTopu ot 17. 11o 19. Bek,

ce BIIVCBa 110 0cO0eH HauMH B KOJIEKLVSATA OT
TlapeHus Ha 3Ha4YVMM JIMIHOCTH Ha HaIlleTo
ChbBpeMue C IprokKa KbM KyJITyPHIUTE TPagyIin,
TAXHOTO ChbXpaHsBaHe U MpOb/KaBaHe

BBB BpeMeTo. AKTHT Ha JlapeHue IToKa3Ba
pasHooOpasueTo oT popMu Ha CBbP3BaHEe
MEX]Ty ,,aKafgeMusiTa” v BbHIIIHATA Cperia

¥ e IpuMep 3a MHOTOITOCOYHOCTTa Ha
B3aMMofIercTBreTo Mexay Tax. CrylaTa Ha
Ch37IaZieHTe BbB BpeMeTO YHUBEPCUTETCKU
eKWIIN TIPUBJIVYa IePV JapUTeIV Y JIMIHOCTI
CBhC CBETOBHO 3HaUeHMe, KOMTO BK/IIOUBAT

HoB Obiirapckut yHMBEPCUTET B MpeXKaTa

Ha MeXIyHapojHaTa YHUBepCUTeTCKa 1
npodecroHaIHa OOIITHOCT VJIN Ch3/IaBaT

TyK CBOWTE IITKOJIM OT TT0CIIeIOBaTeIIN.
CriekTBpBT e IMIMPOK — My3WKa, TeaTbp, KMHO,
1300pasnTesIHO M3KyCTBO. lapeHaTa KOJIeKIINs
MIpeficTaBsl OTKPUBAHETO M Pa3BUTHUETO

Ha TaJlaHTa, HOCEHEeTO Ha TpaJuIliTa 1
Ch37laBaHeTO Ha TI0CIIefIOBaTelIN, a BpeMeTO

Ha Cbh3[1aBaHETO Ha TBOPOWMTe ChBIIAzIA C

0co0eH eTarr OT CBeTOBHATA YHMBEPCUTETCKA
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UniArt Gallery
“Bojidar Danev’s Family”
Auditorium

The mission of New Bulgarian University to
change our social space and itself as well as
the position of arts in the academic profile

of the university confirm our institutional
readiness to create and develop projects
which present excellent examples of arts so

as to create conditions for the development of
different schools. The University Theatre, the
Arts Centre, The Museum of New Bulgarian
University, the photography and animation
laboratories, the University Film and Television
Centre, and, today, the University Gallery
definitely prove it.

The donation by the Danevs - a collection

of European masters from the 17 till the

19% century - has its special place in the
collection of donations by significant figures
of our times who are all concerned about the
cultural traditions, their preservation and
continuation in time. The act of donation
shows the variety of ways of connecting “the
academy” with the outer world and is an
example of the multiple interactions between
them. The strength of the university teams,
well-knitted over the years, attracts generous
donors and figures of world significance that
have incorporated New Bulgarian University
in the network of an international university
and professional community or have created
their schools of followers here. The spectrum
is wide - music, theatre, cinema and fine arts.
The donated collection presents the discovery
and development of talent, the continuation of
tradition and the creation of followers; the time
period of the creation of the works coincides
with a particular stage of the world university
history, the period when the university idea,
born in antiquity and shaped in the Middle
Ages, had to go through institutionalization



VICTOPVISI, KOTATO YHVBEPCUTETCKATA VIS,
pozieHa B AHTIMYHOCTTa, IOJTy4nia popma

B Cpe/THOBEKOBIETO, 3a ja JIETUTUMMPA
ABTOHOMHOCTTA CV, IIpeMIHaBa I1pe3
VHCTUTYIIMOHAIV3AIINs, TIO/IBIacTHA Ha
oO11iecTBeHSI MHTEPEC.

UniArt Gallery e cbBpeMeHHO YHMBEPCUTETCKO
IIPOCTPAHCTBO 3a Ch3/laBaHe Ha
VIHTepAVICITMIUIMHHO 3HaHVe C MHTePaKTUBHY
dopmu B cpefia, criocoOHa J1a ChllleCTByBa B
Mpexa. [TocTostHHY 1 TocTyBalm 131001,
KaMepHM KOHIIePTH, CeMVHApPY ¥ YBPKIIIOII ce
cbyeTaBaT C aKaJIeMIYHV JIEKIIVI, MaVICTOPCKI
KJIacoBe, YHMBEPCUTETCKI [IePEeMOHIV,
JVCKyCrm ¥ iebaTi. AyauTOpMATa € OTBOPEHO
IIPOCTPAHCTBO 3a PaboTa IO MPOEKT C
YUWINIA, YHUBEPCUTETN U aKa/IeMIM, OTKPUTO
3a JIMJIOT MeXITy aKaJleMUIHITe TPAINULINA

VI MOJIEPHOTO, OPUEHTUPAHO KbM TBOPLIU 1
HapTHBOPY 3a Ch3[IaBaHe Ha HOBYU IIPVIHOCY U
IIPaKTVKIL.

braromaps Ha ipod. borman bormanos 3a
nojikperiata, Ha 1-p boxwmap Janes 3a
CIIofieJIeHNTe IIeHHOCTH, Ha ITpod. VpuHa
I'erosa, apx. 3apko Y3yHOB 1 I-H AJleKcaHIbp
3axapues - 3a IIPUHOCHUTE.

T'eopru Texes

VIsmrprtHUTeTIeH TUPEKTop,

uwieH Ha Hacrogrescrsoro

Ha Hos ObJirapcku yHMBepcuTeT

dependent on public interest so as to legitimize
its autonomy.

UniArt Gallery is contemporary university
space for the creation of interdisciplinary
knowledge of interactive forms, in a medium
able to exist in the net. The permanent and
visiting exhibitions, the chamber concerts,
seminars and workshops are well combined
with the academic lectures, master classes,
university ceremonies, discussions and
debates. The auditorium is an accessible space
for project work with schools, universities and
academies; it is open to dialogue between the
academic traditions and the modern, which is
oriented to artists and partners for the creation
of new achievements and practices.

I would like to thank Prof. Bogdan Bogdanov
for his support, Dr. Bojidar Danev for his
shared valuables, Prof. Irina Genova, architect
Zarko Uzunov and Mr. Alexander Zahariev for
their contribution.

George Tekev

Executive Director,

Board of Trustees Member
New Bulgarian University



3a mapeHaTa KoJIeKUIMs

Tosu IrepBM oITHC Ha cOMpKaTa OT KMBOIVICHY
paboTu, ch3mazeHa ot r-H Boxumap [laHes rpes
IOCTIETTHTE TOIVIHY, MIMa 3a I1eJ1 /la 00001 1 f1a
IIPEJICTaBVi [TO3HAHNMETO 3a Hesl [0 TO311 MOMEHT.
3a7rp/1009eHOTO IIPOYUBaHe U IOfIPOOHOTO
KaTaJIormsupaHe Ha KoJieKysiTa peyicron. To
111e O'bJTe BE3MOYKHO C TIOMOIIITA Ha CITEIVAJINCTI
- MI3KYCTBOBE/IN M PECTABPATOPY — OT MY3€eM

C KOJIEKIIVVE OT CHITOCTAaBMMY 00pasIi Ha
JKMBOIIVICTA.

ITpBOHAYAITHVSAT OITVC, KOVITO HECHMHEHO ITie
O'b/1e KOpUIMpaH U ITPeL3paH BbB BPEMETO,

€ HalIpaBeH KaKTO 3apajin Hems0eXxHaTa
HeoOXOIMMOCT OT OOIIIO JIOKYMeHTHpaHe Ha
IapeHaTa KOJIeKIINs, TaKa ¥ C MIesl 3a [10JIe3HOCTTa
My B 00pa3soBaTe/THIUTE 3aHVMAHVIS ChC
CTY/I€HTHTE TI0 M3KYCTBO3HAHVIE Y PeCTaBpalIys.
C BHIMATEITHOTO BIVIEX/IAHE B CIOXKETTE 1
VIKOHOTpadpyisiTa, ¢ OOIIINTe CBEMIEHVISI OTHOCHO
TEXHOJIOTVSITA Ha XMBOIIVICTA, C PECTaBPATOPCKOTO
POy YBaHe 1 MHeHe 3a HeOOXOVMMTe HaMecH,
C KpaTKMTe TEKCTOBE 3a I'bpba Ha KapTuHaTa 1

3a paMKaTa KaTaJIOTbT fIaBa Miesi 3a KapTuHaTa
KaTo 0co0eH TIpeJIMeT, 3a CrielMUKnITe

Ha HeVIHOTO M3yJaBaHe U IIPeJICTaBsIHe, 3a
TPVDKITE 3a Hest BbB BPEMETO, Ha Ob/iermTe
My3eVTHV pabOTHIUIIN U TaJIEPYCTH, KaKTO

Ha eJTHa [10-IIIVIPOKa JIF00MTeIICKa Ty OyIvKa.
Hari-roniemmre 3aTpyiHeHWs Iy TOBa ITbPBO
OIVICaHVe Ca TI0 OTHOIIIEHNe Ha CTUJIOBITE
CBIIOCTABKM VI YTOYHEHS 32 KOHKPETHIITE
pabotu. B Beirapust Tasm KOJIEKIst OT
€eBPOIIeVICKa JKMBOIIVC € aKO He M3KITFOUeHVIE, TO
CBC CUTYPHOCT PSIIKOCT Vi ITO3HABAYNTE, KOUTO
ITle ca HY>KHM 33 TOYHOTO aTpubynpaHe Ha
KapTUHWTE, ITie Ca Yy)KIIeCTPaHHV KOJIEI, Thi
KaTo TI03HaBaueCTBOTO, HAPES, ChC CIIeIIIeH
TaJIaHT, M3MCKBa HACUTEHa Cpefia OT CPOJIHY
XYIIOKECTBEHN IIPeIMETH B 00JIacTTa Ha 1a/IeHOTO
eKCIIePTHO 3HAHME.

KysnrypHo-reorpadcko, >kaHpOBO ¥ CTHJIOBO
pa3HooGpasie Ha KOJIEKIVIATa
ITpeoGriajiaBariiaTa 4acT OT KapTVHNTE,
IIPUITOONTVI C TIOCPEHITIECTBOTO Ha OPIOKCeIICKI
rajiepuy, ca oT (ylaMaH/ICKI U XOJTaHICKM
XYJIOXKHMWIIN, & HAKOJIKO PaboTy ca OT (ppeHcKn
apropm. [Tpu ch3maBaHeTo CV KapTHUHWTE Ca
O IipejHa3HAYeHM 3a Ta3y KyJITypHa cpefia.
K®M KynTypHO-TeorpadcKmTe TOIIocHu, B KOUTO
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On the donated collection

This very first inventory of the collection of
paintings, having been gathered by Mr. Bojidar
Danev over the last years, aims at summarizing
and presenting the information that is available
so far about it. The thorough study and the
detailed cataloguing of the collection are yet

to be carried out. To make that happen we will
need the help of experts, both art historians
and restorers, from museums with collections
of comparable samples of painting.

The initial inventory, which undoubtedly will
be corrected and made more precise in time,
has been prepared because of the inevitable
need for the overall documentation of the
donated collection and because of the idea of
its usefulness in the educational seminars for
students in art history and restoration. With the
careful look at the plots and iconography, with
the general information about the technology
of painting, with the restoration study and
judgement about the necessitated interventions,
with the short texts on the back of the painting
and its framework, this catalogue gives the
future art museum workers and experts as

well as the more general amateur audience

an idea of the picture as a peculiar object, of
the specifics of its study and presentation,

and of the care taken of it over the course of
time. The greatest difficulties during this first
inventory have been connected with the style
comparisons and specifications of the given
works. In Bulgaria, this collection of European
painting is, if not an exception, a rarity and the
connoisseurs needed for the precise attribution
of the paintings will be foreign colleagues as
being a connoisseur requires, together with
some specific talent, a saturated milieu of
related artistic objects in the field of the given
expertise.

The cultural-geographic, genre and style
variety of the collection

The predominant part of the paintings,
acquired with the help of some Brussels
galleries, is by Flemish, Dutch and, a couple
of works, by French artists. When created,
those paintings were intended for that
cultural milieu. Apart from the cultural and
geographical topoi in which these works were
circulated, we should also mention the Italian



paboture ca Oui B 0OpbIleHNe, TpsiOBa 1a
100aByIM 1 MTaJTMAHCKITE Xy0KeCTBEHV
cpenyiia, ocobero Priv vt Bererysi, B kourto mmpes
17. 1 18. Bek ce 0OpaszoBaT 1 (POpMIIPAT MHOTO
XOJIAHICKY ¥ (pITaMaHCKI XYIOXKHVLINL
Kosekmysara aBa mmpejicraba 3a KyJITypHa
reorpacvisi 6e3 CTPVKTHI TPaHIIN 1
OrpaHWYeHNs], C MTHTeH3VBeH XyJ0KeCTBeH

o0MeH Ha MKOHOTPadpCKV MOTVIBY, JKaHPOBU 1
CTVIIVICTVIYHVI OCOOEHOCTH 11 CBBP3aHOCT MEXTY
PasIVUHM Xy[I0)KeCTBeH IITKOJIVL.

[oprpeTsT, asleropusiTa, XaHpoBaTa JXMUBOIINC,
OmbstevicKnTe CIIeH, TIeM3aKbT IPeICTaBsIT
JKaHpPOBOTO pa3HOOOpasyie Ha XMBOITVCTa Ha
bapoxka 1 Kimacurmsma. HatropMopThT KaTo
CaMOCTOsITeIeH JKaHp JINIICBA B KOJIEKLIVISATa, HO IO
OTKpMBaMe B aJIeTOPMYHY KOMITO3UIIMV V1 paboTi
¢ OMOIIeTICKY CIOXKETIA.

JKamposeTe B eBporiericKaTa KMBOTIVIC Ce
obocobssar mpe3 17. 1 18. Bek, KoraTo camara
KapTyHa ce eMaHIIIVpa OT KOHKPeTHVs
HOpPBYMTeIT U IIpeHa3HaueHIeTo 3a crielyddHa
cperta 1 cTaBa 00eKT Ha Thprosys. Haper ¢
KVBOIIVCTA I10 IIOPhYKa - 3a ITbPKBY, ABOPLIV 1
PpesuIeHIIVIN — XyJOKHMIIMTE 3aIl0uBaT [1a IIPaBsT
M KapTVHM 3a IPoJiakda ¢ OCPeTHIIeCTBOTO

Ha Bb3HMKBaIIVTe THPTOBCKM rajlepum (Ja

CVI IPUITIOMHYIM IIPaKTMKaTa B XOJIaHICKUTe
ITPOBVHIIVIV VIV MarasyHa Ha V3BeCTHIL
Thprosel Ha Kaptnau Enve-®Oparcoa Xepcen /
Edmé-Frangois Gersaint B ITapvok, mipericraBeH B
KapTmHara Ha AHTOaH Baro / Antoine Watteau
mpe3 1720 T.).

Or TO31 MOMEHT, B HauaJIOTO Ha MOfIepHaTa
er1oxa, 3ari0yuBa 11 IepyrogbT, B KOVITO Ca Ch3IajieHn
KapTUHITE OT KOJIeKIIVATa, JapeHa OT CeMeViCTBO
b. [Jaresn. MHOro ot TBOpOWMTE B HESI, CPeJI, TSIX
HIOPTpETITE V1 II0BEYETO paboTy ¢ OGnbIIericKm
CIOXETV, ca Ch37lajieHy 110 TIopbuka. [pyrv paboru
- IIeVI3aXITe, JKaHPOBITe CLIeHM — 110 BCAKa

BEPOATHOCT Ca Ch3Aa/leHN 3a XyTOXKeCTBEHVEI T1a3ap.

“KarpoBoTo pasHoobpasie Ha KapTUHITE e

B OTHOLIIEHVIE C TSIXHOTO IIpeHasHaYeHIe, C
ITHTHMIIATA 34 IPYIOOVBAHETO MM 1 3a IIPOMSIHATA
Ha cobcTBeHMKa. B TO31 t1aH ro-masreunaTa
VICTOPVISL Ha KapTVHIATE — Ha HIKOV OT TSX, KOUTO
HOCST TIOJIIVICY, HAJIIIVICH, 3HAIVM Ha aTesIieTa,
I1e9aTyi Ha IIOPEHI COOCTBEHMITN, OeTIexKI 11
cr1eny 110 rbpOOBe 1 paMKM — MOXe f1a Obzie 00eKT
Ha O'BJIely IIpoyuBaHIsL.

artistic centres, especially Rome and Venice,
where many Dutch and Flemish artists were
educated and formed during the 17" and 18*
centuries.

The collection gives us an idea of a cultural
geography without rigid borders and
constraints, but with an intensive artistic
exchange of iconographic motifs, genre

and style peculiarities and interconnections
between different art schools.

The portrait, allegory, genre painting, biblical
scenes and the landscape present the genre
variety of Baroque and Classicism painting.
Still life as an independent genre is missing

in the collection but we can find it in the
allegorical compositions and works with
biblical plots.

The genres in European painting got
differentiated in the 17" and 18" century
when the painting itself got emancipated
from the specific patron and the intended
specific environment, when it turned

into a commodity. Together with the
commissioned paintings - for churches,
palaces and halls of residence - artists began
to create paintings for sale with the help of
the emerging trade galleries (let me mention
the practice in the Dutch provinces or the
shop of the famous art trader Edmé-Francois
Gersaint in Paris, represented in Antoine
Watteau’s painting in 1720).

Since that moment, the beginning of the
modern epoch, the paintings from the
collection donated by B. Danev’s family had
been created. Many of the works, among
which the portraits and most of the works with
biblical plots, were ordered. Other works - the
landscapes and the genre scenes - were most
probably created for the art market.

The genre variety of the paintings is related to
their purpose, to the way they were acquired or
to the way ownership changed. In this respect,
the more distant history of the paintings - some
of them have signatures, inscriptions, ateliers’
brands, respective owners’ stamps, notes and
traces on their back and frame - could become
the subject of further research.

The style characteristics of the paintings also
present a wide variety. Among the portraits
and characters as well as paintings of biblical
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CTiIoBMTE XapaKTePVICTVKI Ha XXMBOIIVICHITE
PaboTVI CBIIO IIPENCTABST TOJIIMO pasHoOOpasie.
Cpen nopTpetnTe 1 XxapakTepure, KakTo

cpen KapTUHMUTe ¢ OMOJIeVICKI CIOKeT, IMa
IIPVIMEPL 3a MHOT'O OOPYI KMBOIIVICHI YMEHVISL.
ITpusrexarerttm ca 0OpasuTe, Chb3mameH ¢
V3BEeCTeH HaVBU3bM, CJICIBAIIIV ITO-BYICOKIA
obpasrm. CriernpH ChIIOCTABKI CBC CPOLHIA
IIPVIMEPVL OT OUepTaHaTa KyJITypPHA TePUTOPVLL
Orixa moBesI 4O TI0-TOJIsIMa IIPELI3HOCT TP
OIIpee/ISTHEeTO Ha aBTOPCTBO 71 CBBP3AHOCT C
KOHKPETHV XyIOKeCTBEHI KPBIoBe.

KomnmeTo xaTo Ky/ITypHa mpakTiKa

Ha HoBoro Bpeme B EBpomna

Or BpeMeTo Ha aKafieMUITe 1 XyHOKeCTBeHITe
My3eV KOIIMPaHeTo Ha XMBOIMCHY KapTHH
3arroyBa Jia ce IpaKkTHKyBa KaKTo ¢ 00ydmTesHa
I1eJI - IpYioOVBaHe Ha O3HaH VI MaviCTOPCTBO,
TaKa ¥ 10 TIOpBYKa - 3a KOJIeKIVIOHEepH,
TIOKeJTaJIv Jla IIpUTeXXaBaT KapTiHa, KaTo
BUJISIHATa OT TsIX (B ApyTa KOJIEKIIVs, B My3esi).
ITprmepnTe 3a KOJIEKIMM OT KON Ha
CKYJIIITYyP¥ Ca MHOTOOpOVIHI. BhITpexy roismoro
pasmpocTpaHeHyie Ha KOIMsTa Ha XMBOIVICHM
KapTVHM KOJIEKIIMNTE OT XXMBOIVICHM KOIIVIS Ca
CpaBHWTEIIHO pefiki. Takasa e 4acT OT M3BecTHaTa
kojiekvst Ha rpad ¢on Ilak / graf von Schack
(1815-1894), moeT 1 MICTOPMK Ha JINTEpATypaTa,
KOSITO JTHeC MoXKe Jla ce Buyu B Miorxer. Haper

€ TBOPOM Ha HEMCKM XYJIOKHVIIV — HETOBI
cpBpeMeHHMIY, Tpad don Hlak koreknmonpa
KOs Ha ITpoay Ty KapTuHm oT 16. 11 17. Bek. Cper
aBTOpMTe Ha Koy e 1 MilaaysT Ppanry por
Jlenbax, cranas I0-KbCHO IIeHTpasiHa purypa B
XY/I0KeCTBeHVsI XXMBOT Ha MIOHXeH.
CBPBXOCTOMHOCTSIBAaHETO Ha OPUIMHAJIA, ITosiBaTa
Ha CaMOTO IOHSTVIE 3a OPUTMHAIT Vi TpaViHaTa
CsIHKa Ha CbMHEHVIe, XBbpJIeHa BEPXY KOIIETO OT
dammmdnikara, ce osiBABAT ¢ BB3HMKBAHETO Ha
dotorpadusiTa U poTOpEITPOIYKITMITA.

Konwast 1 perumikw ca Ovuvt Ch3iaBaHy KaKTo OT
aBTOpWTE Ha ITbpBOHAYaIHATa / OpUTVMHaJIHATA
KapTVHa (MHOXeCTBO TaKyBa CJTyday ca M3BeCTHI
" JOKyMEHTUPaHW B VICTOPYsiTa Ha M3KYCTBOTO),
TaKa M OT JIPYTVI Xy[OXXHUIIV — OT ChITlaTa ernoxa
VIV BEKOBE TI0-KBCHO.

B Tasy BpB3Ka v IPUITOMHSIME ¥ ITPaKTHKaTa

Ha aTeJIMITHOTO M3IThIIHeHVIe Ha XY/I0’KeCTBEeH
nopbukn. ATeneTo Ha PyGeHc e OrecTsm mpyvep
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plots there are examples of very good painting
skills. What is very attractive are the images
created with certain naivety, following higher
samples. Specific comparisons with related
examples from the outlined cultural territory
could bring in more precision when defining
the authorship and the connectedness with
certain artistic circles.

The copy as a cultural practice in Europe of
the New Time

From the time of the academies and the artistic
museums the copying of paintings began to

be practised for educational purposes - the
acquisition of knowledge and mastery - as
well as, on orders, for collectors who wished
to possess the same painting as the one seen
(in another collection, in a museum). There are
numerous examples of collections of copies

of sculptures. Despite the fact that copies of
paintings were widely spread, collections of
copies of paintings are relatively rare. Such

a collection is part of the famous collection

of Graf von Schack (1815-1894), a poet and a
literature historian, which can be seen today
in Munich. Together with works by German
artists -his contemporaries, Graf von Schack
collected copies of famous paintings from the
16" and 17 century. Among the authors of the
copies was the young Franz von Lenbach, who
later became a central figure in the artistic life
in Munich.

The overrating of the original, the appearance
of the notion of the original itself and the
permanent doubt cast on the copy by forgeries
occurred with the advent of photography and
photo reproduction.

Copies and replicas were created both by the
authors of the initial / original painting (there
are numerous cases like that which are known
and have been recorded in art history) and by
other artists from the same epoch or centuries
later.

In this connection, we can think of the practices
of the atelier fulfilment of commissioned art
objects. Rubens’ atelier is a brilliant example in
European painting in this respect. By means
of engraving reproductions different plots,
compositions, and images from paintings by
renowned masters and prestigious ateliers got



B eBpoIIeficKaTa XXMBOIIVIC B TOBa OTHOIICHMeE.
IocpencTBoM perpoyKIVIOHHY IPaBIopy ce
PasIpoCTpaHsBaT CEOXKETV, KOMITO3MITY, 00pasy
OT KapTMHM Ha IPU3HATY MariCTOPV U IIPeCTVDKHM
aTesmera. Hsxon oT Tsx ce Bb3IpomsBexIaT B
KVIBOIIVICHV KapTVHM B ApyTa Cpefia U B Ipyro
BpeMe.

Komexmara - mapenne Ha HBY - masa mosoz,

1 1o0pa Bh3MOXKHOCT JIa CV IIPE/ICTaByM
VIHTPUTyBaIyTe I'bTyBaHs Ha oOpasa B
PasIVUHN ICTOPMYECKY CPeIV Vi KYJITY PHO-
reorpadckm Torocy. Kora, oT Koro v 1o uvs
HOpBhUKa / ¢ KaKBa I1eJI ca Ch3/Ia/IeHI: TPUITHXET
- yMaJIeHO Komve Ha TBopOaTa Ha PyGerc 3a
KaTefipajiaTa B AHTBepIIeH; KOIIMeTO Ha KapTiHa
ot 5Ix06 VlopiaHe, ChIo yMaJIeHO 110 pasmMepy
CITPSIMO VI3BeCTHaTa TBOPOa; KOIMeTo — hparMeHT
Ha ,,CB. Bapsapa” ot Pobep Kamrien; kormero

Ha ,,O0pe3atue XpucToBo” OT MaviCTOp OT
mKoiara Slkorro bacano; kommosuysiTa 1o
[Turep Bprorest, nopTpeTHara I71aBa Ha Iara
IMases III - xome Ha pparMeHT 10 M3BeCTeH
TuianoB IOpTpeT Ha Ianara, Iie ce M3sCHsBa

B IIpolleca Ha IIpOy4BaHeTo Ha Kojtekiyra. Ile
criomeHa, ye TuIMaHo M3ITb/IHsBa, caM VIV C
IIOMOIITHVIIV, IIOpeIiIia OT IIOPTPeTH Ha I1ara
ITasest III - nHec Te ce Hamupar B Heartor, a
PeIUIMKI Ha HIKOW OT TSAX MOYKeM /ia BUJIVIM BEB
Buena, Cankr [lerepOypr u ITapwok. IlInpokoro
pasIIpocTpaHeHVie Ha KOIMsATa U PeIUIVKITe
IIOTBBPIK/IaBa TSXHATA PO IIpy PopMITpaHeTo
Ha Xy/I0)KeCTBeHITe BKYCOBe V1 KYJITy PHITe
HarJIaci.

YacTHa KOJIeKIVSA — YHUBEPCUTETCKA KOJIeKITVL.
JKecTbT Ha TapUTEJICTBOTO.

Tonemmte yamBepcuretn B EBponia 1 Cesepra
Awmeprka ot 19. Bek HaceTHe OCHOBaBaT ¥ pa3ByBaT
XyroxkecTBeHM KojteKrym. Cpefi MHOrOOpOVIHMTe
IIpUMepY Ha My3eVi Vi TaJlepyy B YHUBEPCUTETI I
kostexxt B CAILL v BerikoOpwraHms e M3BeCTHUST
XyJI0)KeCTBeH My3ei1 Ha yHvBepcuTeTa [TprHCThH,
a B HalllaTa JIOKajIHa cpeyia oT 20. Bek HaceTHe e
My3esT Ha yacTHV yHuBepcnTeT CabaHmKs B
VlcTanOyI1, KOWITO 4ecTo e JOMaKVH 1 Ha TOJIeM
ITBTyBaI 13710k0m. Kosrexkiimre Ha CBeTOBHO
M3KYCTBO HOCST IIPECTVLK Ha BCEKM YHUBEPCUTET,
KOWTO pa3ByBa XyMaHMUTapHO 3HaHMe. Te ca

€JIVIH OT 3HaIINTe, Ye BUCIIIeTO Y4eOHO 3aBefieHe
HaJXBBPJIA TSCHO 0Opa3oBaTeTHITe CI 3afadit 1

disseminated. Some of them were reproduced
in paintings in another milieu and at another
time.

The collection, donated to NBU, gives us
grounds and a great opportunity to imagine
the intriguing journey of the image in different
historical milieus and cultural-geographical
topoi. When, by whom and on whose order /
for what purpose were the following created:
the triptych - a smaller copy of Rubens” work
for the Cathedral in Antwerp; the copy of

a painting by Jacob Jordaens, also smaller
than his famous work; the copied fragment
from “St. Barbara” by Robert Campin; the
copy of “Circumcision” by an artist from
Jacopo Bassano’s school, and Pieter Bruegel’s
composition, the portrait head of Pope Paul III
- a copy of a fragment from a famous Titian’s
portrait of the Pope - these are questions that
will be clarified in the process of the study of
the collection. I will just mention that Titian
made, on his own or with helpers, a sequence
of portraits of Pope Paul III - today, they are
in Naples, and replicas of some of them can be
seen in Vienna, Saint Petersburg, and Paris. The
fact that copies and replicas were so widely
spread confirms their role in the formation of
artistic tastes and cultural predispositions.

Private collection - university collection. The
gesture of donation

The big universities in Europe and North
America have founded and developed art
collections since the 19" century. Among the
numerous examples of museums and galleries
at universities and colleges in the USA and
the UK is the famous art museum of the
University of Princeton and, in our local milieu
in the 20" century, the museum of Sabanci,

a private university in Istanbul, which often
hosts big visiting exhibitions. The collections
of world art add to the prestige of any
university that develops humanitarian studies.
These collections are one of the signs that the
university exceeds its narrow educational
domain and performs a larger-scale mission in
society.

The university collections in the world

have been created and enriched mostly by
donations. The gesture of donation is more
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VBITB/IHSIBA I10-Malia0Ha MVCKS B OOLIeCTBOTO.
YHuBepcuTeTCKMTE KOJIEKIINM II0 CBETa Ca
CB3IaBaHM U Ce pa3pacTBaT IIPEAVIMHO OT
HapeHvis. JJapuTeICKVIAT KeCT € MHOTO TI0Beue

OT IIpexBbpIIsiHe Ha cobcrBeHOCT. C Hero
IIAPUTEIISAT IIPaBV CBOMTE KOJIEKLIMOHEPCKI
IIPVCTPACTSL, YCIIEXW VI OT PAHMYEHVIS [IOCTOSIHYIE
Ha YHUBEPCUTETCKaTa OOIIIHOCT, a Ype3 Hesi 1

Ha o0miecTBoTo. Taka OT OCBHILEeCTBEH JIMUeH
1300p KOJIEKIIVSITa Ce IIPEBPBIIA B YacT OT
M3CIIENIOBATENICKO 1 00pa30BaTeIIHO IIOJIE,
ITpOMeHsI IIpeJHa3HauYeHNeTO 1 CTaTyTa ci. B
TO3V CMUCBHJI LIIEPOCTTA, C KOSITO KOJIEKIVIOHEP'BT
Ce JIoBepsiBa 1 [laBa IIpaBa Hayl KOJIEKIIVATA KaTo
,,CBOE JII00MMO 1eTe”, @ HecBOIMMa 10 KaKBUTO U
ma Ovto Matepumasty m3Meperns. OdakBaHMsTa
KBbM YHVBEPCUTETCKATA Cpelia ca He IIPOCTO 3a
CbXpaHeHVe Ha MaTepUaJIHOCTTa, a 3a KyJITypeH
MHTepeC, IpodeCcrOHaIEH OTKIIVIK 1 OCUTypsIBaHE
Ha ITyOJIVYHO IIPUCHCTBIE.

B bbirapus ImpakTiKaTa Ha YHUBEPCUTETCKA
XYH0KECTBEHVI KOJIEKIIMI U TaJIEPUVIHI
IIPOCTPAHCTBA € CJ1a00 passura. Mysesr n
raytepusita Ha HaryoHaiHaTa XymoxecTBeHa
akamemms B Coduisi, ¢ M3IafeHnTe KaTaIo3n

Ha KOJIEKIIINTe, Ca OT/INYaBalll e IIpuMep,
CBIIOCTaBVM I10-CKOPO C OITUTA Ha APYTU
XYHOKeCTBeH aKaJleMUnt. B yHMBepcuTeTcKn
YCJIOBVSI HOBOIIOCTpOeHara rajiepusi 8 Hos
O'BJIrapCcKy YHVBEPCUTET € YHVUKAJIHO 110 POfa CV
HaurHaHVe y Hac. [IpesicTaBeHara B TOBa M3jaHme
KOJIEKIIVIS IMa CBOETO MSICTO B T3V FaJIepusL.

brremiero Ha KosleKnysATa

B yHuBepcuterckara cpefja Ha Ho Obrrapekm
YHUBEPCUTET KOJIEKIVATa ITie Ob/ie IBIIToTpaeH
obexT Ha m3cierBane. [IpenogasaresmTe
VI3KYCTBOBE/IM ITie MMaT OJIaronpyisTHIAS IIaHC
Ja rpefiaBaT CBOVITE 3HaHVis, yMEHVIS VI OIINAT B
npaxTrKara. Konexmysira E6poneiicka sxubonuc
11e O'B/Ie 11 peasieH TI0BO], 3a PasBUTHe

I OCBITIeCTBSBaHe Ha HOBY KOHTAKTM C

Uy KIeCTpaHHM KOJIETV OT YHVBEPCUTET, My3eW
n rasiepyyt. Taka oOpa3oBaHMETO, OJTOTBSAIIO0
3a mpocpecusiTa Ha M3KyCTBOBEIA, B €JTHa TSCHO
crielyiajM3vpaHa 1 Bee olie c1abo pasBuTa y Hac
00J1acT 11ie ¥Ma BE3MOYKHOCTTa J1a M3SBY CBOETO
IIPaKTIYECKO IPVIIOXKeHVIe B peaTHa CUTYarIys.
Hapey ¢ m3cnemosarerickara paboTa v 11o-
HaTaThIITHOTO JOKYMEeHTVIpaHe Ha KOJIeKIVsiTa
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than a transfer of ownership. By such a
gesture, the collector’s partiality, successes
and limitations become generally known in
the university community, and, through it,

to the public. Thus, the collection transforms
itself from an accomplished act of personal
choice into a part of the university’s research
and educational field; it changes its purpose
and status. In this sense, the generosity with
which the donor entrusts the university with
the rights over the collection, as if it were “a
favourite child”, cannot be reduced to any
tangible dimensions. The donor’s expectations
of the university concern not so much the care
for the materiality, but the cultural interest, the
professional response and public presence.

In Bulgaria, the practice of university art
collections and gallery spaces is poorly
developed. The Museum and Gallery of the
National Art Academy in Sofia stand out with
the catalogues of their collections, but they are
more comparable to the experience of other
art academies. In terms of university facilities,
the newly built gallery of New Bulgarian
University is a unique initiative in Bulgaria.
The collection presented in this edition will
find its place in this gallery.

The future of the collection

In the university milieu of New Bulgarian
University the collection will become the
subject of a long-term study. The lecturers - art
historians will be given the opportunity to

put their expertise, skills and experience into
practice. The collection European Painting will
provide a real occasion for the establishment
and development of new contacts with foreign
counterparts from universities, museums and
galleries. Thus, in our country, the education in
a narrow, specialized and still underdeveloped
field, aiming at preparing future art historians,
will have the opportunity to manifest its
practical applicability in a real situation.
Together with, and because of, the research
work and the further documentation of the
collection, the restoration work and study of
the paintings will continue. The knowledge of
and the care for the materiality of the artworks
are an inseparable part of the professional
occupation with artistic works and collections,



I BBB BP'b3Ka C TSIX I1Ie ITPOJIb/DKABAT 1
pecTaBpaTOPCKITe [IeVHOCTH 1 IIPOYYBAHETO

Ha KapTuHuTe. [To3HaHMeTO M rproKaTa

3a MaTepUaJIHOCTTa Ha ITPOM3BeJeHITa

ca HeOTMeHHa YacT OT MPOeCrOHaTHOTO
3aHVMaHVe C XY/I0)KeCTBEeHVI IIPeIMeTH 11
KOJIEKIIVIV JIOPY KOTaTo B HaIllaTa CbBPEMEHHOCT
CTaBa JlyMa 3a BUJI€0-apT 11 HOBV MEJINIL.
bbreryTe XyqOXKHNUIIN, KMHOPEXVCHOPH,
CB3aTe IV Ha peKIaMI U BCUYKM CTYHEHTVL, KOUTO
Ce TIOAITOTBSIT 3a paboTa ¢ BU3yaHu o0pasi,
CBILIO ITOJTy4YaBaT OCOOEH TBOPYECK IITAHC C
YHVBEPCUTETCKATa KOJIEKIIVSE OT eBPOIIericKa
JKVBOIIVC. BusyastHM 1030BaBaHs, pas/deH
TUII XY/I0’KECTBEHN 3a7laull, IIOCTABSHN OT
IIperIojiaBaTeIINTe BbB BPb3Ka C M3JI0KEHITE
TBOPOW, 111 3a/]BVDKaT MITaJIe)KKaTa KPeaTBHOCT B
IUIOZJOTBOPHM ITOCOKVA

Kosexipsta vima Obpielle, ako vMa cBOsITa
nyOmika. B ycrnemmHmTe Xymo)KecTBeHV My3en

VI TaJIepuy II0 CBeTa Ha 0COOeHO BHVMaHMe ce
paiBa HaVl-eHTyCHa3VpaHaTa Iy0JIvKa — JieraTa.
Tastepust YHUAPT HaBa BE3MOXHOCT 3a paboTa

VI ¢ Hayl-MJTajiaTa myoivka. JeTckmsT more

1Tle OXKMBsIBA IIOPTPETH, T1ev3axyt, Onbierickm
CLIEHV, 111 TV YCBOsIBA M IIpeo0passiBa B PUCYHKIL.
OmmdeH ITaHC 3a eJHa YHUBEPCUTETCKA
KOJIEKIIVISI € CTyHEeHTITe — Ob/IeII M3KyCTBOBEIN
VI XY OXKHMWIIV, J1a IIPEJICTABST OCOOEHVIS CBAT

Ha KapTHHATa Ha Jiella, KOWUTO He CJIef] IBJITO ITie
CTaHaT CTYHEHTIAL

W Havi-ceTHe - 3a HOBVIS JJOM Ha KOJIEKITVSTa.
ITpe3 2011-2012 r. B Hos OBirapckmt yHuBepcurer
Oerrte riocTpoeHa rajiepusi. Cbh3/1aBaHeTo Ha crpazia
CIIeIMaJTHO 3a Xy OKecTBeHa rajiepuisi e ChouTe,
ocobeHo B croymyHys rpazl. OOnyarHaTta
IIpaKTIKa e Jia Ce TIPeyCTPOBaT KOMITPOMVICHO
TIOMeIIeHVIS C Pas/IYHY TpeyIHy hyHKIm. B
TO3V CJTy4ari apXUTeKT 3apKo Y3yHOB IIpOeKTIpa
IIPOCTPAHCTBATA CbOOPA3HO ChC CrelMbUIHNTE
M3VICKBaHVS 3a TaJIepyst M, Makap U OrpaHMYeHn
OT 00CTOSATEIICTBATA, TE3M IIPOCTPAHCTBA

ca MUCI/IeH ¢ KOHKpeTHM dyHKimm. Taka
KoJIeKnysiTa ,, EBponericka xusormc”, periom

C IIPYTY XY/I0XKECTBEHN COMPKM, IIOJTy 4N CBOVL
IIOM B YHUBepcUTeTa, KOVITO TapaHTVpa TSIXHaTa
CITOZIEJIMMOCT B O'bJIele.

Vpuna I'enoBa

even if we talk about video-art and new media
in our contemporaneity.

The future artists, film producers,
advertisement-makers and all the students
who prepare themselves to work with visual
images also stand a good chance with the
university collection of European painting.
The visual references and the different type of
artistic tasks set by the lecturers in connection
with the exhibited works will drive the youth’s
creativity in fruitful directions.

The collection will have a future if it has its
audience. The successful art museums and
galleries in the world enjoy the attention of
the most enthusiastic audience - the children.
UniArt Gallery provides opportunities

for working with the youngest audience.

The child’s look will enliven the portraits,
landscapes, and biblical scenes, will acquire
them and turn them into drawings. The
students - the future art historians and artists
- will present the peculiar world of the painting
to children, who in their turn will become
students; this is an excellent opportunity for a
university collection.

Finally, I would like to say a few words about
the new home of the collection. In 2011-2012,
an art gallery was built in New Bulgarian
University. The construction of a building
intended to be an art gallery is an event,
especially in the capital city. The common
practice is to reconstruct, by compromise,
premises, which used to have different
functions. In this case, the architect Zarko
Uzunov designed the spaces in compliance
with the specific requirements of galleries and,
even though restricted by the circumstances,
these spaces have been well thought out in
terms of their specific functions. Thus, the
European Painting collection, together with
other art collections, was given home at the
University, which is a warrant of its sharing in
the future.

Irina Genova
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[maBa Ha MbX c TiopbaH. M. 6., abpBoO.

14 x 10,5 cm. dnamanacka xusonuc. 18. Bek.
Head of a man with a turban. Oil on wood.

14 x 10.5 cm. Flemish painting. 18 c.

B ertoxara Ha bapoka npejicrassHeTo Ha
XapaKTepu cTaBa MHOTO ITpUBJIeKaTeITHO.

ITpes 17. 1 18. Bex B EBpora sHatnTe Ha
JIUIIETO U TSJIOTO, KOUTO XapaKTepu3upar
TUTIOBETe TIOBeIeHNs U pa3KpuBarT [IylllaTa, ca
V3y4JaBaHU 1 OIVcBaHM. PasmpocTpansiBaT ce
y4eOHIMIIN 110 TIOBeIeHe.

E3ukbT Ha )XecToBeTe v MUMMKIUTE € OT 0CO0eH
VHTepec 3a TeaThpa. B pasnaam BapraHT Ha
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In the epoch of Baroque, the presentation of
characters became very attractive. In Europe
in the 17™ and 18 centuries, the facial and
body features that characterized the types of
behaviour and revealed the soul began to be
studied and described. Behaviour manuals
began to be distributed. The language of
gestures and mimics was of particular
interest for the theatre. The different variants



[maBa Ha MbX C KoXeHa wanka. M. 6., Abpeo.
14 x 10,5 cm. dnamaHacka xusonuc. 18. Bek.
Head of a man with a fur hat. Oil on wood.

14 x 10.5 cm. Flemish painting. 18 c.

KOMETIVISI IEJT apTe Ce Ch3IaBaT (PVKIVIOHATHN
XapakTepy,, OCHOBABAIIV Ce Ha 001
JIMTEepaTyPH V1 COLIVIATIHI CTEPEOTHUIIN.

B nBeTe paboTut OT KoJIeKIIMsTa — TBOPOU

Ha eIVH ¥ CHIIV MariCTOP — XapaKTePHVIAT
€MOIIVIOHAJIEeH M3pas3, B CbYeTaHve C
€K30TVMYHITE KOCTIOMU U IIIAIIKM, Ca HeCHbMHEHO
OT Tasu TeaTpasIn3vparia TeHIeHIIVSL

of commedia dell’arte created fictional
characters based on common literary and social
stereotypes.

Both of the works in the collection - by one
and the same master - with their characteristic
emotional expression, in combination with the
exotic costumes and hats, undoubtedly belong
to this theatricality tendency.
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KomexnusTa chabpka opeamiia OT MBXKI U
TmaMcku optpeTu ot 17., 18. 11 19. Bek.

Cper TsX HaVI-ITpeiCTaBUTEIHN 3a BPEMETO 7 C
0c00eHO BMCOKO KauecTBO ca MOPTPETUTe OT

17. BeK, KOraTo ¥ CaMMSIT XaHp ce
pasmpocTpanssa B 1su1a Esporna. Tesu
obuIVIaIHY TOPTPETH ca OV TIOPHYaHIA
Hapeyn ¢ MHAMBMyaTHOCTTa Ha TOPTPETYBaHWA
VI MalICTOPCTBOTO Ha XyJI0XKHWKa, Te ca M3pas u
Ha OTHOILIEHMSTa MEX/Ty TIOPBUNTET U
V3ITBIIHUTEIL. B eBporievickaTa KyjITypa oT
MOMEeHTa Ha IIpMeMaHeTo 3a IeHHOCT Ha
HETIOBTOPMMATa YOBellIKa UAeHTUIHOCT J10
nosiBaTa Ha poTorpadusiTa peIcTaBUTe THVAT
MIOPTPET e M3KITIOUNTEITHO BayKHO

I10J1e 3a IIPeCTIKHA M3sBa Ha apTHCTa.

B yHUBepcuTeTCKa Cpesia, M3CIIe[0BaTeICKI

u y4ebHo, 1ie ObJIaT THPCeHM CBeJIeHs 1
napajiesv KaKTo 3a M3sCHsIBaHe Ha aBTOPCTBOTO,
TaKa ¥ OTHOCHO JIMYHOCTTA Ha TIOPTpeTyBaHNTe.
Hansiame ce 11 Ha ChTPYIHMYECTBO Ha KOJIETV
€KCIIePTH OT TOJIEMU €BPOIIEVICKV My3eVIH
VIHCTUTYIIN CbC CXOIHY paboTi B KOJIEKIIUNTE
VIM.

>

Mbxkn noptpert. 1609. M. 6., obpeo. 45 x 36,5 cm.
Tabenka Ha pamkata J. Kamphuysen.

Portrait of a man. 1609. Oil on wood. 45 x 36.5 cm.
Plate on the frame J. Kamphuysen.

T'ope, 715180, HAAIINC Ha JIATVIHCK €31K
,Ha p3pacr 58, 1609 ropmna” 1 moHOorpam K

TwrreT sika ruff / pror e MHOrO XapakTepeH U 3a
MBKKMSL, U 32 JAMCKVSI KOCTIOM OT BTOpaTa
I10JI0BMHA Ha 16. 10 BropaTa I10JIOBIHA Ha

17. Bek.
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The collection contains a sequence of male

and female portraits from the seventeenth,
eighteenth and nineteenth centuries. Among
them, the most representative of its times and

of a particularly high quality are the portraits
from the seventeenth century, the time when
the genre itself began to spread in the whole

of Europe. Those official portraits were
commissioned. Together with the individuality
of the portrayed and the mastership of the artist,
they expressed the relationships between the
portrayed and the portrait painter. In European
culture, the representative portrait was an
exceptionally important field of manifestation
for the artist from the specific moment when the
unique human identity was given full value to
the emergence of photography. In the university
milieu, through research and study, we will look
for data and parallels so as to clarify both the
authorship and the personality of the portrayed.
We hope to cooperate with our expert colleagues
from big European museum institutions that
have similar works in their collections.

Left-hand top corner, an inscription in Latin
“Aged 58, year 1609” and a monogram K.

The ruff (a type of collar) was very characteristic
of both male and female garments from the
second half of the sixteenth till the second half
of the seventeenth century.
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MopTpeT Ha MBbX (oduuep?). M. 6., AbpBoO. 71 x 55. cm.
PdnamaHacka nnu xonaHacka xueonuc. Kpas Ha 17. Bek.
Portrait of a man (Officer?). Oil on wood. 71 x 55 cm.
Flemish or Dutch painting. The end of 17 c.




MBXKKM NOPTPET (opUcT?)

M. 6., nn. 65 x 55 cm. ®namaHacka unu
XonaHgcka xusonuc. 17. BeK.

Portrait of a man (Jurist?).

Qil on canvas. 65 x 55 cm. Flemish or Dutch
painting. 17 c.




[lamMckn NOpTPET C proLL, BoaneTka 1 KyTus
C MOHETU U CKbMoOLEHHOCTU. 1623.

M. 6., nn. 78 x 65 cm.

Portrait of a woman with ruff, small hat veil
and a box of coins and valuables. 1623.
QOil on canvas. 78 x 65 cm.

lope, 580, HagVIC Ha JIaTMHCKK e3uK , Ha
Bb3pactT 50, 1623 rogyHa”

Ha rpp0a, Ha Tabesika BbpXy HOIIpaMKaTa
Susabelya Mayrin

HapmmmceT 1aBa OCHOBaHMS f1a Ce TIPELIIIOIONM
aBTOPCTBOTO Ha Susanna Mayrin (1600-

1674)*, ¢ ncepnonnM Mayt, Susanna or Mayer
- repMaHCKa XyZIOXHIYKA I MMHNATIOPVCTKA,
Marika Ha xynoxHuka Johann Ulrich.

*3a Susanna Mayrin svox: Oxford Dictionary of Art Grove
/ Oxford Art Online
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Left-hand top corner, an inscription in Latin
“Aged 50, year 1623”

On the back, on a plate on the sub-frame
Susabelya Mayrin

The inscription gives us grounds to assume the
authorship of Susanna Mayrin (1600-1674)*,
with the pseudonym Mayr, Susanna or Mayer
- a German artist and miniaturist, mother of the
artist Johann Ulrich.

*On Susanna Mayrin see: Oxford Dictionary of Art Grove
/ Oxford Art Online



[lamckn nopTpeT c ptoLl, BoaneTtka, YepBeH kapamdwun u kHura. 1647 r. M. 6., nn. 84 x 66 cwm.

Hewmcka »xuonuc.

[Hony, ascHo, vpMeH 3Hak 1 Hagnuc Ha ctapoHemcku: ,Anna Goch (?) pogeHa Ha 17 aHyapu 1609

HapucyBaHa npes 1647”

Portrait of a woman with ruff, hat veil, a red carnation and a book. 1647. Oil on canvas. 84 x 66 cm.

German painting.

Left-hand bottom corner, a mark of a firm and an inscription in Old German:
“Anna Goch (?) born 17 January 1609, painted in 1647”

YeppeHnsAT KapaMPnIT CMBOIM3VIPa IBIO0KO
71:000BHO uyBCcTBO. CIIOpEs], XpUCTMSHCKA
JlereHzia KapaMWTBT pasirbdBa 3a IbPBU
ITBT Ha 3eMsiTa, Korato XpucToc HOCK Kp'bCTa
xbM ['0sirora, TaM, KbIETO IaflaT ChII3UTE

Ha boropopuma. Kaurara rop, jisiBata pbKa

Ha IIOpTpeTyBaHaTa I10 BCSIKA BEPOSITHOCT €
bubsmsita. VI3pasbT Ha JIMIIETO, CMMBOJIKATA
Ha IpegMernTe 1 OypHOTO HeOe BbB BTOPWMS
IUIaH Ch3/IaBaT BHYIIIEHe 3a JII000B 1 3ary0a.

The red carnation symbolizes profound love.
According to a Christian legend, the carnation
had blossomed for the first time on Earth, when
Christ was carrying the crucifix to Golgotha,

on the spot where Virgin Mary’s tears touched
the ground. The book under the left hand of
the portrayed woman is most likely the Bible.
The expression of her face, the symbolism of
the objects and the tempestuous sky in the
background evoke feelings of love and loss.
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MoptpeT Ha Jean de Witt (1625-1672).

M. 6., nn. 42 x 34,5 cm. Tabenka Bbpxy pamkarta:
Portrait de Jean de Witt (1625-1672)

Gd Pensionnaire de Hallande.

Portrait of Jean de Witt (1625-1672).

Oil on canvas. 42 x 34.5 cm. Plate on the

frame: Portrait de Jean de Witt (1625-1672)

Gd Pensionnaire de Hallande.

Johan / Jean de Witt (24 cenrremspm 1625,
Hoprnpext - 20 asryct 1672, Xara)
3apbpmisa npaso 1 Matemaruka. Ot 1653 r.
e m1aseH Pensionarius / Raadpensionaris
Ha X0JIaH/ICKMTe IIPOBVIHIIVIVI 11 OTTOBapsi 3a
BBHIITHATA ITOJINTHKA.

ITpes3 1654 r. ckITI0YBa MUPEH JOTOBOP C
Anrms Ha Kpomyer, a ipes 1667 r. ppKoBoau
IperoBopwure, Oy1arajiapeHvie Ha KOWUTO ce
TIOfITIVICBA IOTOBOPET OT bpera, ykpermt
He3aBycMMocTTa Ha [IposunIMmITE.

ITpes 1672 r. JIyn XIV HaB/M3a B TepUTOPUNTE
Ha [TposuHnmmure. Johan de Witt e yripexsan

3a TOBa, Ue He yCIIsgBa ia IIpeoTBpaT
HaxJIyBaHeTo, 11 Ha 20 aBrycT e yOUT 3ae/1HO CbC
cBog Opat Cornelis.

Johan de Witt e n3BecTeH 1 B MaTeMaTuKaTa,
HaVI-Beue C M3CJIefIBaHeTo Cu B cdhepaTa Ha
Teopusi Ha BePOSTHOCTHTE.

3a Johan / Jean de Witt Bvok.: Stochastikon Encyclopedia
GmbH (encyclopedia.stochastikon.com)

WM3sBecren noprper Ha Johan / Jean de Witt e wact ot
KorrekrymTe Ha Rijksmuseum B Amcrepmam.
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Johan / Jean de Witt (24 September 1625,
Dordrecht - 20 August 1672, Hague)*

He graduated in law and mathematics.

Since 1653 he had been chief Pensionarius /
Raadpensionaris of the Dutch Provinces and
was in charge of their foreign policy.

In 1654 he signed the peace treaty with
Cromwell’s England and in 1667 he headed the
negotiations that led to the signing of the Treaty
of Breda, which consolidated the independence
of the United Provinces.

In 1672, Louis XIV entered the territory of the
Provinces. Johan de Witt was accused of not
being able to prevent the invasion and was
killed, together with his brother Cornelis, on
August 20.

Johan de Witt was also famous in the field of
mathematics, mainly for his research in the
sphere of the theory of relativity.

*Cf.: Stochastikon Encyclopedia GmbH (encyclopedia.
stochastikon.com)

A famous portrait of Johan / Jean de Witt is part of the
collections of Rijksmuseum in Amsterdam.



MopTpeT Ha mnag mbX. (Punun Opneaxcku (?) (1640-1701),
CuH Ha Nym XIIl u AHHa ABcTpuiicka, 6paT Ha Jlyun XIV).

M. 6., nn. 53 x 42 cM. ®peHcka xmBonuc.

Portrait of a young man. (Philippe d’Orléans (?) (1640-1701),
son of Louis Xl and Anne of Austria, brother of Louis XIV).
Oil on canvas. 53 x 42 cm. French painting.




[lamckn nopTpeT ¢ neprneHa orspnuua.

M. 6., nn. 79 x 58,5 cm.

®dpeHcka xusonuc. 18. Bek.

Portrait of a woman with a pearl necklace.
Oil on canvas. 79 x 58.5 cm.

French painting. 18 c.




MbXKM nopTpeT.

M. 6., nn. 79 x 58,5 cm. 18. Bek.
®peHcka xmBonuc.

Portrait of a man.

QOil on canvas. 79 x 58.5 cm. 18 c.
French painting.
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MbXKKM nopTpeT.

M. 6., nn. 71 x 51 cm. tannaHcka xusonuc,
BonoHcka xusonuc (?). 18. Bek.

Portrait of a man.

Oil on canvas. 71 x 51 cm. Italian painting,
Bologna painting (?). 18 c.




[lamckm nopTpeT (C KOK 1 faHTeneHa sika). 1836 .

M. 6., nn. 80 x 72 cm.

Hony, ascHo — nognuc C. Hlebecek (?) n rognHa 1836.
Portrait of a woman (with a bun and lace collar).1836.
Oil on canvas. 80 x 72 cm.

Signed: C. Hlebecek (?) and the year 1836 in

the right-hand bottom corner.




Mnag mbx ¢ YepBeHa bapeTa.

M. 6., nn., 51 x 38 cm. XKuBonuc no utanuaHcku
obpaseu. 18. Bek.

A young man with a red beret cap. Oil on canvas.
51 x 38 cm. Painting of Italian style. 18 c.
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Mana Magen Ill. KapToH BBpXY AbPBO. 36 X 22 CM.
Mopgnuc, moHorpam, gony B asicHo. HL Henry Leup /

Leis (?) Konune Ha cdparmeHT no: TuumaH. MNoptpeT

Ha Maeen lll. 1543. M. 6., nnaTHo, 113,7 x 88,8 cm.
HauwnonaneH myseit Capodimonte, Heanon.

Pope Paul lll. Carton on wood. 36 x 22 cm. Signed,
monogram, bottom right corner. HL Henry Leup /

Leis (?). A copy of a fragment by: Titian / Tiziano Vecellio.
A portrait of Pope Paul lll. 1543. Oil on canvas,

113.7 x 88.8 cm. Capodimonte National Museum, Naples.
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| Pamkata | Frame |

[apeHaTa KOJIEKIIVsI
CBIbPXKa PaMK,
KOWTO 3aciTy’KaBaT
7la ObaT mpoyYeHn
VI OITVICAHTA

JTHec nMa
3Ha4YMTeIHa 10
o0eM nmTepaTypa
3a M3KYCTBOTO

Ha paMKWTe, 3a
Herosara VICTOPVIs,
3a eBPOIIeTICKITE
LIEHTPOBe, 3a
dpupmvmTe

The donated
collection contains
frames that deserve
to be studied and
described.

Today there is a
substantial amount
of literature about
the art of frames,
its history and the
European centres,
firms and ateliers
that created frames
for the paintings in

EN Ty R e,

VT aTrejieTara,
Chb3[TaBaJIvl paMKM
Ha KapTVHI B

church and secular
interiors. There
are also collections

ITbPKOBHU 71
CBETCKV IHTEPVIOPYA.
CrIrtecTByBaT

VI KOJIeKIIIV Ha
PaMKI — 9acTHU 1
myserHn. KonekimsTa, napena Ha HBY, e or
16.-19. Bek - BpeMe Ipey MHIyCTPUaIHOTO
IIPOVI3BOZICTBO Ha PaMKW, KOETO IIpesyIara ImaHca
3a M3ydaBaHe Ha J00pe 3arazeHy oOpasiy

Ha TOBa M3KYCTBO. B cnenanmsmpanara
JMTepaTypa* HaMmpaMe CBeJIeHVIs], 9e B
OITperiesIeHO BpeMe B

€BPOIIeVICKOTO M3KYCTBO MaVICTOPBT PaMKbOD,
OCUTYpsIBalll CTVJIOBA BPB3Ka MEX/Ty MHTepropa
(apxmTexTypa, Mebent) I KapTUHaTa,
IpeTHa3HavYeHa 3a Hero, e 0wl mpremMaH KaTo
PpaBeH 110 3HaYeHVe 1 M3KYCHOCT C XYJOXKHVKA.
PamkaTa e Myc/IeHa KaTo BayKHO yCJIOBYe 3a
BB3IIPVIEMaHeTO Ha KapTUHATa, a HeVTHOTO

YeCTO CpeIaHo 3/IaTHO ITOKPUTIE e 0110 He
caMo 3HaK 3a MaTepyaIHO OOraTcTBo, HO M
BB3MOKHOCT 3a KOHIIEHTPWpPaHe Ha CBeT/INHa: 3a
Ch3/IaBaHe Ha CBOeoOpaseH OpeosI OT OTOIIACHIIN
Ha IIpOMeHsIIaTa ce [THeBHa CBeT/INHA,

[z

of frames, both
private and
museum ones. The
time span of the
collection donated to New Bulgarian University,
16th -19th centuries, the time before the
industrial production of frames, provides

us with the chance of studying some well-
preserved samples of this type of art.

The specialized literature* shows that at a
certain time in European art the master of
frames, who provided the style link between the
interior (architecture, furniture) and the painting
designed for that interior, was perceived as
equal to the artist in terms of significance

and mastery. The frame was thought of as

an important condition for the perception of

the painting and its, most often, gilded cover
was not only a sign of material wealth but

also a possibility for concentrating light: for

the creation of a specific halo of reflections of
the changing daylight, of the live fire from the
candles and chandeliers. From a metaphorical
perspective, the frame is a border separating the



Pamku: 18. Bek.

[bpBope3ba, rpyHa v nosnara.
Frame: 18 c.

Wood-carving, ground coat, gilding.

Ha )XVIBVISI OTbH
OT CBeIIN I
KaH7Iemadpm.

B metadopraer
IDIaH paMKaTa

€ TpaHMIa

- pasrpaHiYaBaHe
Ha CETVBHOTO OT
BBOOpa’kaeMOTO
IIPOCTPAHCTBO.
OTHOIIIeHVETO KbM
paMKarta ce IIpOMeHs
BBB BpEMETO

Ha pa3sBuTaTa

]

b o

i

sensory from the
imaginary space.
The attitude to the
frame changed

8
in the period of
the developed
industry. Modern
art in the epoch
after the advent
of photography
began to reconsider
its preconditions
and means of
expression: colour,

VIHITY CTPVISL
MogepHoTO
V3KYCTBO B eToxaTa

line, plane, space,
movement and
point perspective,

crter, poTorpadmsita
3aI104Ba J1a OCMVICIIS

among which
was the frame. In

cobcTBeHMTE CI1
MIPEIITOCTABKM
VI3pasHY CPeICTBa: LIBSIT, JIMHSL, IUIOCKOCT,
IIPOCTPAHCTBO, IBVDKEHVIE 1 YOEXKHV TOUKI

- CpeqI TSIX M paMKaTa. B Hsikom ciryuan
XyIOKHUIINTE MHTErPUpaT paMKaTa B
KapTUHHMSI 00pas, B APYIW — M30CTaBSIT
pamKaTa.

B TyK mpericraBeHaTa KOJIEKIIVSI HSIKOV PaMKM Ca
V3paboTeHN 3a KOHKpeTHNUTe KapTrHm. [Ipyra
YacT, Makap ¥ CTapy paMKW, ca J00aBeH KbM
KapTMHNTE II0-KbCHO. VIMa 11 TakmBa TBOpOWM,
KOWMTO Ca JIOCTUTHAJIV [I0 KOJIEKIOHepa 0e3
PaMKM — TSIXHOTO paMKMpaHe e n3paboTeHo
JIHEC, TI0 TIOJIXOZISIIN 00pasIy 1 CIIOpert
V3VICKBaHMATA Ha COOCTBEHMKA.

ITpoyuBaHeTo Ha CTapuTe PAMKM B KOJIEKIIVSITa
€ e/THa OT IIPEJICTOSIIINTE 3a1au, KOMUTO Orixa
VMaIv 1 00pasoBaTesIeH CMUCHIL.

* Cf.: Paul Mitchell, Lynn Roberts. Frame. In: Oxford
Dictionary of Art Grove / Oxford Art Online. O6mpHara
CTaTus ChIbPIKa 3HauMTeTHa Oubviorpacis.

some cases, artists
integrated the
frame into the painting image, in others - they
completely abandoned the frame.

In the collection presented here, some frames
were worked out for the specific paintings.
Others, even though old, were added to the
paintings later. There are also works that
reached the collector without frames - their
frames have been designed today on the basis of
suitable samples and according to the owner’s
requirements.

The study of the old frames in the collection is
one of the forthcoming tasks, which could also
be very educational.

*Cf.: Paul Mitchell, Lynn Roberts. Frame. In: Oxford
Dictionary of Art Grove / Oxford Art Online. The
comprehensive article contains a significant list of
bibliography.
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Tpu pamku: 19. Bek.
[ObpBopesba, rpyHa u
nosnara.

Three frames: 19 c.
Wood-carving,
ground coat, gilding.
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Pawmka: 19. Bek, oAbpBopesda; rpyHa

1 nosnarta; rmrncoBu NiacTu4yHU enemMeHTun.

Frame: 19 c. Wood-carving, ground coat and

gilding; plaster relief elements.
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Aneropus Ha nnogopoaueto (Ecer).
M. 6., nn. 82 x 72 cm.

PdnamaHacka xusonuc, 17. Bek.
Allegory of Fertility (Autumn).

Oil on canvas, 82 x 72 cm.

Flemish painting. 17 c.

ITpepcTaBsHeTo Ha pasTbpHATH aJIeTOPUIHM
obpasut e ocobeHo xapaKTepHO 3a Ky/ITypaTa

Ha bapoxka. Yetupure ce3oHa, kaTo MeTacdopa
Ha OCHOBHUTE IIePVOIV B YOBEIIKVIS JKUBOT,
00MYarHo ce CBBP3BaT ChC CTOMAHCKIUTE
aeviHocTH. EcenTa e BpemeTo 3a rposmobep n
cpbupane Ha pekositara. Tyk OorarcTBoro ot
IUIOZIOBE Ce V3CWIIBa IIpe]] IToTyIefia Ha 3puTeris,
HaITOMHSVIKM 3a pora Ha n3o0wmeTto. CbpIbT
IIo7icKa3Ba CBIII0 MOMEHTa Ha JXKbTBaTa. MilayaTa
JKeHa B IIeHThPa Ha KOMITO3MIIVIATA, C pa3rojieHa
HMIITHA TPBA, ¥ OOVIIHM OVDKyTa, HEChMHEHO
BHYIIIaBa VyiesTa 3a miooposne. Yerkara
rpo3jie, KOSITO T4 II0fTaBa Ha MJIaiyisi MBX C
BeHel] Ha bakxyc, KakTo 1 KpuaroTo putto

(lat. putus), HacouBarro ppKara i1, ycmisar
EIIVIKY PEVICKVSI MOMEHT.
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The presentation of expanded allegorical images
is especially characteristic of Baroque culture.
The four seasons, as a metaphor of the main
periods of human life, are usually connected
with agricultural activities. Autumn is the

time of harvesting and grape-gathering. The
abundance of fruit spreading in front of the
viewer reminds us of the horn of plenty. The
sickle evokes the image of harvest too. The
young woman in the centre of the composition,
with uncovered ample bosom and lavish
jewellery, undoubtedly suggests the idea

of fertility. The bunch of grapes which she

is handing out to the young man wearing a
Bacchus wreath and the winged putti directing
her hand enhance the Epicurean feeling.



Mnag nactup c Yenka rposge u posu.

Mocneposaten Ha Jan van Bijlert / Bylert (ca.1597 / 1603-1671) oT YTpexT.

M. 6., obpBO. 72 x 59 cMm. XonaHacka XMBOMUC.

Tabenka Ha pamkata: Jan van Bylert Utrecht (1603-1671) Hollandischer Maler.
A young shepherd with a bunch of grapes and roses.

Follower of Jan van Bijlert / Bylert (ca.1597 / 1603-1671) from Utrecht.

Oil on wood. 72 x 59 cm. Dutch painting.

Plate on the frame: Jan van Bylert Utrecht

(1603-1671) Hollandischer Maler.

B Ta3y KOMITO3MIIVS TPO3/IbT, 00O3HAYABALI] In this composition, the grapes, standing for the
JIO3HMIIATa, KJIOHKaTa OT PO30B XpacT B KOCUTe vine, as well as the device for fruit picking, and
Ha MJIa/IVsI MBK, KaKTO U ypelbT 3a OpaHe the rose branch in the hair of the young man

Ha IUIOIOBE, BHYIIIABAT VJIesATa 3a JII000B 1 evoke the idea of love and delight.
HacIaXXIeHue.
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IIperncraBsiHeTO Ha YXAaHPOBY CLIEHV — CUTYyallUN
C XapakTepHM 00pasy OT MaprHATHUTE CJI0eBe
Ha OOIIeCTBOTO, € paspoCTpaHEHO B
XOJIaHJICKaTa 1 pJraMaH/ICcKaTa KMBOIIVC OT

17. BeK. 3aeTu Cc pas3/IMUHM 3aHMaHV 3a
IpeKapBaHe Ha BpeMeTO, ITyIIIa4V, IIVeII
AJIKOXOJI, UTpavll Ha KapTy YecTO HapyIllaBaT
BB3IIPUETNTE COLVIAJTHY HOPpMI. VI3pakeHneTo
Ha JIjiiaTa " TeJIeCHOTO IIOBeIeHVIe ca Ha
rpaHMIIaTa Ha rpoTecKaTa. bescriopen mavictop
B Ta3y 00JIacT Ha )KaHpPOBaTa KMBOIINC €
Anpwvan bpoyep /Adriaen Brouwer (1605/06

- 1638), paboTwi B AHTBepIIeH.

The presentation of genre scenes - situations
with typical characters from the marginal
layers of society - is widely spread in the Dutch
and Flemish painting from the 17" century.
Involved in just passing the time, smokers,
alcohol drinkers and card players often disrupt
the perceived social norms. The facial expression
and the body behaviour are on the verge of the
grotesque. An undoubted master in this field

of genre painting is Adriaen Brouwer (1605/06
-1638), who worked in Antwerp.




<
>KaHpoBa cueHa ([Mpu 6pbcHaps).
M. 6., obpBo. 22 x 16,5 cMm.
XonaHacka xusonuc. 17. BeK.
Genre scene (At the barber’s).

Oil on wood. 22 x 16.5 cm.

Dutch painting. 17 c.

>KaHpoBa cueHa (¢ nyway Ha nyna).

M. 6., obpBo. 22 X 16,5. cM.
XonaHacka »xusonuc. 17. BeK.
Genre scene (with a pipe smoker).
Oil on wood. 22 x 16.5 cm.

Dutch painting. 17 c.
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3aBpblyaHe. M. 6., abpBo. 41 x 31 cm.

PdnamaHacka xusonuc. 18. — HavanoTo Ha 19. Bek.

Mopnwuc pony Salveriy (?).

* Ha wankarta Ha Mragusa Mbx nma benexka ¢ 6yksute ZOI (?)
Return to home. Oil on wood. 41 x 31 cm.

Flemish painting. 18 — beginning of 19 c.

Signed down Salveriy (?).

* On the young man’s hat there is a note with the letters ZOlI (?)
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Yumnuwe. M. 6., nn. 98 x 105 cm.

XonaHacka unu conamaHgcka xuveonuc. 18. Bek.
Ha gbckaTta B 4bnbokusl nnaH uma HeYeTNNB TEKCT.
[ope, nsiBO, BbpXy Tabno — Hagnuc Europa

School. Oil on canvas. 98 x 105 cm.

Dutch or Flemish painting. 18 c.

On the blackboard in the background there is an illegible text.

Upper left, on a board — an inscription Europa

Kaprumara ripeficrassisisa MHTepec
mpesicTaBeHaTa TeMa. I Tpes 18. Bek, B eroxarta Ha
ITpocsertieHeTo, BB3MMTAHNIETO 1 00pa30BaHMETO
Ha JlelfaTa 1 MyIafIeXXTe ca IMPOKO O0CHKIaHM

B 001IecTBOTO0. MHOTOOPOVIHYI Ca ITprMepuTe

Ha KOMITO3VIIMVI C MOMMUYeTa V1 MOMYeTa, KOUTO

ce oOyuaBar - yeTar, IIVIIIIAT, PUCYBaT, CBUPSIT

Ha My3MKaJIeH VHCTPYMeHT. YUiIMIIeTo e
CPaBHITEIIHO PsiIKa TeMa.

The painting rouses interest for the presented
theme. In the 18" century, in the epoch of the
Enlightenment, the upbringing and education of
children and adolescents were widely discussed
in society. There are numerous examples of
compositions with girls and boys who learn to
read, write, draw or play a musical instrument.
The school is a comparatively rare theme.
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>KaHpoBa cueHa (Kaptourpaum).
M. 6., nnatHo. 41,5 x 49 cm.
XonaHpcka xuvsonuc. 17. Bek.
Genre scene (Card players).

Oil on canvas. 41.5 x 49 cm.
Dutch painting. 17 c.




B kpbumaTta / TaBepHa.

Kpbra Ha AgpuaH Bpoyep.

M. 6., obpBo. 35 x 57 cm.

In the pub / Tavern.

An artist from Adriaen Brouwer’s circle.
Oil on wood. 35 x 57 cm.
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Cencku npasHuk. M. 6., obpeo. 31,5 x 25 cm.
®dnamaHpcka xusonuc. 18. Bek.

A village festivity. Oil on wood. 31.5 x 25 cm.
Flemish painting. 18 c.

CeJIcKnTe TIPA3HNUIIV — C TAHIIM, MY31Ka, BUHO
1 JIFOGOBHI yBeIaHWs — ca ef{Ha OT JIoOuMuTe
TeMU B XOJIaHJICKaTa >KaHPOBa KMBOIINC.
BesrprKHOTO BecesTve 4ecTo M3/n3a U3BbH
KoHTpoJ1. Tasu paboTa ¢ HaprcyBaHa trompe
I’0eil MmeasmoHHa paMka 11 B IIpUBIIEKATETHO
HaAVBVICTUYEH MaHVep HaBSIPHO € OT XyIOXHIUK,
rosHaBast Teopbure Ha Hasuy Tennepc
Miagmm / David Teniers the Younger (1610-
1690), pabotwit B AHTBepIieH 1 bprokcert.
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Village festivals - with their dances, music,
wine and love cajoleries - are one of the favour-
ite themes in Dutch genre painting. The carefree
revelry often gets out of control. This work

with its trompe 1'oeil medallion frame and its
attractively naive manner is probably done by
an artist who knew well the works of David
Teniers the Younger (1610-1690), who worked in
Antwerp and Brussels.



Cnegp nos. Nocnepnosaten Ha Pieter Wouwerman (1623-1683)
ot Xapnewm (6pat Ha Philips Wouwerman).

M. 6., nnaTtHo. 37 x 41 cm.

XonaHpcka xwusonuc. 18. Bek.

Tabenka Ha pamkata: P. Wouwerman 1623-1683.

After the hunt. A follower of Pieter Wouwerman (1623-1683)
from Harlem (Philips Wouwerman'’s brother).

Oil on canvas. 37 x 41 cm.

Dutch painting. 18 c.

Plate on the frame: P. Wouwerman 1623-1683.
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Cencku npasHuK.

M. 6., obpBo. 38 x 59 cm.

Mo Mutep Bpboren.

Village festivity. Oil on wood. 38 x 59 cm.
After Peter Bruegel.




Espeiicko cemelictso. M. 6., nnatHo, 76 x 110 cm.
Konve no: Ako6 WopaaHc. [lokato Bb3pacTHUTE

nesT, MnaguTe CBUPSAT Ha CBUMPKN.1638.

M. 6., nn., 120 x 192 cm. Kpancku mysew

3a M3SILLHK U3KyCTBa, AHTBEPIEH.

A Jewish family. Oil on canvas, 76 x 110 cm.

A copy based on Jacob Jordaens. While the

adults are singing, the young are playing the pipe. 1638.
Qil on canvas, 120 x 192 cm.

Royal Museum of Fine Arts, Antwerp.
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Mewnsax. MNocneposaten Ha Jlyka Kapnesapwc / Luca
Carlevarijs (1663-1730). M. 6., gbpBo. 51 X 64 cMm.
XonaHpcka xwusonuc, 18. Bek.

Ha repba Ha paborata nma ocTtaTbk OT YepBeH
BOCBYEH neyar.

Landscape. A follower of Luca Carlevarijs (1663-
1730). Oil on wood. 51 x 64 cm.

Dutch painting, 18 c.

On the back of the work there are the remains

of a red wax seal.

Tosu mmeti3ax, ako ChAVIM IO POPMaTHO-
CTWIOBUTE MY OCOOEHOCTM, BEPOSITHO € OT
XOJTaHZICKV XyJIOXKHUK, TIOBJIVSH OT OITUTa

Ha MTaJTMaHCKUTe BellyTUCTY OT 18. Bek.
3HaUYNTeTHY TPYIIN OT XOJIAHACKW XyIOXKHUIIV
ce ycTaHOBsBaT TparHo B PuM, Benerys m gpyru
XyHoXKecTBeHM cpeamia B Mramst npes 17. 1

18. Bex. VIMame ocHOBaHM [a TIPEITIONIOXKIM,

4e aBTOP’BT Ha Tasy paboTa ¢ MHOIo 100pu
JKVBOIIVICHY KadecTBa € efIVIH OT TsIX.

This landscape, judging by its style and form
characteristics, is probably painted by a Dutch
painter who was influenced by the experience of
the Italian Vedutists from the eighteenth century.
In the seventeenth and eighteenth centuries a
significant number of Dutch artists permanently
settled down in Rome, Venice and other artistic
centres in Italy. We have reasons to assume that
the author of this work of undoubted artistic
qualities was one of them



Mewnsax (ot bpena?). ATpubynpaHa

Ha ObHkaH / A. J. Duncan (1762-1834).
M. 6., obpBo. 27 x 33 cm.

XonaHgcka xusonuc.

Landscape (from Breda?).

Attributed to A. J. Duncan (1762-1834).
Oil on wood. 27 x 33 cm.

Dutch painting.

Ha rpp0Oa Ha KapTiHaTa e 3aJIelleHa pPbKOIVCHA
OeJiexxKa, BEPOSITHO OT raJIEPUCT:

AN Honxan - 1782-1834, Bpeda

Pucyba npedummo epadcku neusaxu. Muoeo mbopou
HAa mo3u xyooxHuk ce Hamupam 6 ,, Huis

in 't Bosch” *

* PeSVI)IeHLIVIS[Ta Ha XOJIaHICKOTO KpaJICKO CeMevICTBO

B Xara

Ha rpp6a Ha paMKaTa e rpaBupaHo BbPXY
mbpBoro: M. A. Tooa

Xepyoe Xenopukauo

bpeoa

On the back of the painting there is stuck a
hand-written note, probably written by a gallery
expert:

A. J. Duncan- 1782 - 1834, Breda

He drew mainly cityscapes. Many of the artist’s

” o

works are in “Huis in ‘t Bosch
*Hall of Residence of the Dutch royal family
in the Hague

On the back of the frame there is engraved
on the wood: J. A. Gool

Hertog Hendriklio

Breda

55 |






| Soudd

Ja

aq1g



JJlycHeTe feuaTa Aa gonaar npy MeH”.

M. 6., obpBo. 65 x 125 cm. Moanuc gony, nseo M. de Vos

“Suffer little children to come unto me”.

QOil on wood. 65 x 125 cm. Signed lower left M. de Vos

Crienara ce pasriexza KaTo PSIZIKOCT B
eBaHTeJICKaTa MKOHOrpaduisi, ThI KaTo B Hes ca
TIpeficTaBeHy JleTia.

®pasara Ha Vncyc e agpecpaHa KbM
TIoCTIefJoBaTesInTe My, KOUTO CSKalll MCKaT fia
oT/asIeyvar jieliaTa, BTypHasIu ce KbM Hero. Torm
YTBbPXK/aBa, 4e 11apCTBOTO HeOeCHO IIpMHAIeXN
Ha OHe3M, KOMTO 3aTla3BaT JeTcKaTa HeBMHHOCT.

EBaneesue om Mameii, eaaba 18*

2. M xaro mtoBuKa Vvcyc eHoO feTe, M3ITpaBy IO
TTocper, TX

3. 1 pede: UCTMHa BV Ka3BaM, ako ce He
oObpHeTe 1 He CTaHeTe KaTo Jella, HsMa J1a
BJI€3€eTe B IIapCTBOTO HeDecHO;

4. v TBVI, KOWTO Ce CMVPM KaTo TOBA JIeTe, TOM €
IIO-TOJISIM B IIAPCTBOTO HeOECHO;

5. m KoTO IIpUeMe eHO TaKoBa JeTe B Moe
nme, Mene npuema

E6aneeaue om Mapxo, eaaba 9

36. V1 xaTo B3e eIHO JeTe, M3IpaBl IO ITOCper
TsX, IperbpHa IO U MM pedye:

37. KOVITO MpueMe eITHO TaKoBa fieTe B Moe nwme,
Memne nipuema, a konto Mene niprema, mpriemMa
He Mene, a Torosa, Koriro Me e ripaTwl.

E6aneenue om Jlyka, eaaba 18

15. Tonacsixa mpu Hero 1 mitazeniy, 3a ga ce
JIOKOCHE JI0 TSIX; @ YUEHNIINUTe, KaTO BUsIXa
TOBA, 3a0paHMXa M.

| 58

The scene is seen as a rarity in the evangelical
iconography as it presents children.

Jesus’ phrase is addressed to his disciples who
seem to be trying to keep away the children that
are rushing towards Jesus. He confirms that the
Kingdom of God belongs to those who have kept
their childhood innocence.

The pictorial representations of this scene are
comparatively rare.

The Gospel according to St. Matthew, Chapter 18*

2. And Jesus called a little child unto him, and set
him in the midst of them,

3. And said, Verily I say unto you, Except ye be
converted, and become as little children, ye shall
not enter into the kingdom of heaven.

4. Whosoever therefore shall humble himself as
this little child, the same is greatest in the king-
dom of heaven.

5. And whoso shall receive one such little child in
my name receiveth me.

The Gospel according to St. Mark, Chapter 9

36. And he took a child, and set him in the
midst of them: and when he had taken him in
his arms, he said unto them,

37. Whososever shall receive one of such chil-
dren in my name, receiveth me: and whosoever
shall receive me, receiveth not me, but him that
sent me.



16. Ho Mucyc, KaTo TIoBMKa MyIafIeHITNTe, peye:

ocTaBeTe JlellaTa [1a JoXoxaaT mpu Mexe u He
VIM IIpeueTe, 3alll0TO Ha TaKMBa e LapCTBOTO
Boxme.

17. VlctmHa BU Ka3BaM: KOVITO He IIpreMe
apcTBoTo boxue KaTo feTe, HiMa fa Bilese B
Hero.

*Bcyuky TeKcToBe OT bubrmsTa ca 110 m3maHmneTo
or 1991 .

The Gospel according to St. Luke, Chapter 18

15. And they brought unto him also infants, that
he would touch them: but when his disciples saw
it, they rebuked them.

16. But Jesus called them unto him, and said,
Suffer little children to come unto me, and forbid
them not: for of such is the kingdom of God.

17. Verily I say unto you, Whosoever shall not
receive the kingdom of God as a little child shall
in no wise enter therein.

*All the texts from the Bible are taken from the Holy
Bible, the authorized King James Version
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Xpuctoc B goma Ha MapTta n Mapus.

M. 6., obpBo. 46 x 62 cm. LLkona AHTBepreH. 17. Bek.

Christ at Martha and Mary’s House.
Oil on wood. 46 x 62 cm. Antwerp School. 17 c.

MapTa 1 Mapwst ca cectpute Ha Jlazap (aymoTo
¢ BB3KpeceHmeTo Ha Jlasap). Te mocpermar
Wucyc B cBog oM 11, fokaTo Mapusa cryia
crioBaTa My, MapTa ce cyeTu B IPUTOTBSIHETO Ha
TpamnesaTa. Ho Xpucroc ka3Ba, ge gobpaTa gacTt
€ VICTMHHOTO CJIOBO — IyXOBHAaTa XpaHa, a He
XpaHara 3a TsUIOTO.

B entoxnre Ha Penecanca 11 Ha bapoka
IIpefiCTaBIHeTO Ha Tas3M CIleHa e ITMPOKO
PpasIpoCTpaHeHo.

HapatuBHaTa 0CHOBa e IIpeTeKCT 3a BKIII0UBaHe
Ha HaTIOPMOPTW, B KOUTO PMOWTe ca eJIeMeHT,
IpefIoYnTaH 3apajy CMMBOJIHATA CV
HaTOBapeHOCT.

E6aneenue om Jlyka, eaaba 10

38. M xaxTO BBpBsxa, Tov Bilese B IHO ceJIo;

e Ha XeHa, Ha nMe Mapra, I'o ripue y moma cnm.
39. T4 mmartie cectpa, Ha Me Mapust, KOSITO cefTHa
HIpu Ho3eTe Ha Vncyca 1 ciyIarie peura My.

40. A Mapra ce ynmca B TojIsiMa III€THS ¥, KaTo
npucreiy, peue: ['ocrioy, HeOpeXXuLLl Jin, 1€TO
cecTpa MM Me OCTaBM cama j1a 1retam? Kaxm i1,
Hpouee, fja MV [IOMOTHE.

41. Vlucyc v otroopm n peue: Mapro, Mapto,
TV Ce TPVDKMII 1 Oe3IIOKOMNII 32 MHOT'O Hellla,
42. a rpK ef1HO e camo notTpebHo. VI Mapws
mn30pa gobpara yacT, KOSTO HsMa fia Vi ce
OTHeMe.
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Martha and Mary were Lazarus’ sisters

(the miracle of Lazarus’ resurrection). They
welcomed Jesus at their home and while Mary
was listening to his words, Martha was busy
laying the table. Jesus said that the good part
was the very word - the food for the soul, not the
food for the body.

In the epoch of the Renaissance and Baroque the
presentation of this scene was widely spread.
The narrative plot was a pretext for the inclusion
of still lifes, among which the fish were preferred
for they were charged with symbolic meaning.

The Gospel according to St. Luke, chapter 10

38. Now it came to pass, as they went, that

he entered into a certain village: and a certain
woman named Martha received him into her
house.

39. And she had a sister called Mary, which also
sat at Jesus’ feet, and heard his word.

40. But Martha was cumbered about much
serving, and came to him, and said, Lord, dost
thou not care that my sister hath left me to serve
alone? Bid her therefore that she help me.

41. And Jesus answered and said unto her,
Martha, Martha, thou art careful and troubled
about many things:

42. But one thing is needful: and Mary hath
chosen that good part, which shall not be taken
away from her.



PecraBparisara
Restoration

Perttennero 3a OTCTPaHABAaHETO Ha MaTOBVII JIaK

Ge IIPOAVIKTYBaHO OT q)aKTa, 4e XMBOIIMCHOTO

M300pakeHe e 3aryonIo SICHUTE C/ OYepTaHSL.
JIakoBOTO ITOKPUTHE CKPUBAIIIe IUTACTUIHOCTTa
VI [IeVICTBUTEITHATA Xy/I0’KeCTBeHa CTOMHOCT Ha

KapruHara. TexHoorusaTa u crpaTurpadmsra
CBIIO ocTaBaxa HesicHy. OCBeH HeeCTeCTBeHs
MaTwpalr i Oesieerrs edeKT Ha JIaKa MMarle
CBIIO TaKa IIPU3HAII 3a M3MeHeHVe B
CTPYKTypaTa My, KaTo KpucTaJuspaHe,
HauyIBaHe U OT/e/IsHe Ha MK/ TBbPIN
gacTuIy. XapaKTepHTe JIUIICH Osxa sICHO
3a0ertexxmmu 110 purypara m ¢poHa OKOJI0
m3o0paxeHneTo Ha Vcyc Xpucroc n Mapra.

Xpuctoc B foMma Ha Mapta n Mapus.

Jacques Van Der Star / Stella (1569-1657). M. 6., obpBo.
26 x 38 cM. ®namaHzacka xumBonuc. Ha ropba Ha kapTuHaTa
1MMa neyaTeH eTUKeT ¢ MMeTo Ha Jacques van der Star,
HapwuyaH Stella, n cnegn oT YepBEHU BOCBHYHM NevaTu.
Christ at Martha and Mary’s House. Jacques

Van Der Star / Stella (1569-1657) (?).

Oil on wood. 26 x 38 cm. Flemish painting.

On the back of the painting there is a printed

label carrying the name of Jacques Van Der

Star, called Stella, and traces of red wax seals.

The decision to remove the mat varnish was
taken due to the fact that the painted image
had lost its clear outlines. The lacquer layer
hid the real artistic quality of the painting.
The technology and the stratigraphy also
remained unclear. Apart from the unnatural
mat and blurring effect of the varnish, there
were also signs of changes in its structure
such as crystallization, wearing out and
breaking down into small hard particles. The
characteristic lacks were clearly seen in the
figure and the background of Jesus Christ and
Martha.
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P e3yJjiTaTm oT Cl)I/ISI/I‘-IHI/ITe u3cJIeaBaHmA

UV - ITpu Br3yasiHOTO HaOJIIO/IeHE 1
3aCHeMaHeTO B YJITPaBOJIeTOB JIbUM Ce
HabJII071aBa CYJTHO TIOBBPXHOCTHO TI00esIsiBaHe
B OUYepTaHWsATa Ha TOPHM MaT-JIaK, KOeTo
Jl0Ka3Ba HaJIMYMeTO Ha IUTHTeH CJIOV
ChbBpeMeHeH JlaK Ha OCHOBaTa Ha CHHTeT/YHa
cMoJIa ¢ lobaBKa Ha BOCBK. [JoymHAT
TBHKOCJIOEH JIaK Ha KapTuHaTa He ce IIPOMeHs,
KOeTo IT0Ka3Ba, ue He ChbprKa BOCkK. Tosa HI
JlaBa OCHOBaHIe Jia IIprieMeM, Ue IBeTe JIAKOBY
ITOKPUTWS Ca HAaHACSAHY eJHOBPEBEeHHO, B
OIM3BK MHTEPBaJI OT BpeMe.

X-Ray HampasenaTa peHTreHorpads
IIOKa3Ba CTPYKTyparta Ha J/bpBeHaTa OCHOBa
VI KaTeTOPMYHOTO JJOMVHVPaHe Ha 0JIOBHaTa
6suta (Pb) B xmBormcHwms ciovt. [To Besika
BEPOSITHOCT B ChCTaBa Ha IPYyH/A CHIIO MMa

cJ1eAn OT OJIOBEH ITMI'MEHT WJIN OJIOBEH CUMKaTVB.

EnuHcTBeHaTa BUAVMa [I0-KbCHA IIPOMSIHA B
M300paXKeHMEeTO e YaCTIIHOTO JOPVICYBaHe TIIN
I10-CKOPO IIPMKpMBaHe Ha [IsCHaTa OroeHa
rbpa B MIMPOKO OTBOpeHaTa gpexa Ha Mapra,
HaIpaBeHo ¢ unicra Osuia 605 (Pb).

FTIR V3ciemBaneTo Ha JTaKOBOTO IMTOKPUTYIE TIO
MeTofla Ha MH@pavepBeHaTa CIIEKTPOCKOIIVS
OKa3Ba HAJIMYMETO Ha FOJISIMO KOJIIECTBO
BOCHK, HO CMOJIaTa He € OKOHYATETHO
oTIperiesieHa MOpa/Iyi JIUTICa Ha aHaJIOTUIHM
craHpgapTHM oOpasin. ITo Besika BeposiTHOCT
CTaBa /IyMa 3a CTaHJapTeH MaT JIaK 3a JJaK/paHe
Ha KapTWHI, HO ¢ mpumecn. V3cienBaHeTo e

HarrpaBeHO B VIHcTHTyTa 110 oymMepwt Ha BAH.

PecraBpams

V3BBpIIIeHO O€ ISUIOCTHOTO OTCTPaHSIBAHEe

Ha TOpHWs MaTOB cJ1ov. [lopanm nebenviHaTa

Ha JIAKOBOTO ITOKPWTIE, YyIUINBOCTTa

MY ¥ BEPOSITHOCTTA OT YyBCTBUTETHOCT

Ha >KMBOIVICHNS CJIOVI KbM OpPTraHMYHI
Ppa3TBOPUTENIN, OTCTPAHSIBAHETO Ha TOPHWS
CJIOVI JIaK Oe M3BBPIIEHO MEXaHIYHO.
OcraTbLuTe OT jIaka 0sixa IIOYMCTeHVI ChC CJ1adm
Ppa3TBOPUTEIIN CJIeJT KOeTO KapTuHaTa Oertie
JlaK/paHa OTHOBO C TBHBK CJIOV HOB JIak (Vernis
a tableaux J. G. Vibert, Lefranc&Bourgeois).

The results of the physical research

UV - During the visual observation and the
photographing in ultra violet rays it was
noticed that there was substantial surface
whitening of the outlines of the upper mat
varnish, which proved the presence of a thick
layer of contemporary lacquer on the basis of
synthetic resin with some added wax. The thin
lower layer of varnish on the painting did not
change, which showed that it did not contain
wax.

That gave us grounds to assume that the two
varnish covers were laid simultaneously, in a
short interval of time.

X-Ray - The X-Ray revealed the structure of the
wooden basis and the categorical predominance
of the lead white (Pb) in the paint layer. It is
highly likely that the prime also contains some
traces of lead pigments or lead siccative. The
only noticeable later change in the image is the
partial painting or, more likely, covering of the
right naked breast in Martha’s widely opened
dress, done in pure white paint (Pb).

FTIR - The study of the varnish layer based on
the method of infra red spectroscopy proves the
presence of a large quantity of wax, but the type
of resin has not been definitely found out due
to a lack of analogous standard samples. It is
most probably some standard mat varnish used
for varnishing paintings that contained some
additives. The study has been carried out in the
Institute of Polymers at the Bulgarian Academy
of Sciences.

Restoration

The upper mat layer has been totally removed.
Because of the thickness of the lacquer cover,
its fragility and the possibility of the sensitivity
of the paint layer to organic solvents, the
removal of the upper lacquer layer has been
done mechanically. The lacquer residues were
cleaned with weak solvents and after that the
painting was lacquered with a thin layer of
new lacquer (Vernis a tableaux J. G. Vibert,
Lefranc&Bourgeois).
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U3Boan

OrtcTpaHsiBaHETO Ha MaTOBIS JIaK OT
MOBBPXHOCTTA Ha KapTUHATa , XpUCTOC

npu Mapta 1 Mapwsi” gorprHece 3a
OTKPWMBaHETO Ha aBTEHTUYHATa XMBOIIVICHA
oBbPXHOCT. ITocTnrHa ce 1mo-modpa BUAMMOCT
Ha M300pa’keHNeTo, C OTUYETIIVIBOCT Ha
neravimire. HarrykBaHeTo Ha XMBOIICTa
CJlefiBa HaIlyKBaHETO Ha IPYHJIA TI0 IT0COKa

Ha XOPWM30HTAJIHO PasIIOJIOKEHNTE IbPBECHN
BJIaKHA VI Ce M3passiBa B [IJIMKATEH, HO
cTabwTeH KpaKesTiop, focera CKPUT IIOfT
IeJleHaTa Ha jlaka. MajkaTa KOPeKIIVst ITOf,
dopmaTa Ha peryipane Ha Orocta Ha Mapra
Cera e TI0-5ICHO OYepTaHa.

BiraroapeHme Ha pasKpMBaHETO Ha XMBOIIICTA
Ce M3SICHIIXA eTaIlNTe Ha pecTaBpariys B
muHaI0To. KapTrHaTa e mouncrsaHa rmoHe jisa
mbTH. T KaTO MIOYMCTBAHETO € M3BBPIIIBAHO
HepaBHOMEPHO, Ha MHOTO MeCTa TO e
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Conclusions

The removal of the mat varnish from the
surface of the painting “Jesus at Martha and
Mary’s” has contributed to revealing the
authentic painted surface. A better visibility
of the image and more distinct outlines

of the details have been achieved. The
cracking of the paint follows the cracking

of the ground coat in the direction of the
horizontally located wood fibres and is seen
as a delicate but stable craquelure, so far
having been hidden under the varnish veil.
The little correction of Martha’s retouched
breast has now become more clearly
outlined.

Thanks to revealing the painting, the stages
of the restoration in the past have also been
revealed. The painting has been cleaned at
least twice. As the cleaning was not even,

it affected the higher parts in lead white



3acerHaJIo O-BMICOKMTE YacTV C OJIOBHA Osia 1
LVHOOBP, KBIETO OCTATBIINTE OT CTAPWS JIAK Ca
CHhOTBETHO MO-MaJIKo. BB poHa Ha KapTuHaTa,
KBJIETO IOMVHMpa MTO-ThMHAaTa raMa, MMa
HepaBHOMEPHU ITPOTPMBaHVS I MHOTO TIOBeYe
CJIENIVI OT CTap TIOTBMHSUI JIaK M JIAKOBY OOM.
I'lo BBIIpOCa 3a peTyIIMpaHeTo Ha puUrypara
Ha MapTa MoXeM J/Ta HaITpaByM CJIeTHOTO
3aKJIFOUeHVe: HaMecaTa VIVl MI3MEHEHVIETO e
HaCTBIWIO CJIef] 3aBbpIIBaHeTO Ha KapTUHaTa.
ToBa ce BIDKIIa CiIefT OTCTpaHsABaHeTO Ha
MaTOBW: JIaK U e TIOTBhP KIIeHe Ha pe3yJTaTa
OT peHTreHoBaTa CHMMKa. BE3MOXHO e

CBIIIO TaKa TOBA JIa € OWJIO YacT OT IIbpBaTta
pecTaBpariys, KoraTo KapTiHaTa e IourcTeHa
oT 3aMbpcsBaHe. Llenra HaBsipHO e Owla 11a ce
MIpUKpYe eIVTH HeIIPVUCTOeH JeTalI B MHaye
pemUro3HaTa KOMIIO3UITVSL.

Mnanoct BriikoBa

and cinnabar in a couple of places, where the
residues of the older lacquer were fewer. The
background of the painting, where the darker
tonality prevails, shows uneven abrasion and
many more traces of old darkened lacquer and
lacquer paints.

As far as the retouched figure of Martha

is concerned, we can draw the following
conclusion: the interference and / or the
change happened after the painting was
finished. This is seen after the removal of the
mat lacquer and confirms the result from the
X-ray. It is also possible that it was part of the
first restoration when the painting was cleaned
from impurities. The aim, most probably, was
to cover an indecent detail in the otherwise
religious composition.

Mladost Vulkova
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XpucToc n camapsiHkata. Nicolaes Cornelis Moeyaert (1592-1655).
M. 6., obpBo. 25 x 35 cM. XonaHacka »xwusonuc. 17. Bek.

Ha repba — Bocb4eH nevar.

B cbAa, B pbKaTa Ha XeHaTta, ¥Ma HeYeTIMB MOHOrpaMm.

*3a Nicolaes / Claes Cornelis Moeyaert Buxk: Oxford Dictionary of Art

Grove / Oxford Art Online

Jesus and the Woman of Samaria. Nicolaes / Claes Cornelis
Moeyaert (1692-1655). Oil on wood. 25 x 35 cm. Dutch painting. 17 c.

On the back of the painting — a wax seal.

The vessel in the woman’s hand has an illegible monogram.

*On Nicolaes / Claes Cornelis Moeyaert cf.:
Oxford Dictionary of Art Grove / Oxford Art Online

Tosu emm3op ot xmBoTa Ha Micyc, 1o Bpeme
Ha reT My oT IOpes o aymiess, e ipejazied B
EBanresmero Ha Vloan. CrieHata Ha pasroBopa
MexIy Xpuctoc 1 KeHaTa oT Camapus

IIpu KJlaJleHella Ha SIKoB e mpeJicTaBsHa
KapTMHHO B pa3/IuHN BpeMeHa 1 € 0cO0eHO
IIpejIIounTaHa B erioxuTe Ha Penecanca u1 Ha
bapoxka. Be3npremana e 11 KaTo ajieropuaHo
IIpesiCTaBsiHe Ha KpacHOPeUneTo.

B marreunnist rtaH Ha KapTyHAaTa OT KOJIeKIMsATa
Ha HBY ce Buoxmar cityersT Ha rpag Cuxap n

durypnu Ha xopa.
EBaneeaue om Moan, 2aaba 4

4. A tpsibsare a mune Ton nipes Camapusi.
5. U TB1, mOX0XIa B CaMapuVICKVIs Tpajl,
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This episode from Jesus’ life, during his journey
from Judea to Galilee, is presented in the gospel
of St. John. The scene of the conversation between
Jesus and the woman of Samaria at Jacob’s well
has been pictorially presented over different
periods but it was especially preferred in the
epochs of the Renaissance and Baroque. It was
perceived as an allegorical presentation of
eloquence.

In the background of the painting from the NBU
collection we can see the silhouette of the city of
Sychar as well as some human figures.

The Gospel according to St. John, Chapter 4
4. And he must needs go through Samaria.
5. Then cometh he to a city of Samaria, which is



HapuuaH Cuxap, 011130 10 3eMJINIIIETO, KOETO
Makos Oe a1 Ha cuna cu Mocuda.

6. Tam Gerrte MakoBOBUST M3BOP. YMOpeH
mpodee OT BT, VInicyc cemieltie ¢t Tt IIpU
m3Bopa. HachT Oellre OKOJIO IIIECTHSL.

7. Joxoxma emra keHa oT CaMapwst f1a cu
Haudepru Bofa. Vlvcyc 11 Kassa: mat Mut fma mst.
8. 3amoro yuenuiure My Osixa oTuIIIIV B rpazia
Tla KyTISIT XpaHa.

9. Xenara camapstaka My Kaspa: Kak Tu,
Onpeiky MyIeVH, UCKalll [1a IIVelll OT MeHe,
KOSATO ChM JKeHa caMapstHKa? (3aIoTo mygenTe
HSIMAT CHOLIIEHVIe CbC CaMapsIHITe.)

10. VMucyc 1 oTroBOpM 1 peye: 1a Ou 3HasIa
mapa boxmii, n xont e Onst, Koviro T ka3Ba: gan
Mm fa nimst, i cama 6m msnpocwuia ot Hero, 1
Tov Ou i gas1 Boa XXuBa.

11. Xenara My KasBa: rocriojiiHe, Hi
IIoYepIIajIo MMalll, I1a ¥ KJ1a/IeHeIlbT € IbI00K:
OT[Ie ToraBa MMalll JKviBaTa Boa?

12. Huma Tw cu mo-rosisim ot otiia Hu Vakosa,
KOWITO HU [ajie TOsI KiIaJleHeIl, I caM TOV OT Hero
e W1, "I CMHOBETE MY, U JIOOUTBKBT My ?

13. Mmcyc 11 OTroBOPU 1 peue: BCIKOM, KOTO
mve OT Tasl BOJIa, ITaK IIe OXKajJHee;

14. a KonTO IIMe OT BojaTa, KOATO A3 Ile My J1aMm,
TOVI BOBEKVI HsIMa [1a OXKajIHee; HO BoaTa, KOSITO
My fIaM, ITie CTaHe B Hero M3BOp C BOfla, KOSITO
Teue B XXMBOT BEUEH.

[.....]

28. Torasa >XxeHaTa OCTaBV CTOMHATa CVI 1 OTU/IE
B Tpajia ¥ Ka3Ba Ha YOBeITuTe:

29. movimeTe M BVDKTE €IVH YOBEK, KOTO MU
Kasa BCMYKO, [0 CbM Hallpaswia: 1a He 6u Ton
ma e Xpucroc?

called Sychdr, near to the parcel of ground that
Jacob gave to his son Joseph.

6. Now Jacob’s well was there. Jesus therefore,
being wearied with his journey, sat thus on the
well: and it was about the sixth hour.

7. There cometh a woman of Samaria to draw
water: Jesus saith unto her, Give me to drink.

8. (For his disciples were gone away unto the city
to buy meat.)

9. Then saith the woman of Samaria unto him,
How is it that thou, being a Jew, askest drink of
me, which am a woman of Samaria? For the Jews
have no dealings with the Samaritans.

10. Jesus answered and said unto her, If thou
knewest the gift of God, and who it is that saith
to thee, Give me to drink; thou wouldest have
asked of him, and he would have given thee
living water.

11. The woman saith unto him, Sir, thou hast
nothing to draw with, and the well is deep: from
whence then hast thou that living water?

12. Art thou greater than our father Jacob, which
gave us the well, and drank thereof himself, and
his children, and his cattle?

13. Jesus answered and said unto her, Whosoever
drinketh of this water shall thirst again:

14. But whosoever drinketh of the water that I
shall give him shall never thirst; but the water
that I shall give him shall be in him a well of
water springing up into everlasting life.

[-]

28. The woman then left her water-pot, and went
her way into the city, and saith to the men,

29. Come, and see a man, which told me all
things that ever I did: is not this the Christ?
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['5pOBT Ha KapTUHATA

Bernexxka ¢ Tekcr:

,Tasu KapTnHa ce mpumvicBa Ha Hukomaec
Kopremmyc Myept (Nicolaes Cornelius
Moeyaert), 1592 - 1655, xormaHzCKa IIIKOJIA.
Herosu yuennm: Canomon Konnsk, Hukornaec
bepxem, Ban fep [1yc crapim, V1.B.Beenmkc.

B cbma, B ppKaTa Ha JKeHaTa, MMa HeUeTIIVB

MoHorpam.”

YepseH BoChYeH I1eYar:
Collectie
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H. Bauwens

S&Ioman I'(on-inch_
Nicolaes Berchem.
VanderDoes ﬂl" ove ¢,
I B Weenix.

Crr- o] ¢ 'rhnE'e'na!c LanJ_ Ty
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I'ppOBT Ha KapTHHAaTa

VIsKycTBOBEM, pecTaBpaTOpy, apT OVUTEPY
3HaeM, 9Je MCTMHCKOTO 3aIllo3HaBaHe ¢ KapTHUHaTa
ce CITy4Ba, KOTaTo 4 IoIieHeM B Tpb0. [Topamm
TOBA VI TIOTJIEABT B IPHO € MHTMMEH I10 0CO0eH
HaumH. Haaricn, saernelm eTnkeT OT
IIPEAVIITHY U3JIOKOV ¥ THPTOBE, IIOCBEIIeH IS,
TIOMIIVICYL VI BOCBUHM ITeUaTi Ha COOCTBEHMIIN
ouepTaBaT Ch0aTa Ha KapTMHAaTa BEB BPEMETO.



V1 ormie: mppBeHaTa OCHOBA, UeCTO YKPeIIeHa,
IUIATHOTO, IIOHSAKOTa Ay OIpaHo — ¢ TSIXHATA
HacJI0eHa KaTo IaIMIICECT MAaTePUaTHOCT

OT IBbPBO, IUIATHO, XapTIsL, BOCHK, HOCST
CTIefTe OT TpaHCOpMaIYI Ha KapTIHATa,

0T reorpadCKui OIpeesIeHyI TEXHUK 1
IIPaKTVKYL. 3HAIUTe Ha [IPOV3BOAMTEINTE Ha
XyZOXEeCTBEHI MaTepraIi ce T00aBsIT KbM
OpWMEHTHPWUTE 3a KyJITy pHY Torock. HaumasT
Ha 3aKpeIrsiHe Ha KapTiHAaTa KbM paMKaTa —
PasIIMYHY IO BU, IIOAPAMKM, Pa3HOOOpasHI 10
Matepuas 1 popMa CKOOM OT pasHVI BpeMeHa;
CbyeTaBaHeTO Ha I'bpOa Ha KapTUHATa C rbpba
Ha paMKarta - II0 CTII ¥ eII0Xa (HaripuMep
CTapa KapTiHa C HOBa paMKa I 00paTHOTO),
KaKTO VI CJIEAVITe IO I'bp0a Ha camara paMKa

- YBIIMYAT B IIPOIBIDKUTEITHO, OIIM3KO,
M3CTIEqBAIIO IVIefaHe. MeXmy yIOBOJICTBIETO
OT 3abpaHe I TOTJIeN], VI IeTEKTUBCKOTO
IIPUKIIIOYeH e JOITYCHATISAT Ce OIIATBA [a y3Hae
KOJIKOTO € Bb3MO>KHO ITOBEYe 3a HeOOIariHiTe
II0 CBOETO BB3JIEVICTBYIE IIPEAMETH, 0000IIIaBaHM
3a Hallle yJIeCHeHWe C JlyMara , M3KyCTBO .

reinforced, and the canvas, sometimes doubled,
carry traces of the painting’s transformations, of
geographically determined techniques and prac-
tices in their materiality, layered as palimpsest, of
wood, canvas, paper and wax. The marks of the
producers of art materials are added to the points
of orientation of cultural topoi. The way the
painting is attached to the frame - different types
of sub-frames, various materials and clamps of
different periods; the combination of the back of
the painting with the back of the frame - in terms
of style and epoch (for example, an old painting
with a new frame or vice versa) as well as the
traces on the back of the frame itself draw us into
a continuous, close-up and scrutinizing look. Be-
tween the pleasure of the forbidden look and the
detective adventure, those allowed to have that
look try to learn as much as possible about the
unusual in terms of their impact objects, summed
up for the sake of our convenience with the word

“ ”

art”.
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Ecce Homo.

M. 6., obpBo. 65 x 48 cm.
PnamaHacka X1UBOMUC NO UTaNMAaHCKK
obpaszeu (?). 18. Bek.

Ecce Homo. Oil on wood. 65 x 48 cm.
Flemish painting based on an lItalian
model (?). 18 c.

Ecce homo. Te3u mymu ca cBBp3aHM CbC
crnenydrdeH MOMEHT OT XPUCTOBIUTe CTPacTi
- B IIeTBK, KOraTo 110 3aroses] Ha [Tyiar
IMonTnrickn, mpokyparop Ha IOpes, Xpucroc
€ M3BeJIeH C KapVKaTypHU KPaJICK/ aTpuOyTu:
TPBHEH BeHell ¥ YepBeHa MaHTVIS.

ITviaT noTBepXKIaBa pes] Hapoja, ye He

€ OTKPWWI HMKaKBa BIHa, KOSATO /1a Jlajie
OCHOBaHWe 3a CMbPTHa Ipuckaa. Torasa
ThJIIaTa Hajgasa Bb3miac ,, PasmHu ro!”.
Cnenara Ecce homo e MHOro pasnpocrpaHeHa B
3aragHaTa MKOHOTpadoms.

EBaneeaue om Moan, 2aaba 19

Torasa ITmaT xsana Vucyca n I'o 6Gudaysa.

2. VI BomHMUIIMTE, KaTO CIIeToXa BeHell OT
TpbHM, HajloXnxa My ro Ha r1asara, 1 My
obssiKoxa

Garpenmiia,

3. u mymaxa: pamsaii ce, Lapro Mynevicku! V1 My
yapsxa IVTeCHWUIINL.

4. ITywiar 11aK nsjiese BbH U IM pede: eTo,
mssexgam Bu ['o, 3a ga pasbeperte, ye He
HaMupam y

Hero Hukaksa BrHa.

5. Torasa Vucyc msse3e BbH C TPbHEHWS BeHer],
u B barpenntia. V peue nm [Trorar:

ero Yopeka!

6. A KoraTo ImbpBOCBeITieHmITNTe 1 cryTuTe I'o
BUJIsIXA, 3aBMIKaxa U KasBaxa: pasiHy, pasnHu ['o!
ITvutat vim KasBa: Bue I'o B3emeTe u pasmHere,
3aI110To a3 He HamupaM y Hero BumHa.
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Ecce Homo is associated with a specific moment
from the Passion of Christ - the Friday when,
on Pontius Pilate’s - the procurator of Judea

- order, Christ was taken out with mock royal
attributes: a crown of thorns and a purple robe.
Pilate confirmed in front of the people that he
had not found any fault in him that might give
grounds for capital punishment. Then the crowd
started shouting “Crucify him!”

The Ecce homo scene is widely spread in west-
ern iconography.

The Gospel according to St. John, Chapter 19

Then Pilate therefore took Jesus and scourged
him.

2. And the soldiers platted a crown of thorns,
and put it on his head, and they put on him a
purple robe,

3. And said, Hail, King of the Jews! And they
smote him with their hands.

4. Pilate therefore went forth again, and saith
unto them, Behold, I bring him forth to you, that
ye may know that I find no fault in him.

5. Then came Jesus forth, wearing the crown

of thorns, and the purple robe. And Pilate saith
unto them, Behold the man!

6. When the chief priests therefore and officers
saw him, they cried out, saying, Crucify him,
crucify him. Pilate saith unto them, Take ye him,
and crucify him: for I find no fault in him.



Ecce Homo / Xpuctoc ¢ NMunat. Kpbra Ha Adriaen
Thomas Key (1544-1590). M. 6., abpBo. 98 x 68 cm.
dnamaHngcka xumsonuc. 16. Bek.

Ecce Homo / Christ with Pontius Pilate. Adriaen
Thomas Key'’s (1544-1590) circle.

Oil on wood, 98 x 68 cm. Flemish painting. 16 c.
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Beuepsita B Emayc.

M. 6., nn. 95 x 120 cm.
dnamaHacka xusonuc. 18. Bek.
The dinner in Emmaus.

Qil on canvas. 95 x 120 cm.
Flemish painting. 18 c.

Tasu cuena rpefcTass eHa OT IIOSABUTE Ha
BB3KPbCHa/IVA XPUCTOC Ha TPeTHs AeH cilef,
pasmsiTieTo. Hevinara nkonorpaduist e cebp3aHa
C IIOCIIeTHMS €IIM30, OT TO3M pasKas B
Esanresmero or Jlyka, B KOTO TprMaTa
ITBTHUIIM Ca OKOJIO Macarta, Vvicyc Orarociass m
pasuymsa xj1si0a 11 B MWTa, B KOVTO BaMaTa My
IIocIefoBaTe IV CSIKaIl IIPOLTIeXIAT VI I'o
I103HaBaT, XPVCTOC CTaBa HeBVIVIM 32 OUMTe VIM.
Crenara ce n3obpassiBa oT CpeHOBEKOBIETO,
HO I10JTy4YaBa M3K/II0UWTeTHO FOJIAMO
pasnpocrpaneHue 1pes 17. Bek. B enmoxaTa Ha
bapoxka Ts1 e mpuBwMIernposaH n3bop 3a
XyIOXHULINTE ITOpaiy ApamMaTi3Ma Ha Myra Ha
4Uy7IecHOTO IIpeBphIliaHe Ha oOpasa B CBeT/IMHA,
IpeMMHaBaHeTo OT IJIeJaHeTO C OUNUTe KbM
BIDKIAHeTO C AyIIaTa.
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This scene represents one of the appearances of
the resurrected Christ, on the third day after the
crucifixion. Its iconography is connected with
the last episode from the narrative in St. Luke’s
Gospel, in which the three men sat at the table
and Jesus blessed the bread and broke it; the
minute his followers seemed to be able to see
again and recognized him, Christ became
invisible to their eyes.

The scene had been presented since the Middle
Ages but it became widely spread in the
seventeenth century. In the epoch of Baroque,
it turned into a privileged choice for the artists
due to the dramaticism of the miraculous
moment at which the image transformed into
light and of the transition from seeing with the
eyes to seeing with the soul.



Eéaneeaue om Jlyka, eaaba 24

13. B coImms eH aBaMa OT TSIX OTMBaxa B €IHO
cesio, Ha mMe Emayc, koero Gertre Ha 1rtericeT
cTamvii gasied ot Vepycammm,

14. v pasroBapsixa ce TIOMeX/Iy CU 3a BCUYIKO
OHOBa, 1110 ce Oe CITyumsIo.

15. M xato ce pasroBapsixa U paschXaaBaxa
nomexy cu, Cam Mucyc ce npubivokm m
BBpBelIle C T4X;

16. HO ouMTe M Ce TIpeMpeXxxa, 3a f1a I'o He
ITO3HAsIT.

17. A Tovt uM peue: KaKBU ca TU IyMU, KOUTO,
BBPBEIKOM, pa3MeHsTe TIOMeX/IY CH, VI 3aIIl0
CTe ThXHU?

18. EqumusT oT Tax, Ha uMe Kiteorta, My
oTroBopu 1 pedve: Tu v cu caMO CTpaHHWK B
VepycanmMm 11 He cm1 y3HaJI TOBa, KOETO € B HeTro
CTaHaJIO TIpe3 TVs THM?

19. I mommta ru: koe? Te My oTrosopuxa: KoeTo
craHa ¢ VMucyca Hazapeeria, Kovtro Oertre
MIPOPOK, CHIJIEH Ha JIeJI0 U CJI0BO TIper; bora n
1IesIsI HapoJl;

20. KaK HaIIMTe ITEPBOCBEIIeHNITN
Hauayauy ['o mpemamoxa ga Oblie ocblieH Ha
crppT m o

pasmHaxa;

21. a Hue ce HaggBaxme, ue Ton e Onst, Komro
1rertre fa n30asy V3pansis; HO IIpY BCMYKO TOBa
TIHeC e Beue TPeTu JieH, OTKaK CTaHa TOBa;

25. Torasa Tov M pede: 0, HeCMUCTIEHU U
MYIHM 110 ChPIi€ Jla BIpBaTe Ha BCUYKO, IO Ca
Kasaym mpopormTe!

26. Hasm T TpsiOBaliie 1a mocrpasa Xpucroc n
na Birese B cyiaBaTa Cn?

27. V1 xkaTo HaueHa oT Mowicesl 11 OT BCMUYKI
HpopoIIK, O0sICHsIBalIle 1IM Ka3aHOTo 3a Hero B
1suioto IIncanme.

28. V1 Te ce mIpuOIIVDKIIXA [I0 CEJIOTO, B KOETO
oTmBaxa; a Tor IIoKasBalle BIJI, ue 1CKa Ja
BbPBU

MO-HaTaThK;

29. Ho Te I'o 3agBprKaxa, KaTo Ka3Baxa: OCTaHV C
Hac, [IOHEXe e IIpVBEeYep, V1 [IeHST Ce IIPeBaJINL.
1 Town Bi1e3e, 3a 1a OCTaHe C TSIX.

30. 1 xoraro Tovi cefierte ¢ TSIX Ha Tpares3ara,
B3e xJI510a, 0J1arocsI0BY, IIPeJIOMI 1 UM
mofTaBaiiie;

31. ToraBa uM ce oTBOpwMXa oumnTe, 1 Te I'o
nosHaxa; ajia Tor craHa HeBUIVIM 3a TsIX.

The Gospel according to St. Luke, Chapter 24

13. And, behold, two of them went that same
day to a village called Emmaus, which was from
Jerusalem about threescore furlongs.

14. And they talked together of all these things
which had happened.

15. And it came to pass, that, while they
communed together and reasoned, Jesus
himself drew near, and went with them.

16. But their eyes were holden that they should
not know him.

17. And he said unto them, What manner of
communications are these that ye have one to
another, as ye walk, and are sad.

18. And the one of them, whose name was
Cleopas, answering said unto him, Art thou
only a stranger in Jerusalem, and hast not
known the things which are come to pass there
in these days?

19. And he said unto them, What things?

And they said unto him, Concerning Jesus of
Nazareth, which was a prophet mighty in deed
and word before God and all the people:

20. And how the chief priests and our rulers
delivered him to be condemned to death, and
have crucified him.

21. But we trusted that it had been he which
should have redeemed Israel; and beside all
this, to day is the third day since these things
were done.

[...]

25. Then he said unto them, O fools, and slow
of heart to believe all that the prophets have
spoken:

26. Ought not Christ to have suffered these
things, and to enter into his glory?

27. And beginning at Moses and all the
prophets, he expounded unto them in all the
scriptures the things concerning himself.

28. And they drew nigh unto the village,
whither they went: and he made as though he
would have gone further.

29. But they constrained him, saying, Abide
with us: for it is toward evening, and the day is
far spent. And he went in to tarry with them.
30. And it came to pass, as he sat at meat with
them, he took bread, and blessed it, and brake,
and gave to them.

31. And their eyes were opened, and they knew
him; and he vanished out of their sight.
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Kaewara ce Cs. Mapua MarganeHa.
M. 6., nn. 98 x 78 cm.

dnamaHacKa XnBonmc no
ntanuaHcku obpasey, (?). 17. Bek.
The Penitent St. Mary Magdalene.
Oil on canvas. 98 x 78 cm.

Flemish painting,

based on an Italian model. 17 c.

KaermaTa ce CB. Mapust Marpanena
ITpencrassanero Ha Mapua Marpannena

wm Mapwst or Marjaiia nima passura
ukoHorpadust. T e cper LieHTpaIHITe 00pasu
IIpe3 BCUYKM eTI0XM Ha XPUCTUSIHCTBOTO.
Ocobennt mpenmounTaHss KbM TO31 00pa3
MIposiBABAT XyAOKHUIIMTe Ha bapoka mopaan
BB3MOKHOCTVITE, KOWTO TOVI JlaBa 3a M3pas3siBaHe
Ha MOMEeHTeH JipamMaTn3bM. Mapus Marpasena
Cce BB3IIpreMa KaTo CMBOJIEH 00pas3 Ha
PpasKasiHMeTO.
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The presentation of Mary Magdalene or

Mary of Magdala has been well developed in
iconography. She has been among the central
figures throughout the different periods

of Christianity. Baroque artists showed a

special interest in this image because of the
opportunities it created for expressing the
dramaticism of the moment. Mary Magdalene is
perceived as a symbolic image of penitence.



Kaewara ce CB. Mapus MarganeHa. AtpubyvpaHa
(nocneposaren) Ha lNMuetpo aa KoptoHa.

M. 6., nn. 66 x 51 cMm (c Hagn1c Ha rbpba Ha pamkara).
17. Bek.

The Penitent St. Mary Magdalene. Attributed to

(a follower of) Pietro da Cortona.

Oil on canvas. 66 x 51 cm (an inscription on the

back of the frame). 17 c.




Cs. [JoOMUHMK.

M. 6. BbpXy MegHa nnoya. 16,5 x 13,5 cm.
WcnaHcka xusonuc. 17. Bek.

St. Dominic. Oil on copper plate. 16.5 x 13.5 cm.
Spanish painting. 17 c.

\
¥

Cs. Jommamk (1170-1221)

Popen e B Kanepera, npesna Kactynzs,

B Vicrmarms mipes 1170 r. OcroBarest Ha
KaTOJINMYeCKNs PeJINTIO3eH OpIeH Ha
TOMVHVKaHIIUTe, Mpu3HaT oT mara XoHopuiz 111
HpVI BCTBIIBAHETO My B IJIB>)KHOCT B Kpaﬁ Ha
1216 v mavasioTo Ha 1217 . OdwimanHoTo
HavMeHOBaHMe Ha opyieHa e OpJieH Ha
npomnoseguuimre ,Ordo Praedicatorum”,

win ,0.P.”, a nomysipHOTO Ha3oBaBaHe

- JOMMHVIKAHCKM OpZeH.

PenipesenrtanvmTe Ha CB. JJoMMHUK ca

MHOTO Pa3IPOCTPAHEHN B KATOJIMYECKIUS

cBat. JIvmiymbT, equiH oT aTpulyTHTe Ha

Cs. [JoMMHMK, CMMBOJIM3Mpa Heropara
OetexxmTa HertopouHocT. JIpyr arpudyT,
HIpeJICTaBeH U B Ta3y paboTa, € KPbCTOBUIHMST
JKE3BI.
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St. Dominic (1170-1221)

He was born in Caleruega, in Old Castile, Spain
in 1170.

He founded the Catholic religious Order of the
Dominicans, authorized by Pope Honorius III
following his inauguration at the end of 1216
and the beginning of 1217. The official name of
the order was “The Order of Preachers” / “Ordo
Praedicatorum” or “O.P.”, most popularly
known as The Order of the Dominicans.

The representations of St. Dominic are very
popular in the Catholic world. The lilium, one of
St. Dominic’s attributes, symbolizes his famous
innocence. Another attribute, shown in the
present work too, is the cross-shaped scepter.



Cs. KatepuHa ot CueHa.

M. 6. Bbpxy MegHa nnova. 16,5 x 13,5 cm.
WcnaHcka xusonuc. 17 B.

St. Catherine of Siena. Oil on copper plate.
16.5 x 13.5 cm. Spanish painting. 17 c.

Cs. Karepuna ot Cuena (1347-1380)

Popena e na 25 mapt 1347 r. B Cnena. buia e
TeplaHKa Ha JJOMVHMKAHCKIS OPJIEH, BUICOKO
oOpasoBaHa B TeostornsTa. Boyy ackeTiaen
JKMBOT, IIPOIIOBSI/IBA VI OKa3Ba CVUJIHO JTyXOBHO
BIIVSIHVIE B OOIIIeCTBOTO.

ITpepcraBsHa e ¢ IV, CUMBOJIM3MPAIIIN
YMCTOTA Y HEITIOPOYHOCT.

B Tasu pabora Cs. Katepnra gbpxi JIvmin B
JIsiBaTa pbKa M pasiraTie B scHaTa. Ha riasara
HOCH TP'bHEH BeHell.

St. Catherine of Siena (1347-1380)

She was born on March 25, 1347 in Siena. She
was a tertiary of the Dominican Order and was
a highly educated theologian. She had an ascetic
way of life, preached and had a strong spiritual
impact on society.

She was represented with lilies symbolizing
purity and innocence.

In this work, St. Catherine is holding lilies in her
left hand and a crucifix in her right hand. She is
wearing a crown of thorns on her head.
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O6pesanune Xpuctoso. M. 6., AbpBo. 50 x 72 cM. (N1Mcmo Ha rbpba)
Konwue Ha: Jacopo Bassano (wkona). O6pesanue Xpuctoso. M. 6., nn.

Myzsen 3a nssLHn nskycrea, PeH.

The Circumcision of Christ. Oil on wood. 50 x 72 cm. (letter on the back)
A copy of: Jacopo Bassano (School of). The Circumcision of Christ.

QOil on canvas. Musée des Beaux-Arts, Rennes.

Citent paxxgarsero Ha Vucyc, criopers, eBpencKus
o0ryar, TOVt e 3aHeceH OT POJVUTEIINTE CU B
Xpama, 3a J1a Obzie 00psI3aH 1 [1a IOJIy Ul VIMe.
ITperncraBeHa e KOHIIEHTpALVsITa Ha CBEIIEHMKA
VI TpeBOXKHaTa yIpvoKeHoCT Ha [lesa Mapwst.
V300paseHm ca 11 fiBeTe Ty PryJsIvLiy C [IBe SiVlia,
HIpVIHECEH B XKePTBa.

CrieHara IIOHSKOTa Ce THJIKYBa U KaTo
HpevyBCTBIE 3a XPVUCTOBUTE CTPATAHMSL.
PernpeseHTariyit Ha Tasu ClieHa 4ecTo ca
HIOP'BYBAHU OT VI€3YUTINTE, KOUTO VIMAT
aKIIEHTMPAHO OTHOIIIeHMe KbM MMeTo Ha Vucyc.

E6aneeaue om Jlyxa, enaba 2

21. KaTo ce m3IrbiIHMxa oceM fIeHa, 3a f1a obae
oOpsi3aH Mitapererrst, nagoxa My mvero Micyec,
HapeueHO OT AHreJa, Ipey j1a ce 3adeHe Ton B
yTpobara.

22. A Koraro ce m3IThJIHMXa JTHUTe Ha HeMMHOTO
OUNICTSIHe, CTIOpe]T 3aK0Ha Mowicees, JoHecoxa
I'o B Mlepycaimm, 3a 1a I'o npescrasar mpeys,
T'ocriona,

23. KaKTO e IIVICaHO B 3aKoHa ['ocrmofeH, ue
BCSIKO MBXKKO, KOETO pasTBaps yTpoOa, 1ie Objie
nocseTeHo I'ocriony;

24. v ma IpuHecaT JXepTBa, CIIoper], pe4eHOTO

B 3aKOHa ['ocTiofieH, fBe Ty pry/viiy, IV ABe
rerboyera.
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After the birth of Jesus, according to the Jew-
ish tradition, he was brought by his parents to
the temple to be circumcised and to be given a
name. The painting shows the priest’s concen-
tration and Virgin Mary’s anxiety and concern.
The two turtledoves with two eggs that were
sacrificed are also presented.

The scene is sometimes interpreted as a presenti-
ment of the Passion of Christ.

The Jesuits, who had an accentuated concern
with the name of Jesus, often commissioned the
representation of that scene.

The Gospel according to St. Luke, Chapter 2

21. And when eight days were accomplished

for the circumcising of the child, his name was
called JESUS, which was so named of the angel
before he was conceived in the womb.

22. And when the days of her purification ac-
cording to the law of Moses were accomplished,
they brought him to Jerusalem, to present him to
the Lord;

23. (As it is written in the law of the Lord, Every
male that openeth the womb shall be called holy
to the Lord;)

24. And to offer a sacrifice according to that
which is said in the law of the Lord, A pair of
turtledoves, or two young pigeons.



Cs. Bapeapa. Temnepa, obpeo. 49,5 x 39,5 cm.

Konve Ha cdbparmeHT no: Robert Campin.

Cs. Bapeapa. 1438 r. Temnepa, obpBo.

101 x 47 cm. Mysew Mpago, Magpwua.

St. Barbara. Tempera, wood. 49.5 x 39.5 cm.
A copy of a fragment by: Robert Campin.

St. Barbara. 1438. Tempera, wood.

101 x 47 cm. Prado Museum, Madrid.
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Tpuntux — MiaguraHeTo Ha kpbCTa.

M. 6., obpBo. LieHTpanHa yact 81,5; 64 x 60 cm.

Kpuna 87; 65 x 28 cm. dnamanacka xusonuc, 18. Bek. MNognucu: ueHTpanHa
yacT — gony, ASCHO; ASCHO Kpuro — gony, AscHo. J: d’Aumont (?) Kpunata B
3aTBOPEHO MOMOXeHWe ca pucyBaHW OT Apyr XyAoxkHMK. Konve no: PybeHc.
Mapguraneto Ha kpbeTa. 1610. M. 6., nnaTtHo, 460 x 600 cm.

Katenpanara ,CB. boropoguua” B AHTBEPHEH.

Triptych — Raising of the Cross. Oil on wood.

Central part 81.5; 64 x 60 cm. Wings 87; 65 x 28 cm. Flemish painting, 18 c.
Signatures: central part — bottom right; right wing — bottom right. J: d’Aumont
(?). The back sides of the wings were drawn by another artist. A copy based
on Rubens. Raising of the Cross. 1610.

Oil on canvas, 460 x 600 cm.

Cathedral of Our Lady, Antwerp.
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TpynNTUXBT Npean pecTaBpaLms, C OTBOPEHN 1 3aTBOPEHM Kpuna

The triptych before and after the restoration, with wings opened and closed
LleHTpaneH naHen cnen AeMOHTax Ha pamkarta — rpbo

Central panel after the dissembling of the frame — back

3anenBaHe Ha LeHTpanHus naHen

Fixing the central panel

LlenTpaneH naHen — pasuensaHe Ha OcHoBaTa, nuue 1 rpbLo

Central panel — splitting the base, face and back

J15BO KpUno 1 AACHO KpUIo — NoYMCTBAHE Ha CTapus nak — Aetann

Left wing and right wing — removing the old lacquer — detail

PectaBpauusa Emun Yywes / Restoration Emil Chushev
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B ciryuaunre, B KouTo
He ca HaMepeHU JIPyTu
CBeIleHIs 3a TBOpOUTE,
ca BB3IIPOM3BeeHI
IAHHW OT
cepTudmUKaTITe Ha
TBPrOBCKUTE TaJIEPUIL.
In case no other data
about the works have
been found, the data
from the certificates

of the commercial art
galleries have been
reproduced.
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