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Appendix A

i) Here are the decisions of the Synod (of the Seventh Ecumenical Council (of Nicaea,
787], translated into Latin by Athanasius, the papal librarian, on the instructions of

Pope Hadrian 1.

“Et ut compendiose fateamur, omnes ecclesiasticas sive scripto, sive sine scripto
sancitas nobis traditiones illibate servamus: quarum una est etiam imaginalis pictura
formatio; qua historiz evangelice predicationis concinit, ad certitudinem verae & non
secundum phantasiam Dei Verbi inhumanationis effect® & ad similem nobis utilitatem
commode proficiens. Qua namque se mutuo indicant, incunctanter etiam mutuas
habent significationes. His ita se habentibus, regie quasi continuati semite,
sequentesque divinitus inspiratum sanctorum patrum nostrorum magisterium, &
catholic traditionem ecclesi® (nam Spiritus Sancti hanc esse novimus, qui nimirum
in ipsa inhabitat) definimus in omni certitudine ac diligentia, sicut figuram pretiosa ac
vivica crucis ita venerabiles ac sanctas imagines proponendas, tam qua de coloribus &
tesselis, quam qu ex alia materia congruenter in Sanctis Dei ecclesiis, & sacris vasis.
& vestibus. & in parientibus ac tabulis, domibus & viis: tam videlicet imaginem
Domini Dei & Salvatoris nostri Jesu Christi, quam intemerate doming nostra sancte
Dei genitricis, honorabiliumque angelorum, & omnium sanctorum simul & almorum
virorum. Quanto enim frequentius per imaginalem formationem videntur, tanto qui has
contemplantur, alacrius eriguntur ad primitivorum earum memoriam & desiderium. ad

osculum, & ad honorariam his adorationem tribuendam. Non tamen ad veram latriam.



que secundum fidem est, quaque solam divinam natutam decet, impartiendam: ita ut
istis, sicuti figura pretios ac vivisice crucis, & sanctis evangeliis, & reliquis sacris
monumentis, incensorum & luminum oblatio ad harum honorem efficiendum
exhibeatur, quemadmodum & antiquis pi® consuetudinis erat. Imaginis enim honor ad
primitivum transit: & qui adorat imaginem, adorat in ea depicti subsistentiam. Sic enim
robur obtinet sanctorum patrum nostrorum doctrina, id est traditio sancte catholice
ecclesiz, qua a finibus usque ad fines terra suscepit evangelium. Sic Paulum, qui in
Christo locutus est, & omnem divinum apostolicum coetum, & paternam sanctitatem
exequimur, tenentes traditiones quas accepimus. Sic triumphales ecclesie prophetice
canimus hymnos: Gaude satis filia Sion, predica filia Jerusalem; jucundare & letare
ex toto corde tuo. Abstulit Dominus a te injustitias adversantium tibi: redemit te de
manu inimicorum tuorum. Dominus rex in medio tui: non videbis mala ultra, & pax in
te in tempus @ternum.

Eos ergo qui audent aliter sapere aut docere, aut secundum scelestos hareticos
ecclesiasticas traditiones spernere, & novitatem quamlibet excogitare, vel projicere
aliquid ex his qua sunt ecclesie deputata, sive evangelium, sive figuram crucis. sive
imaginalem picturam, sive sanctas reliquias martyris; aut excogitare prave, aut astute
ad subvertendum quidquam ex legitimis traditionibus ecclesia catholicae; vel etiam
quasi communibus uti sacris vasis, aut venerabilibus monasteriis; si quidem episcopi
aut clerici fuerint, deponi praecipimus; monachos autem vel laicos a communione
segregari.”

See G. D. Mansi, Sacrum Conciliorum Nova and Amplissima Collectio. Antonii
[Antonius] Zatta Veneti, vol. 13, Florence, 1759, pp. 378 381 the Latin version (pp.
377- 380 the Greek version); his emphasis. I have chosen the Latin version because I

am more familiar with Latin than Greek.



The following is Daniel J. Sahas’ translation (in his book Icon and Logos. Sources in
Eight-Century Iconoclasm, University of Toronto Press, Toronto, Buffalo, London,
1986, pp. 178-180): “In summary, we preserve all the traditions of the Church, which
for our sake have been decreed in written or unwritten form, without introducing an
innovation. One of these traditions is the making of iconographic representations
being in accordance with the narrative of the proclamation of the gospel — for the
purpose of ascertaining the incarnation of God the Word, which was real, not
imaginary, and for being of an equal benefit to us as the gospel narrative. For those
which point mutually to each other undoubtedly mutually signify each other.

Be this as it may. and continuing along the royal pathway. following both the teaching
of our holy Fathers which is inspired by God and the tradition of the catholic Church —
for we know that this tradition is of the Holy Spirit dwelling in her— in absolute
precision and harmony with the spirit, WE DECLARE that, next to the sign of the
precious and life-giving cross, venerable and holy icons — made of colours, pebbles, or
any other material that is fit — may be set in the holy churches of God, on holy utensils
and vestments, on walls and boards, in houses and in streets. These may be icons of
our Lord and God the Saviour Jesus Christ, or of our pure Lady. the holy Theotokos, or
of honourable angels, or of any saint or holy man. For the more these are kept in view
through their iconographic representation, he more those who look at them are lifted
up to remember and have an earnest desire for the prototypes. Also [we declare] that
one may render to them the veneration of honour: not the true worship of our faith.
which is due only to the divine nature, but the same kind of veneration as is offered to
the form of the precious and life-giving cross, to the holy gospels. and to the other holy
dedicated items. Also [we declare] that one may honour these by bringing to them

incense and light, as was the pious custom of the early [Christians]; for ‘the honour to



the icon is conveyed to the prototype.” Thus, he who venerates the icon venerates the
hypostasis of the person depicted on it. In this way the teaching of our holy Fathers —
that is, the tradition of the catholic Church, which has accepted the gospel from one
end of the earth to the other — is strengthened. Thus, we faithfully follow Paul, who
spoke in Christ, as well as the entire divine assembly of the Apostles and holy Fathers,
holding the traditions which we have received. Using the words of the prophet we
repeat loudly to the Church the hymns of victory: Rejoice, O daughter of Zion: cry
aloud, O daughter of Jerusalem; rejoice and delight thyself with all thine heart. The
Lord has taken away from thee the iniquities of thine opponents, he has ransomed thee
from the land of thine enemies: the Lord, the King of Israel, is in the midst of thee:
thou shalt not see evil any more, and peace will be into thee for ever.

Hence, those who take the liberty of thinking or teaching otherwise, or — like the
accursed heretics- of violating the traditions of the Church and inventing some sort of
novelty, or of rejecting some of the things which have been dedicated to the Church —
that is the gospel, or the form of the cross, or an iconographic representation. or a holy
relic of a martyr — or of contriving crookedly and cunningly to upset any of the
legitimate traditions of the catholic Church, or of using the holy treasures or the
venerable monasteries as a common place, if they are bishops or clergymen, WE
DIRECT that they will be unfrocked; if monks or laymen of the society. that they be

excommunicated.”



ii) The letters sent by Pope Gregory the Great to Bishop Serenus of Marseilles

a) First letter: July 599

“Quod fraternitati vestrae tam sero scripta transmittimus, non hoc torpori, sed
occupationi deputate. Latorem vero praesentium dilectissimum fililum nostrum
Cyriacum monasterii patrem vobis in omnibus commendamus, ut nulla hunc in
Massiliensi civitate mora detineat, sed ad fratrem et coepiscopum nostrum Syagrium
cum sanctitas vestrae solacio Deo protegente proficiscatur.

Praeterea indico dudum ad nos pervenisse, quod fraternitas vestra quosdam imaginum
adoratores aspiciens easdem ecclesiis imagines confregit atque proiecit. Et quidem
zelum vos, ne quid manufactum adorari possit, habuisse laudamus, sed frangere
easdem imagines non debuisse iudicamus. Idcirco enim pictura in ecclesiis adhibetur,
ut hi qui litteras nesciunt saltem in parietibus videndo legant, quae legere in codicibus
non valent. Tua ergo fraternitas et illa servare et ab eorum adoratu populum prohibere
debuit, quatenus et litterarum nescii haberent, unde scientiam historiae colligerent, et
populus in picturae adoratione minime peccaret.”

Epistola 9, 209 to Gregorius Sereno, Episcopo Massiliensi [Gregorius Serenus,
Episcopus Massiliensis — Bishop of Marseilles], July 599, Registrum Epistularum.
Libri VIII — XIV. Corpus Christianorum Series Latina, 140 A, ed. Dag Norberg,
Turnholti Typographi Editores Pontificii, Brepols, 1982 (MCMLXXXII), p. 768. In
Epistolarum Tomus 11, Monumenta Germaniae Historica, ed. Ludovicus M. Hartmann,
Weidmannos, Berlin (Berolini), 1899 (MDCCCIC) the letter is mentioned as Epistola

IX, 208, p. 195.



The translation of this letter is as follows: “That we have written so late to your
fraternity is not the result of laziness but excessive duties. But let us commend to you
in all things the bearer of the present [writings], our most beloved son, Cyriacus, father
of a monastery: let nothing delay him in the city of Marseilles, but may he, comforted
by your holiness and with God’s protection, hasten to our brother and co-bishop,
Syragrius. Meanwhile I note that some time ago it reached us that you fraternity,
seeing people adoring images, broke the images and threw them from the churches.
And certainly we praise you for our zeal lest something manufactured to be adored, but
we judge that you should not have destroyed those images. For a picture is displayed
in churches on this account, in order that those who do not know letters may at east
read by seeing on the walls what they are unable to read in books. Therefore, your
fraternity should preserve those things and prohibit the people from adoring them, so
that persons ignorant of letters may have something whereby they may gather
knowledge of the story and the people may by no means sin through adoration of a
picture.”

This translation is by Celia M. Chazelle, “Pictures, Books, and the Illiterate: Pope
Gregory the First’s letters to Serenus of Marseilles,” Word and Image vol. 6, no. 2.
1990, p.139. my emphasis. She emphasizes that she has sacrificed the style for the sake
of fidelity to the Latin text. In this article (pp. 138-154) Chazelle discusses the
implications of the statements made by the Pope Gregory the Great on holy images.
Hefele has a very loose translation of a fragment of this letter: “*For painting is used in
churches, that they who are ignorant of letters may at least read on the walls by seeing
there what they cannot read in books, “The First Epistle to the Bishop Serenus of
Marseilles,” written in June 599, in C. J. Hefele, A4 History of the Church from the

Original Documents, vol.5, T&T.Clark, 1896, p. 296.



A translation newer than Hefele’s: “Painting is to those who cannot read what letters
are to those who can” is found in E. H. Gombrich, The Uses of Images. Studies in the

Social Function of Art and Visual Communication, Phaidon, London, 1999, p. 25.

b) Second letter: October 600

There is also a second letter of Pope Gregory the Great to Bishop Gregorius
sent in October 600, from which I have copied an excerpt below. This is a longer letter
than the first one: “Aliud est enim picturam adorare, aliud per picturae historiam quid
sit adorandum addiscere. Nam quod legentibus scriptura, hoc idiotis praestat pictura
cernentibus, quia in ipsa ignorantes uident quod sequi debeant, in ipsa legunt qui

litteras nesciunt; unde praecipue pro lectione pictura est.”

Epistola 11 (10) to Gregorius Serenus, Episcopus Massiliensis, Registrum Epistularum,
Libri VIII-XIV, Corpus Christianorum Series Latina, 140 A, ed. Dag Norberg,
Turnholti Typographi Editores Pontificii, Brepols, 1982 (MCMLXXXII), pp. 873-875.
The translation of this fragment is as follows: “For what writing offers to those who
read it, a picture offers to the ignorant who look at it, since in it the ignorant see what
they ought to follow, in it they read who do not know letters; whence especially for
gentiles a picture stands in place of reading.”

The translation was also done by C. M. Chazelle, “Pictures. Books. and the

Iliterate...,” Word and Image vol. 6, no. 2, 1990, p.139.



Appendix B

The original of the document {Decree} issued by the Synod of the Romanian

Orthodox Church in 1889 regarding the return to the Byzantine’ style in icon-painting:

“Decisiunea Sfantului Sinod al Sfintei noastre Biserici autocefale drept maritore de
resarit, privitore la iconele, arhitectura, pictura si ornamentatiunea bisericilor din tot

tara. cum sa se urmeze pe viitor”

Sfanta noastrd Biserici drept madritoare de rasarit, geloasa de invatatura
Dumnezeescului sdu fondator, cum si de traditiunile si agezamintele sale, a lucrat in tot
chipul la intarirea sentimentului religios printre popoare si la mantuirea sufletelor lor.
Dorind a tine pironitd vederea si simtul fiilor sdi asupra Dumnezeirei si Sfintilor, ea a
deschis artelor frumoase portile sale, si a transmis posteritatei icoana vie a tuturor
persoanelor sfinte, care sunt in adoratiune st veneretiune la popoarele crestine.
Sub-semnatii,

Considerand pictura bizantina si impreuna cu dénsa si pe celelalte arte frumoase, ca
fiind singurele intru a reprezinta cu splendoare, magnificenta si cuviosia persoanelor
celor mari §i Sfinte, ale religiunei crestine, si a intretine in popor adevaratul sentiment
religios;

Avénd in vedere ca artele frumoase bizantine au fost introduse in biserica noastra
Roména inca din cele dintai timpuri ale aparitiunii lor si prin aceasta, deprinderea
poporului nostru cu ele si aproprierea lor de catre artistii si artisanii nostri romani;
Vizand cu durere goana taciti ce se da acestor arte spre a le scoate de prin biserici. si a

le inlocui cu alte noud si necunoscute poporului nostru;



Viazand marea afluetd de tot felul de icoane strdine, cari au inundat tara din toate
partile; Vazand ca prin unele biserici se fac zugaveli si se intrebuinteaza arhitectura, iar
prin casele romanilor crestini se introduc icoane cari sunt departe de a infatisa dupa
cum se vede imaginea Dumnezeirei si chipurile Sfintilor din vechea si pazita de
Dumnezeu Bisericd a Romanilor; Vizand ca ornamentatiunea bisericii in genere ce se
introduce de cat va timp este lipsita aproape si de cerintele artistice si de cele liturgice
ale ritualului nostru, si prin urmare departe de a ajuta geniului cultural al poporului
roman intru desvoltarea sentimentului sau religios si national; $i dard, teméandu-ne ca
nu cumva prin introducere de noui arte in Biserica si prin casele crestinilor sa se
zdruncine dreapta credinta in popor si in el insusi;

Sfantul Sinod iea dispozitiunile urmatoare:

1. Prea Sfintii Episcopi eparhioti sa supravegheze cu dinadinsul in jurisdictiune lor, ca
pictura, arhitectura §i ornamentatiunea, care se va introduce de acum inainte, fie prin
bisericile cele vechi fie prin cele noui sau reinoite, sa fie conform stilului bizantin deja
in uz in Biserica noastra Rominad autocefald drept maritoare dela rasant. 2. Sa puna
indatorire preotilor si epitropilor tuturor bisericilor ca inainte de a se controla
zugravirea unei biserici sa se prezinte la aprobarea prealabila a Chiriarhiei tablourile ce
au a se introduce in bisericd, cu modelurile lor de zugraveala. Aceeasi regula se va
urma si in ceea ce priveste arhitectura si ornamentatiunea bisericilor. 3. Sa oblige pe
preoti a nu primi in biserica spre sfintire decat numai icoane care sunt aprobate si
recomandate de Chiriarhie sau esite din atelierele pictorilor nostri roméani, cunoscuti si
probati cel putin de doui sau trei Chiriarhi ai tarii. Icnele cele nesfintite dupa ritualul
sfintei noastre Biserici se vor scoate cu incetul de prin casele crestinilor prin influenta

morald a preotilor si in locul lor sé li se recomande cele autorizate de Chiriarhie.



4. Sa ceara autoritétilor judetelor ca si indatoreze pe primari a respecta si ei din parte-
le dispozitiunile de mai sus si a nu ingadui vanzarea de icoane si obiecte sacre in
cuprinsul administratiunii lor, rimaind ca aceste obiecte crestine si li se procure numai
prin biserica parohiala.

5. Prescurile se vor fabrica numai de femei crestine pioase sau numai de crestini.

6. Abaterea de la dispozitiunea a doua de mai sus, va atrage pentru preoti caterisirea si
pentru Epitropi destituirea si darea lor in judecata, spre a despagubi parohia de suma
cheltuitd cu pictura, arhitectura §i ornamentatiunea contrarie dispozifiunilor Bisericei
noastre Roméne autocefale drept maritoare de rasirit.

7. Biserica a carei pictura, arhitectura si ornamentatiune s’a ficut contra acestor
dispozitiuni este si rimane inchisa.

8. Abaterea de la dispozitiunea a treia se va pedepsi intdiu cu oprire pe trei luni, al
doilea cu oprirea pe un an, si al treilea cu caterisirea.

22 Novembrie, 1889

(Signed):

Prea Sfintia Sa losif Mitropolit Primat

Prea Stintia Sa Bishop Ghenadie de Ramnic

Prea Sfintia Sa Innocentie de Budzeu

Prea Sfintia Sa Silvestu de Husi

Prea Sfintia Sa Ghenadie de Arges

Prea Sfintia Sa Parthenie al Dunirii de Jos

Prea Sfintia Sa leremia Gilatzenu

Prea Sfintia Sa Valerian Romancenu

Prea Sfintia Sa Calistrat Berlddenu

Prea Sfintia Sa Innocentie M. Ploestenu

Prea Sfintia Sa Gherasim Pitestenu
Prea Sfintia Sa Dositeiu Botosanenu
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The translation of the document issued by the Synod of the Romanian Orthodox

Church in 1889 regarding the return to the Byzantine style in icon-painting:

The Decision [Decree] of the Holy Synod of our Holy Autocephalous Orthodox
Eastern Church Regarding Icons, Architecture, Painting and Decoration of the
Churches in the Entire Country as to How these are to be carried out in the Future.

[22 November, 1889]

Our Holy Autocephalous Orthodox Eastern Church, loyal to the teachings of her Holy
founder, and also to her traditions and regulations, has worked in all ways to
strengthen the religious sentiment among the people and towards the salvation of their
souls. Wishing to keep the gaze and the feelings of her children on God and the Saints,
she has opened her gates to decorative arts, and has transmitted to posterity the living
icon of the all Holy Persons who are the object of adoration and veneration for all

Christian peoples.

The undersigned,

Considering Byzantine painting and, together with it the other decorative arts, as being
the only [arts] able to represent with splendour, magnificence and piety the important
and Holy Persons of the Christian faith, and to preserve among the people true
religious feeling;

Taking into account that the Byzantine decorative arts were introduced in our
Romanian Church from the very first time of their creation, the fact that our people
have become accustomed to them, and the fact that our Romanian artists and craftsmen

have learned them;

11



Seeing that sadly they are the object of a tacit action of elimination from the churches,
and of a replacement by new arts unknown to our people;

Seeing the large influx of all types of foreign icons which have flooded the country
from everywhere;

Seeing that in some churches there are paintings and architecture, and that in
Romanian Christians’ houses icons are introduced, which are far from depicting
appropriately the image of God and Saints [as they are supposed to be] in the old and
God protected Church of the Romanians;

Seeing that in general the Church decoration which began to be introduced at the same
time almost fails to meet the artistic and liturgical requirements of our rite, and
therefore they are far from helping the cultural genius of the Romanian people to
develop its religious and national sentiment;

And fearing that the introduction of new arts in the Church and in Christian homes

could shake the right faith and belief in them;

The Holy Synod takes the following decisions:

1. Their Graces the Eparchial Bishops ought to supervise thoroughly
that the painting and decoration to be carried out under their jurisdiction
from now on, either in old, or in new, or renewed churches, is to follow
the Byzantine style already in use in our Holy Autocephalous Orthodox
Eastern Church

2. They [ought] to ask the priests and the officers [epitropii] of all churches, before
agreeing on a Church-painting contract, to submit for approval to the Diocese the [list
of] paintings which are proposed to be made. as well as their models

3. They [ought] to compel the priests to accept for blessing in the church only those
icons which have been approved and recommended by the Diocese, or made in the

workshops of our Romanian renowned painters for whom at least two or three Bishops

12



of the country can provide a guarantee. The icons which have not been blessed
according to the ritual of our Holy Church will be gradually removed from Christian
homes through the moral influence of the priests and, instead, those which have been
approved by the Diocese will be recommended

4. [They ought] to require the administrative authorities of the counties to ask the
mayors also to obey the above dispositions, and not to allow the selling of icons and
sacred objects in the territory of their administration; these Christian objects to be
purchased only through the parochial church

5. The prosphora (prescure - antidoron) are to be made only by pious Christian
women or only by Christians

6. The breaking of the above dispositions will incur caterisirea [defrocking] for the
priests, and dismissal for the epitropi. and the suing in Court later for recovery for the
parish of the sum spent on the painting, architecture and decoration contradictory to
the dispositions of the Holy Synod of our Holy Autocephalous Orthodox Eastern
Church

7. The Churches in which the painting, architecture, and decoration were made in
contradiction to these dispositions will be closed

8. The breaking for the first time of the third disposition will be punished with
suspending [the priest from serving in the church] for three months, for the second
time for one year, and for the third time with defrocking.

22 November, 1889

(Signed):

His Holiness the Prime Metropolitan Iosif

His Grace Bishop Ghenadie of Rimnic

His Grace Bishop Inocentie [of] Budzeu

His Grace Bishop Silvestu of Husi

His Grace Bishop Ghenadie of Arges

His Grace Bishop Parthenie of the Lower Danube
His Grace Bishop leremia of Galatzi

13



His Grace Bishop Valerian of Romanati
His Grace Bishop Calistrat of Barlad

His Grace Bishop Innocentie M. of Ploiesti
His Grace Bishop Gherasim of Pitesti

His Grace Bishop Dositeiu of Botosani

14



Appendix C

Hlustrations












































































































































































































































































































Appendix D

1) The General Inventory the Institute of the Charity Sisters Virgin Mary (Institute
which belonged to Pasdrea Monastery of nuns) from 31 January 1946 which®® records
what goods were received in Plumbuita Monastery during the year 1945 (when
Romania was involved in the Second World War).

In general has been difficult to find out the provenance of the icons, and the year when
they arrived in the monastery. In the inventory from 31 March 1945 there were
mentioned only icon-frames (under no. 102, 5 frames; under 120, 10 frames). As a
consequence of compiling this inventory, the nuns decided to ask the hierarchy of the
church to deduct from the list of the monastery goods, what was lost during the “events
through which the country went” in 1944-1945, and what became worn out because of
long usage).

Under no. 139 of the Inventory from 1945, under the title “Small icons’ one reads
about 2 printed [icons}, 20 [icons] on plywood, 3 [icons] on cardboard, and 4 [icons]
on satin for the Holy Table. Under the title *Church objects’, at item no. 169 there is a
laconic mention: “24 small icons™, at item no. 178, there is the icon The Last Supper,
at. no. 181 there are mentioned 4 icons on satin for the Holy Table, at no. 184 there are
3 icons on cardboard, at no. 185 there are 20 icons on plywood. and at no. 186 there is
a general mention of ‘icons on sheet (paper)’ (The war impoverished not only the
country in general, but the way in which the icons were made — wood became rare.

especially because the need of icons was high — and it is to be expected that the process

358 The General Inventories of the Institute of the Charity Sisters Virgin Mary of Pasarea Monastery
[Inventarul General al Institutului Surorilor de Caritate Fecioara Maria de la Mdndstirea Pasdreal
from 31 March 1945, and 31 January 1946 which are today in Plumbuita Monastery's Archives, within

the monastery.

115



would become visible in a medical institution found in a monastery during the war).

Nowhere is it explained what happened to those icons, nor the provenance of the

portable icons in the monastery.

i) The icons from the church monastery and from the former museum which are in
Plumbuita Monastery today as they appear in the Monastery Inventory from 20 March
1999, the last inventory that exists in the monastery’s archives (the icons appear

without the date when they were painted):

In the first storage room, larger than the second one, of Plumbuita Monastery there are

the following:

- An icon of the Saviour Jesus Christ painted on wood and covered in white metal,
69x104 cm;

- An icon of the Mother of God. 68x26 cm;

- An icon of the Healing Spring from 1852, 44x60 cm;

- Another icon of the Mother of God painted on wood, 32x38.5 cm;

- Two small icons with scenes from St. Nicholas life, each of the of the size 26x22 cm:;

Another icon of the Mother of God painted on wood, covered in white metal, andwith
a frame, 22x27, 5 cm;

An icon of t Spyridon painted on wood, covered in metal, with a frame, 22x19 cm;

-An icon of St Nicolas painted on wood, and covered in white metal with a frame,
28x24 cm;

- An icon of St Paraskevi, painted on wood and covered in white metal with a frame,
48x37 cm;
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- Another icon of the Mother of God painted on wood, covered in white metal, 14x18
cm.

- An icon of the Forty Martyrs, painted on wood, of the size 61x98 cm;
An icon of St Spyridon painted on wood, covered in metal, with a frame, 30x25 cm;
An icon of Sts Constantin and Helena, painted on wood, 47x31 cm;
An icon of St John the Baptist, painted on wood, 65x99 cm;

- An icon of St Nicolas painted on canvas, 54x111 cm;

- An icon of St John the Baptist, painted on wood, 38x48 cm;

An icon of the Entrance of the Mother of God in the Temple, painted on wood,
27.5x38cm;

- An icon of St Stylianos, from 1942, painted on wood, 40x50 cm;
An icon of the Mother of God Grieving, painted on wood, 40x33cm;
An icon of St John Cucuzel, painted on wood, with frame, 49x39 cm:
- An icon of The Holy Trinity, from 1892, painted on wood, 89x102 cm;
An icon on the Birth of St John the Baptist, painted on wood, 41x50 cm;
~ An icon of the Forty Martyrs, painted on wood, 27x20 cm;
- Another icon of the Mother of God painted on wood, 14x18 cm;
- An icon of St Dimitrios, painted on wood, covered in white metal. 27x20 cm.
_ Another icon of the Mother of God painted on wood, from 1860. 32x39 cm:
_ Another icon of the Mother of God painted on plywood. 35x40 cm:

- Another icon of the Mother of God painted on wood, covered in white metal, 23x2
8.5 cm;

_ An icon of the Dormition of the Mother of God, painted on wood, 21x29 cm;

- An icon of Sts Cosma and Damian, painted on wood, 14x17 cm;
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An icon of the Mother of God with the Child, painted on wood, 14x17,5 cm;
- An icon of Sts. Anna and Nicholas, painted on wood, 6.5x12 cm;

- Another icon of the Mother of God painted on wood, covered in white metal,
16x18.5¢cm;

- An icon of St Theodore, painted on wood, 18x13 cm;
An icon of the Saviour, made of ceramics, 14x18.5 cm;
- An icon of St Hierarch Nicholas, painted on wood, 29x8.5 cm;
An icon of Sts Constantine and Helena, painted on wood, 55x82 cm;
- An icon of the Mother of God with a star, painted on wood, 18x29 cm;
- An icon of Sts Constantine and Helena, painted on wood, 48x60 cm;
- An icon of the Mother of God with the Child, painted on wood, 61x81 cm;

- An icon of the Crucifixion of Jesus Christ containing also some saints, painted
onwood, 37.5x31 cm;

- Another icon of the Crucifixion of Jesus Christ, painted on wood, 38x31 cm;
An icon of the Annunciation, painted on wood. 58x102 cm;

- An icon of Sts Michael and Gabriel, painted on wood, 74x90 cm;

- An icon of The Nativity. in relief (of wood) with a frame. 35x31 cm;

- An icon of the Ascension, painted on wood, 38x27.5 cm:

- An icon of St Elijah with the Chariot of Fire, painted on wood. 18x22 cm:

- An icon of the beheading of St. John the Baptist, painted on wood. with a
frame,16x12.5 cm;

An icon of St Gregory the Decapolite, painted on wood. with frame. of the sizes
12x16.5 cm;

- An icon of the Saviour painted on canvas, 53x69 cm;

118



- An icon of St Paraskevi, painted on wood, 48x66 cm;

- An icon of the Crucifixion of Jesus Christ, painted in oil on wood, of the agaproximate
size of 365x150 cm; it contains also other characters, and the two thieves;>’

- An epitaphion which represents the Dormition of the Mother of God made of
embroiled red velvet, 90x110 cm.

An icon which in the Inventory is described as having depicted four saints (but
actually there they are five), 42x33 c¢m, with a black frame;

- Two small icons: one depicting Jesus on the throne of the size of 22.5x22 ¢cm with the

frame; the other one depicting Deesis, of the size 19x13 cm with the frame.

In the larger store room there are four more icons which used to be covered in silvery

metal but are now dismantled.

559 gachelarescu, Din istoria Bucuregtilor, pp. 133-134.
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Appendix E

The original of:

1) The Questionnaire which I distributed to iconographers in summer 2002

Chestionar

Sunt o studentd romanca care scrie o teza de doctorat la facuitatea de Teologie a
Universitatii din Oxford. Teza se referd la schimbirile care au avut loc in stilul de
picturd al icoanelor din Tara Roméneasca in secolul al doudzecilea. As aprecia foarte

mult dacd ati putea s3 ma ajutati rispunzand la intrebarile urmaitoare:

A [Informatii personale]
1. Cand si de ce ati decis sa deveniti pictor de icoane?
2. Unde ati studiat pentru a deveni pictor de icoane?

3. In céate biserici ati lucrat pand acum? Incercati, daca se poate, sa dati un numar
aproximativ si sa mentionati cateva exemple de biserici in care ati lucrat.

4. In ce categorie/treapta profesionala sunteti la momentul actual?

5. In timp ce ati studiat si v-ati facut ucenicia pentru a deveni pictor de icoane vi s-a
vorbit despre necesitatea de a respecta anumite reguli morale si spirituale (ca, de
exemplu, de a v ruga inainte de a incepe o icoand sau o fresca si/sau, de asemenea, in

timpul lucrului, de a posti etc.)?
6. Daca da, ati reusit sa le respectati? Le mai respectati inca?

7. Va ghidati munca dupa Erminii sau alte manuale scrise pentru pictorii de icoane?
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B [Informatii social politice]

8. In timpul regimului comunist vi s-a cerut sa va abateti de la canoane si de la
cerintele profesiei in general?

9. Daca da. in ce fel? Ati putut distinge diferite perioade in manifestarea acestei

interferente: unele in care presiunea a fost mai puternica, altele in care aceasta a fost
mai slaba?

10. In opinia dumneavoastra care ar fi aceste perioade? Le puteti conecta cu anumite
evenimente politice din istoria Romaniei?

11. Daca nu, cum ati explica faptul ca pictorii de icoane si biserici au scapat influentei
politice in munca lor?

C [Informatii culturale]
12. (a) Sunteti familiar cu arta religioasa a Evului Mediu si a Renasterii?
12. (b) Sunteti familiar cu arta religioasa moderna i cu cea contemporana?
13. Mergeti la muzee? Dar la expozitii de artd contemporana?
D [Informatii economice]
14. Ce tehnici si ce materiale folositi in munca dumneavoastra?

15. Credeti ca, din punct de vedere al mesajului spiritual pe care o icoana sau o fresca
il transmite, exista diferente intre icoanele si frescele realizate cu materiale traditionale
si cele realizate cu materiale moderne?

16. Daci da. in ce constd aceste diferente?

17. Varsta dumneavoastra se incadreaza intre urmatoarele limite:  18-25
25-35
35-45

over 45
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i1) The footnotes of which translation into English I have included into the text of the

thesis (done by me pricipally from Romanian, but also from French, Latin, etc.)

76. *...cultusque imaginum adversus iconoclasts confirmatur”, Mansi, Sacrum Conciliorum Nova and
Amplissima Collectio, Antonius Zatta Veneti, (Venetiis ) Venice, 1770, vol. 15, p. 662.

77."...va bien au-dela de la traditionnelle these grégorienne sur I'équivalence didactique entre Parole et
1mage On y proclame en effet qu'a travers les couleurs des peintures, ainsi qu'a travers les paroles de
I'Ecriture, 'homme s'éléve a une contemplation du Christ qui est une condition de salut: celui qui n'a pas
vu la figure sensible du Christ sur la terre ne pourra pas la voir dans la gloire céleste,” Menozzi, Daniele,
Les Images. Eglise et les arts visuels, Paris, Les Editions du Cerf, 1991, pp. 111-112.

124. "Mesterul care incepea o casa sau picta o frescd votiva se impartasea si postea; intrarea in contact
cu sacrul nu era lipsita de pericole si implica trecerea intr-o alta stare. Aceasti trecere era inainte de
toate o tehnicd, dar era in acelasi timp un exercitiu spiritual.” Radu Drigan, ‘Cuvant inainte’, in Radu
Drégan, Augustin loan, Fiinta si Spatiul, Editura ALL, Bucharest, 1992, pp. 2.

253. “tradifia bizantina isi pierduse prospetimea”. Ibid., p. 8.

262. “Cunostintele nu tocmai profunde in arta picturii ale directorului Scolii de zugravi — care insa
oglindeau perfect starea inapoiata in care se gaseau in vremea aceea artele plastice la noi — nu prea erau
apte pentru ridicarea unei generatii de pictori valorosi. Totusi, Nicolae Teodorescu face un mare pas
inainte introducand in programul scolii studiul anatomiei, mult mai lirgit decat cele cateva notiuni
necesare Intelegerii si respectérii canoanelor picturii bizantine, st alaturi de acesta portretul ca una din
temele importante.” Wertheimer-Ghika, Gheorghe Tattarescu si revolutia de la 1848, pp. 8-9.

263. “...desenul bun, coloritul masliniu al fetei, ochii care privesc cu gravitate si blandete pe sub
pleoapele pe jumatate inchise dau portretului, in ciuda canoanelor, o expresivitate naturald. In pofida
primitivitatii ei — de altfel atragitoare — lucrarea va deschide seria portretelor a céror analiza psihologica
ii va aduce lui Tattarescu faima meritata.” Ibid., p. 11.

275. “Credem a nu subestima lucrarea — corect si energic desenata, cu un colorit sobru in tonuri reci —
socotind-o, totusi, drept o lucrare a unui pictor care mai avea trei ani de studii in fata lui. Adevirata
valoare a lucririi constd in faptul ca, obtinand Marele Premiu al Romei in momentul cand primele stiri
despre revolutia de la noi soseau in Italia, ne-a facut tara cunoscuta si apreciatd in acele imprejurari
grele.” 1bid., p. 19.

285. The content of the commemorative plaque on Tattarescu’s house (today a museum dedicated to his
memory).

291. “opera sa de maturitate”. 1bid., p. 36.
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292. “Cu st.iir_lta si deplin? stapanire a mestesugului Tattirescu face la Céampulung o lucrare de adevirati
valoare artistica. Peste p.lctura veche el agterne in tehnica uleiului §i a picturii cu ceard, intr-o armonie
rece dar placuta de culori, compozitii cu scene din Viata Méntuitorului si a Sfantului Ion.” Ibid.

297.~"Zugrévirea in_ genere, atat dupa ziduri, cat si celle de la icondrie vor fi facute tote de insusi D.
Tattarescul la ﬁgun,. $1 nici de cum de ajutorele D-Selle.” /dem, Contract pentru zugrdvirea Bisericii
Albe (dupa Calea Victoriei) din Bucuregti, 9 July 1873, Gheorghe Tartdrescu (1818-189, p. 111. The

original_ is written with the orthography and the punctuation of the Romanian language of that time;
emphasis added.

298. ‘.’In t_oamna aceluiasi an (8 Noemvrie 1854) Tittirescu este angajat de Calinic Episcopul
Ramnicului sa zugraveasca biserica [...] la aceasts episcopie [...] Comenzile se tin sir, caci el era in
tratative tot atunci, pentru decorarea Manastirii Bistrita.”, and also: “Timp de doi ani cét lucreaza la St
Spiridon il mai gasim ocupat si aiurea. Biserica de la Branceni a Maiorulut Misa Anastasievici,
Paraclisul Ménastirii Antim, icoanele tamplelor pentru Sf. Spiridon Nou si Episcopia Ramnicului, cit si
picturile murale din Biserica Cretulescu, de pe Calea Victoriei din Bucuresti, sunt executate in acelasi
timp.” Idem, Gheorghe Tattdrescu (1818-189 ; this text constitutes the content of footnote 298 on pp.
29, 35 of the book (p.132 in the thesis).

299. “manifesta dorinta de a se apropia de realitate , de a iesi din rigiditatea canoanelor bizantine. Astfel,
netinand socoteald de marele numar de teme indicate in erminii, el limiteaza decorarea bisericilor la
cdteva scene mai importante, realizate fiecare ca o picturd independenta, deseori incadrat in rama ca un
tablou. Tattarescu da astfel acestor picturi o infitisare mai veridica, mai aproape de viatd decat in
trecut."Adina Nanu, Gheorghe Tattdrescu, Editura de Stat pentru Literaturd si Arta, Bucharest, 1955,
pp. 14-15.

300. “[stilul] Bizantin obisnuit Bisericii noastre™ Contract pentru zugravirea Bisericii Zldtari [The
contract for painting Zlatari Church] of 16 July 1853, in Voinescu, Gheorghe Tattdrescu (1818-1894), p.
75.

301. “Tote aceste Tablouri sus zise de sus pana jos, vor fi lucrate in uleiu, si se va pazi intru tote stilul
bizantin care este al Bisericii nostre Resaritului...” Contract pentru zugrdavirea Bisericii Albe (dupa
Calea Victoriei) din Bucuregti, 9 July 1873, ibid,, p. 110. The original is written in the orthography and
the punctuation of the Romanian language of the time.

302. “se va face un fel de arhitecturi tot Bizantin conform cu a (sic) Bisericii” Contract pentru
zugravirea Bisericii Zlatari, ibid., p. 75.

308. “[Artistul] si-a format o sistema care in cea mai mare parte se apropie cu inlesnire de natura. [...]
Aceasta I'a facut a se ocupa intr’adins cu tota diligenta la mesurile cellor mat vestite Starue-antice,
precum §i esperienta dupa atitea ani facutd asupra naturei.” George M. Tattarescu, Precepte §i Studii
Folositoare asupra Corpului Umanu si Dessemnu dupe Cei mai Celebri Pictori, Belle Arte [Academy],
Bucuresci, 1865; p. 4; the manual is written in the orthography of the time, which | have also kept.
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310._ ‘.‘Iaté modul mesurilor de proportiune in genere cum se pot gisi mai mult sau mai putin, fara a
stabili norme si percepte ficse [...] caci natura in sine nu e niciodata uniforma [...]; asa dar pe langa
tote, bunul simtu, ochiu prospecticu, si sentimente profunde alle fie-caruia vor putea forma un Artist
adeverat [...] In vreme ce o fi [sic] numai servile subordinatiunii regulilor, si a face usu continuu de ele
fara a intelege spiritul cellor dise mai sus, acela n’ar face de cat se’st indbusasca geniul, si se’si
amortiasca intransul acea scantee ceresci, care printr’o fericita desvoltare pote Iar fi redicat mai pre sus
de sfera comuna.” Tattirescu uses the word “Artist” without mentioning the gender; in translation | have

used "his™ and *him” because from the bibliography I could see that all the painting students of his time
were men. Ibid. p.11; his emphasis.

311. “Libertateg pe care [Tattarescu] intelege sa o lase elevilor sai il apropie de acei maestri cu un spirit
larg, care nu-si constrang discipolii §i nu limiteaza invatatura acestora la aplicarea stricta a formuleleor
de atelier.” Voinescu, Gheorghe Tattdrescu (1818-1894), pp. 41-42.

313. “'Probabil aceasta nerespectare a traditiei nu este independenta de influenta exercitata de pictori
care au creat mai devreme, precum Anton Chladek, Misu Popp, Constantin Lecca si altii, ale caror
inovatii in stil occidental au patruns in Romania si au fost adoptate de pictorii de biserici din acea
vreme.” Ibid., p. 26.

314. "o drepta resplata a lungilor si consciincioseloru sale studii in pictura bisantina caci Dumnealui i
datorim mat cu semi corectarea stilului bisantin la noi.” The periodical Ateneul Romdn, Anul 1, Nos 6
and 7, Bucharest 1866, p. 148; the article was written in the orthography and the punctuation of the
Romanian language of the time.

315. “Tattarescu nu dispretuieste traditia, dar o modificd in sensul artei occidentale.” Voinescu,
Gheorghe Tattarescu (1818-1894); p. 61.

317 “Intelegerea pentru pictura in stil bizantin se pierduse pana intr’att incét insisi prelatii timpului, in
loc si vada o calcare a traditiei in aceasta lipsa de respect pentru vechea ordine, atrasi de indeméanarea
executiei si de spiritul diferit in care erau interpretate temele, se aritau dimpotriva plini de admiratie
pentru aceste inovatii §i gata sa le primeasca fara nici un fel de opozitie.” 1bid, p. 27; the original is
written in the orthography and the punctuation of the Romanian language of the time.

319. “Daci fiind mai sensibil la suflul schimbarilor in miscérile reformatoare ale timpului, Aman a
practicat un Academism deschis si flexibl care i-a permis sa introduca nuante diferite in arta oficiald, in
schimb Tattarascu a folosit un Classicism de orientare Rafaelesca filtrat prin Academismul Italian, in
special din Roma.” Panaite, *Foreword’, in Téndsescu, Popescu, and Panaite, Gheorghe M. Tdttdrescu
(1818-1894),p. 7.

325. “*Pe teritoriul tirii noastre [Romania] a existat — pana la sfarsitul secolului V1 — o puternica viata
bisericeasca, cu episcopi (Tomis), horepiscopi, preoti, cdlugari (calugarii sciti) si credinciosi....”
Pacurariu, Istoria Bisericii Ortodoxe Romdne, 199 1(second edition); vol. 1, p. 180.

376. “Se cuvine sa aritam ca scoala de zugravi intemeiati de Brancoveanu la Sambita, a impamantenit
aici stilul brancovenesc al picturilor, mai intai in picturi murale la bisericile pictate in aceast parte a
tarii, iar apoi in pictura pe sticla, al cirei leagan de formare a fost Tara Fagarasului si centrele din jur
pana in Scheiul Brasovului, de unde apoi s-a raspandit spre Laz gi Nicula, in Nordul
Transilvaniei.” Archimandrite Veniamin Tohaneanu, Mdndstirea Brdncoveanu- Sambdta de Sus, Editura
Centrului Metropolitan Sibiu, Sibiu, 1981, p. 24.
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372.7“putemicul influx de forme stilistice muntenesti™; Constantinescu and Sfarlea, Monumente istorice,
p. 87.

398. *...in cazul Manastirii Plumbuita separarea intre naos and pronaos inainte de ultima restaurare nu
se facea nict printr-un perete intreg, nici printr-o bolta, ci probabil prin coloane si stalpi din care
restauratorii au gasit urme.” Popa, Mdndstirea Plumbuita, pp. 24-26.

407. The footnote 2 containes the text in Greek and Sachelarescu’s translation in Romanian (Prin

corabia din aceasta icoana se oglindeste soborniceasca biserica a lui Hrisos). Sachelarescu, Din istoria
Bucurestilor, footnote 2 on page 129.

408. “F_écénd abstractie acum de modernismele acestei picturi posterioare (sic), pictura fresca de la
Plumbmta este bogati in trasaturi artistice. Stilul bizantin, cu accent atonit, formeazi caracteristica st
importanta picturii bisericii Plumbuita.” Ibid, pp. 129-130.

411. “este interesantd ca marturie a reprezentarii unor pricipii si scheme compozitionale, devenite
obignuite in pictura de icoane”..." Regasim aici tratarea ierarhica a personajelor dupa rolul ce-1 ocupi in
scena infatisata si fundalul arhitectonic tratat fara preocuparea de a crea o perspectiva corecta.” Popa,
Mandstirea Plumbuita, p. 36.

413. “Aceasta icoana s’a infrumusetat prin povata si cheltuiala prea cuviosului sfant arhimandrit domn
Dionisie al Xiropotamului, egumen in Bucuregti al m-rii Plumbuitei. 1817 Sept. 14 de Mihai zograful si
psalt.” Sachelarescu, Din istoria Bucurestilor, pp. 139-140.

448. “Aceastd veneratd cruce s’a infrumusetat cu cheltuiala prea vestitului boer marele portar [al
printului Nicolae Movrocordat] dumnealui Grigore Grigo, 1724™. Ibid., p. 141.

449, “Aceastd Sfanta Mandstire numitd Plumbuita cu hramul Nasterea Sfantului loan Botezatorul a
inceput a se zidi din temelie de voievodul Tarii Romanesti Petru cel Tanar (1559-1568). Ispravindu-se si
infrumusetandu-se de voievodul Alexandru Il (1568-1577), sotia sa Ecaterina si fiul lor Mihnea Voievod
(1577-1583; 1585-1591). Ruinindu-se, a fost preinoita (sic) in anul 1647 de evlaviousul voievod Matei
Basarab care a iniltat din nou biserica, clopotnita, zidul inconjurator, chiliile si Palatul Domnesc. Cu
vremea, iardsi naruindu-se, s-a purces la restaurarea ei in anul 1933 si s-a continuat in anul 1948 prin
ravna Prea Fericitului Patriarch Justinian si cheltuiala Mitropoliei, Institutului Biblic si obolul preotimei
din Bucuresti. Asezandu-se aici atelierele de sculpturi §i picturd., turnatoria de clopote si policandre si
alte ateliere. Cu ajutorul lui Dumnezeu s-a savarsit fucrul in luna mai din anul 1958, cand s-au implinit
zece ani de la alegerea Prea Fericitului Patriarch Justinian.” The inscription above St John the Baptist
Church of Plumbuita Monastery. 1 have kept the correct Romanian punctuation in spite the fact that the
inscription does not do it consistently; it is carved in wood, and it would have been difficult to carve the
punctuation signs.

455. "Noi credem ca datoria scriitorilor si artistilor este aceea de a contribui activ la faurirea omului nou,
la formarea constiintei socialiste, la dezvoltarea umanismului socialist.” Nicolae Ceausescu quoted in
Mircea Deac, Umanismul revolutionar in arta plasticd romdneascd, Editura Sport-Turism, Bucharest,
1984, the introductory text (motto).

456. "In evolutia artei plastice romanesti aflim momente esentiale de convergenta si de interactiune
intre valorile estetice si evenimentele politice si sociale, avand si imprime artei un puternic caracter
militant, in care elementul fundamental a fost umanismul revolutionar.” Deac, Umanismul revolutionar..
p-9
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459 *In numele Tatalui, si al Fiului si al Sfantului Duh, Amin. in aniij 1852-1855 cand aceasta biserica
s-a preinnloit.(sic). teme}ia ei s-a asezat pe gratare de lem sprijinite pe stalpi de stejar. Cu vreme, acestea
au putr.eth sieaa porr.ut spre prabusire in anul 1966. insi, din indemnul Preafericitului Justin;an st cu
fondur.lle Arhiepiscopiei Bucurestilor, s-a pornit la stavilirea acesteia. Cu acest prilej s-a facut sub
fundatie o mare talpa de beton armat, s-au inchis crapaturile zidurilor, s-au intarit arcele si boltile, s-a
pus pardoseald noud de marmuraa, s-a reficut turla Pantocratorului din beton si caramida si’ s-a
infrumusetat Sf. Lacas, pe dinlauntru si pe dinafara precum se vede. [Dated] 6 iunie 1970.” My own
notes from the summer of 2002 which copy an inscription on the wall of the church.

462. Prin pictorii care au lucrat acum, s-a revenit la stilul bizantin, traditional.” Pacurariu, Istoria
Bisericii Ortodoxe Romdne, 2000, p. 462.

474. Am aIe:s sa deyin un pictor de icoane] pentru ca am dorit sa inteleg mesajul profund spiritual al
icoanei si mai ales dintr-un indemn tainic al inimii am cautat fata Domnului, chipul autentic al lui lisus.”
Archimandrite Sofian, my questionnaire, summer 2002.

475. “Am decis acest lucru pentru a putea studia complexitatea problematicilor care se pun in acest
domeniu- Pictura religioasa mi se pare una dintre cele mai complexe si dificile laturi sau orientari ale
picturii.” Onica, my questionnaire, summer 2002.

476. “Am studiat Teologie la Seminarul Teologic din Piatra Neamt (de la ménastire); nu aveam voce,
deci nu am putut sa cant, in schimb am avut talent la pictura.” Achitenie, my questionnaire, summer
2002.

477. »Cu timpul, pentru ca imi place [pictura de icoane] si este cel mai bun mod de a trai din arti in
momentul de fata” Serendan. my questionnaire, summer 2002.

478. *Dupa 6 ani de la terminarea unui liceu cu profil teoretic, simtind ci vreau si fac ceva ce are
legatura cu arta, am inceput sa ma pregatesc luand meditatii de desen si pictura. Afland de la o prietena
de existenta acestei sectii de Pictura Bisericeasca, am incercat [am dat examen] st am intrat.” Petre, my
questionnaire, summer 2002.

479. *Am terminat un liceu de arta, iar la terminarea acestuia trebuia si hotarasc unde imi voi continua
studiile. Facultatea de Teologie, sectia Pictura Bisericeasca, era varianta cea mai potrivitd pentru
aspiratiile mele.” Dumitrescu, my questionnaire, summer 2002.

480. “n urma sfaturilor unor prieteni, in 1999 m-am decis sa urmez facultatea de Thologie lasi, sectia
Patrimoniu cultural, intrucit aveam si am inclinatie spre asa ceva.” D. Ciofu, my questionnaire, summer
2002.

481. “Dupa terminarea serviciului militar un prieten care era student la Patrimoniu [Cultural] in Cluj m-
a sfatuit pe aceasta cale deoarece a vazut la mine o inclinatie spre pictura icoanei.” Nicolaiciuc, my
questionnaire, summer 2002.

482. “[Am decis sa devin pictor de icoane] in timpul liceului cdnd am fost indrumat de o profesoari sa
urmez aceastd cale si cu timpul am descoperit ci aceasta e vocatia mea.” Dricu, my questionnaire,
summer 2002.
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484. "‘Da! Este un lucru extrem de important seriozitatea cu care sunt respectate aceste reguli (post,
rugaciune) intrucat iconarul nu picteaza singur, ci cilduzit de harul lui Dumnezeu. Dumnezeu lucreazi
la chipul sdu prin mana iconarului. Aceasta impreuna conlucrare cu Dumnezeu implica in mod absolut
necesar postul si rugaciunea.” Archimandrite Sofian, my questionnaire, summer 2002.

485. “‘Pictura bisericeasca este un mod de a fi. [Aceasta] include toate cele de mai sus, precum i altele.”
“Ma straduiesc sa ratacesc cat mai putin”, Tudoran, my questionnaire, summer 2002.

486. “La inceput [cand am inceput aceasta profesie] mai putin, dar cu timpul mi-am dat seama de faptul
Ca toate aceste reguli morale si spirituale desivarsesc o icoani. incerc si le respect.” Serban, my
questionnaire, summer 2002.

487. “Incerc pe cat pot sa le respect. Poate nu am reusit s le respect intotdeauna si regret lucrul acesta.”
Timofte, my questionnaire, summer 2002.

488. *“Sunt lucruri ce tin in primul rand de tine ca om religios si cu atat mai mult de mine, de noi ca
ortodocsi si mai mult, fauritori de obiecte de cult, sunt lucruri ce nu-ti pot lipsi (credinta, postul,
rugaciunea) si pe care le-am invitat si deprins in anii vietii noastre sl nu doar de la un maestru
anume.”...* Spuneam ca sunt lucruri ce tin de trdirea ta interioari, iar pictarea icoanelor sti bine ridicata
pe credinta pictorului de care nu se poate debarasa nicidecum la un moment dat (sic/), sau mai bine spus
fara de care cu siguranta rezultatele (icoanele) nu ar fi remarcabile (intr-un sens modest. adici sa-ti
atraga atentia tie, credinciosului).” Dumitrescu, my questionnaire, summer 2002.

489. “Bineinteles ca primul indemn (sic) al oricarui mentor este sa il ajute pe ucenic si inteleaga rolul si
valoarea spirituald a picturii murale §i a icoanelor. [ se propune ucenicului si lucreze la inceput doar
dupa modele. {i explica apoi ci ceea ce este cartea pentru stiutorii de carte, este icoana pentru nestiutorii
de carte. Pentru a atrage asupra lor Sf. Duh este nevoie mai intii de smerenie §i rugdciune. Avem in
‘Erminia’ lui Dionisie of Furna exemple de rugaciune.” Archdeacon Sibiescu, my questionnaire,
summer 2002 ; my emphasis.

490. ...inainte de a incepe o lucrare de picturd din nou in tehnica ‘fresco’. pe suprafata de unde incep
lucrul, aplic un strat de fresca in forma de cruce i rostesc o rugiciune prin care eu, ca slujitor al
Bisericii si al lui Dumnezeu, cer binecuvantare pentru a finaliza cu bine Infrumusetarea Sf. Licas”, my
questionnaire, summer 2002.

491. “Bineinteles ca timpul de pregitire a inclus si o pregitire spirituala, morala si teologica. Cursurile
de teologie le-am urmat cu Pr. Prof. Galeriu.” Onici, my questionnaire, summer 2002.

492, “Aceste reguli nu se pot respecta decat intr-o incintd monastica. La bisericile de mir unde enoriasii
nu inteleg intotdeauna fenomenul picturii religioase este dificil de creat un microclimat spiritual ideal.”
Ibid.

494. “Intotdeauna munca mi-am ghidat-o dupa o Erminie, iar acum, pe lingi aceasta, si dupa alte scrieri
despre pictura icoanelor, si chiar §i dupa citeva manuscrise ale unor pictori consacrati.” Ungureanu, my
questionnaire, summer 2002,
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495. ““In general, Erminiile sunt cartile care ma ghideaza. Albumele de arta bisericeasca, fotografiile de
la_ lucrarile de picturd executate de alti pictori bisericesti, decuparile din diferite reviste si publicatii
bisericesti etc. ma incanti. Sunt inspiratii care m-au ajutat $i ma ajutd si-mi finisez si mai bine stilul
personal care nu vrea si se abata de la canoanele Erminiei bizantine.” Sibiescu, my questionnaire,
summer 2002.

496. “Da! Asa am facut intotdeauna. Icoana bizantini nu se picteaza functie de imaginatia iconarului, ci
se {ine seama de realitatea istorica in primul rand. lisus a fost o prezenta istorica, si sfintii la fel. “Ceea
ce am vazut cu ochil nostri, aceea marturisim”, spun Sf. Evanghelisti. Acest chip autentic al
Méntuitorului, al Maicii Domnului, al sfintilor, acesta ni s-a transmis prin Sf. Traditie —si-l regasim in
erminii de picturd bizantind, sau in alte manuale.” Archimandrite Sofian, my questionnaire, summer
2002 ; his emphases.

497. Atat erminiile cat si scrierile maestrilor inaintasi au reprezentat intotdeauna indrumatoru! fiecarui
pictor bisericesc.” Onica, my questionnaire, summer 2002.

498. “Desigur Erminia pentru pictorul de biserici/icoane este ca si Evanghelia pentru Liturghie.
Libertatea de expresie a pictorului nu va fi niciodata ingradita de Erminia care este asemenea unei mame
(sic!) ce te ghideaza pe drumul cel bun, dar nu-ti impune strict, pas cu pas fir3 abatere calea. Nu este o
retetd sigurd §i clara a reusitei. Calea ti-a fost aratatd ““mergi asa inainte”- , dar totul si toate tin de
experienta i personalitatea fiecarui iconar in parte.” Dumitrescu, my questionnaire, summer 2002.

499. “*Nu au fost presiuni in ceea ce priveste aspectul canonic al picturii bisericesti; au fost insi in viata
sociala in general.”” Achitenie, my questionnaire, summer 2002.

500. “Direct no. Indirect da — metoda valurilor.” Tudoran, my questionnaire, summer 2002.

501. “Dupi celebrele teze din 1972 [documente politice privind so-called revolutia in cultura) cei care
nu s-au inregimentat politic au avut foarte putine sanse de afirmare. Sistemul represiv devenea tot mai
subtil.” Ibid.

502. “*Oarecare libertate pana in 1972, [apoi] cristalizarea cultului personalititii [si] primatul politicului
[cu] prefacitoria, minciuna, lenea, prostia ca sistem. “Politicul” provoca *sacrul.”, Ibid.

503. “Curios este ca se spune ca regimul comunist a vrut sa abata, intr-un fel sau altul, cerintele
profesiunii noastre. Nu prea am cunostinta de asa ceva, poate pentru ca sunt cleric si aria lucrarilor mele
ca pictor a fost extinsa doar la Eparhia Buzaului [sic].” Sibiescu, my questionnaire, summer 2002.

504. “Pe timpul acela presiunea comunista era in toate domeniile”, and “‘Pentru cd eram prea ocupat de
profesiunile mele (diacon si pictor de icoane) nu am avut timp sa disting anumite perioade de presiune.”
Ibid.

506.: ““Personal, nu am trecut prin acea perioada, dar cred ca sunt destule exemple care au facut dovada
¢ din drumul dragostei de arti si mai ales din calea spre Dumnezeu nu te va opri nimeni chiar de
ispitele si piedicile sunt multe i puternice.” Dumitrescu

507. “De fapt, nu au scapat. Beneficiarii [oamenii care comandau pictarea unor biserici sau a unor
icoane], preotii, parohiile au indus - in functie de nivelul de culturd — o anumiti "stare de fapt’. Epoca
“inlocuitorilor’ a fost si este inca teribila. (surogat)” Tudoran, my questionnaire, summer 2002.
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508. “Aspectul canonic al picturii bisericesti era, probabil, un detaliu insignifiant pentru autoritatile
comuniste. Acestea interveneau in viata bisericii (distrugand sau mutand biserici) numai cand bisericile

erau un obstacol in calea planurilor lor (de obicei in constructii majore). Achitenie, my questionnaire,
summer 2002.

509. “Probabil ca acest detaliu nu i-a interesat.” Brasoveanu, my questionnaire, summer 2002.

510. *Cred cé regimul comunist nu era preocupat in mod special de aceste canoane ale picturii bizantine.
Sau poate ca nicl nu aveau cunostintd de ele. Preocuparea lor era de a distruge credinta in general.”
Archimandrite Sofian, my questionnaire, summer 2002; his emphases.

511. “Dupa cétva timp de la instaurarea democratiei, am aflat de ce am fost ignorati. Pentru ca, inainte,
toate problemele ce tineau de bunul mers al bisericii, atat pe plan administrativ, cat si pastoral, erau
numai ale Bisericii Ortodoxe. In ce ne priveste [pe noi, pictorii de icoane si biserici], prin regulament
interior s-a autorizat Comisia de pictura bisericeasca prin care si se organizeze lucririle de pictura.
Biserica Ortodoxa isi lua raspunderea proprie de a restaura si a-si picta bisericile si, deci, interesele ei nu
trebuiau sa lezeze regimul de atunci. Noi ne-am vizut de treaba noastra.” Sibiescu’ my questionnaire,
summer 2002.

512. **Organele politice nu veneau in biserica.” Enache, my questionnaire, summer 2002.

513. “Pictorii de biserici si de icoane nu au fost si nu sunt interesati de fenomenul politic in general.”
Onica, my questionnaire, summer 2002,

514. “[Pentru ca pictura de icoane si politica] sunt doua domenii diferite.” Tudor, my questionnaire,
summer 2002.

515. “Oricum arta §i politica merg pe fagasuri diferite, desi credinta ar trebui sa fie aceeasi. Deci
[pictorii de icoane] au scapat prin credinta si nadejde; fapta buna era poate chiar implinirea vocatiei lor,
inmultirea talantului primit [in pofida conditiilor politice]” Dumitrescu, my questionnaire, summer
2002.

516. “Consider ca icoana este o marturisire a ortodoxiei, a Evangheliei prin imagine §i aceastd
marturisire nu va inceta niciodata indiferent de timpurile ce vor veni.” Nicolaiciuc, my questionnaire,
summer 2002.

517. “Pictorii de icoane au scipat prin] credinta in Dumnezeu si dorinta lor.” Timofte. my questionnaire.
summer 2002.

518. “M-au interesat si sunt familiar cu arta religioasa a Evului Mediu si a Renasterii, insa n-am putut sa
aprofundez aceste perioade din cauza multor lucrari de pictura - unele impuse in regim de forta. altele in
regim de devotament.” Sibiescu, my questionnaire, summer 2002.

519. “‘Arta religioasi si cea contemporani imi sunt familiare atat cat sa pot sa fac uz de ele in anumite
conjuncturi: analize critice la receptiile ce le fac la lucrarile din eparhie, [sa citesc] revistele bisericii,
cand shimbam intre noi fotografii ale lucrarilor noastre etc.” Ibid.
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520. Archimandrite Sofian, since worked equally on the walls of the church, and on icons, answered:
“Tehnica fresco pentru pictura monumentala. [si] tehnica “picturii bizantine” pentru icoane.”

522. Ca tehnica murala folosesc tehnica al secco, iar pentru pictura icoani - tehnica traditionala cu

grund de praf de creta cu clei (de piele, de oase) cu emulsie de ou.” Cojocea, my questionnaire, summer
2002.

523. “Fresca, tempera, ulei”; “var, calti, pigments, ulei in ceari de albine, oua, otet.” Fr Brasoveanu, my
questionnaire, summer 2002 ; the oil used in wall/icon-painting in Romania, is vegetable oil, usually lin
seed oil — information from the students in Bucharest.

525. “Ulei, tempera, ceseinat de calciu i mai ales [pentru} "a fresco - pigmenti organici.” Enache, my
questionnaire, summer 2002,

526. “Folosesc tehnicile traditionale si materiale care au fost testate in timp.” Onici, my questionnaire,
summer 2002.

527. ~“Tehnica clasici si materiale clasice precum si tehnica moderni si materiale moderne.” E. Saldjan,
my questionnaire, summer 2002.

529. “Tehnici traditionale: fresca (var, calti, nisip); pictura pe lemn (lemn, panza, gelatina, ipsos mort,
pigmenti naturali, galbenus de ou, varnish).” 1. Salajan, my questionnaire, summer 2002.

530. “Tempera, lemn, pigmenti, emulsie ou.” V. Tudor, my questionnaire, summer 2002.

531. “Ca tehnica folosesc al secco. al fresco, tempera, iar ca materiale pigment, tempera si ulei.” D.
Ciofu, my questionnaire, summer 2002.

532. “Sunt valabile tehnicile, metodele si materialele prescrise de Erminii. Acestea insa sunt actualizate
conform timpului, dar cautind si se pastreze acelasi rezultat final.” Gabriel Ciofu, my questionnaire,
summer 2002.

533. “De obicei pictez tempera cu ou pe lemn, adica pigmenti cu emulsie de ou. La perete, a/ secco sau
al fresco dupi necesitati.” Nicu Nicolaiciuc, my questionnaire, summer 2002.

534. “Technica fresco, iar in ceea ce priveste icoanele, tempera cu emulsie de ou pe lemn.” Petre, my
questionnaire, summer 2002.

535. “tehnica tempera in ou, fresco; materiale cit mai de calitate (atat cat imi pot permite). Evit
materialele sintetice (acrilicile).” Timofte, my questionnaire, summer 2002.

536. “Tempera, ulei, fresco.” Constantin Ureche, my questionnaire, summer 2002.
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538. “P_eptru_ pictura din nou in biserici tehnica *fresco’ este folosita cel mai des, nu numai pentru ca este
d? trgd_lgle blzant_iné dar si pentru ca este recomandati de catre Comisia de pictura bisericeasca. Sunt si
bxsencl unde'se Impune tehnica picturii in tempera sau ulei. La restauriri de fresca conform solutiilor
fixate in devize, reintegrarile se efectueazi in tempera sau cazeina, iar cele in ulei se reintegreaié cu
yernis (ceara de albine + terebentini + ulei) ca liant, plus obisnuitele culori din tuburi ulei. 1 paint the
icons exclusively in tempera (ou + otet + ulei)": N. B. In the the last statement seems to be a mistake
since tempera does not require/allow oil. Sibiescu, my questionnaire, summer 2002.

539. “Mesajul spiritual transmis de o icoana nu este influentat de materialele cu care este lucrata
aceasta.” Ungureanu, my questionnaire, summer 2002,

540. “Materialele folosite nu trebuie sa influenteze direct mesajul spiritual. Aceeasi capacitate de a
transmite mesajul dorit il pot avea si materialele traditionale cat si cele moderne cu conditia de a
respecta o tehnicd adecvati acestor materiale si de asemeni cu conditia ca aceste materiale sa fie folosite
de un pictor autentic.” Onici, my questionnaire, summer 2002.

541. “Indiferent de materialele folosite, o lucrare poate transmite un mesaj spiritual special daca este
facuta bine.™ E. Salajan, my questionnaire, summer 2002.

542. **Materialele moderne nu implici o viziune moderna si atunci mesajul spiritual nu are de ce sa fie
aitul decat cel ce se transmite de doud mii de ani. Nu-1 vom adapta pe Hristos noua, ci not ne vom adapta
actualitdti sale vesnice.” Dumitrescu, my questionnaire, summer 2002.

543. *“Daca Biserica prin zugravii sii a ostenit atdtea veacuri s elaboreze forme si ansambluri artistice,
not, cei de acum, preferam si suntem datori sa pastram proprietitile materialelor traditionale care dau
posibilitatea sa creem imagini iconografice i armonti cromatice mai deosebite. Mesajul spiritual pe
care vreau sda-I transmit este in functie si de materialul folosit. Prefer materialele traditionale.™ Sibiescu,
my questionnaire, summer 2002; emphases added.

544. -Exista diferente, chiar mari.” G. Ciofu, my questionnaire, summer 2002.

545. “Mijloacele moderne si materialele moderne folosite in pictura religioasa sunt golite de orice sens
spiritual. in pictura veche exista un adevarat ritual pentru prepararea fiecarei culori sau a lemnului (vezi
Manualul lui Dionisie din Furna) — asa cum, de pilda. se pregiateste cu infinita gri)a prescura pentru Sf.
Jertfd. Totul este un dar, o jertfa inchinata lui Dumnezeu in semn de recunostinta (“Ale tale dintru ale
Tale, Tie iti aducem...). Sensuri si semnificatii care nu pot fi redate prin materialele moderne folosite,
de obicei fabricate pe baza unor chimicale, fara nici o adiere spirituala.” Archimandrite Sofian. my
questionnaire, summer 2002.

546. “Parerea mea este ci odata cu materialele traditionale intreaga natura participa la desivarsirea unei
icoane: ou, lemn. clei oase, pigmenti etc. In plus materialele moderne nu sunt verificate in timp si nu au
‘cildura’ celor dintai. Icoana e ceva nobil si trebuie realizata din materiale nobile i durabile.” Serban,
my questionnaire, summer 2002.

547. “Materialele moderne nu se ridica valoric la cota celor pe care le folosim deja. [Nu avem incredere
in ele] poate pentru ca nu le cunoastem bine, poate pentru ca nu le stim durabilitatea in timp si poate si
din cauzi ca multe sunt falsificate (cel putin pe aici). Dar daci le vom folosi si ele ne vor spune ceva
peste timp, s-ar putea sd le acceptam.” Sibiescu, my questionnaire, summer 2002.
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543. “Reactia culorilor in timp, rezistenta, influenta fumului, prafului, gudroanelor etc.”” N.B. The
resistance to smoke and tars is very important in an Orthodox church since, in many cases, the candles
burn inside the church building (today, the practice of lighting candles outside has become widespread,

but, they will never be entirely eliminated from the inside of the church. Enache, my questionnaire,
summer 2002.

549. “l.’er'lt'ru ca materialele folosite nu le pot egala in calitate pe cele folosite inca din cele mai vechi
timpuri si implicit nu pot transmite acelagi mesaj spiritual.” . Sildjan, my questionnaire, summer 2002.

550. “Cromatica este mai violenta, artificiala.” V. Tudor, my questionnaire, summer 2002.

551. “Da! Exista o diferenta. Mijloacele mecanice moderne precum calculatorul si materialele noi [in
pictura de icoane] presupun o perioadd mai scurti a executiei, dar integrarea organici a continutului
[icoanei] este mai superficiala. Sensul spre “sacru’ al formei este tulburat de grija pentru acuratetea

executiei gi de un anumit didacticism spiritual rudimentar.” M. Tudoran, my questionnaire, summer
2002.

552. “Materialele moderne nu-ti permit pastrarea stilului bizantin si o modificare a stilului inseamni si o
modificare a mesajului. Teologia icoanei nu s-a schimbat in timp i atunci trebuie pistrata traditia si in
pictarea acesteia.” Zafiu, my questionnaire, summer 2002.

553. “Eu am fost invitat sa respect traditia si de aceea mi se pare ca pictura cu materiale traditionale este
un fel de respect pentru aceasta.” Fedot, my questionnaire, summer 2002.

554. “In trairea mai profunda pe care o emite o lucrare iconografica realizata cu materiale traditionale, in
comparatie cu celelalte care-ti dau o senzatie de “sec”, “lipsit de trdire.” Petre, my questionnaire,
summer 2002.

555. “Spre exemplu, pigmentii noi, obtinuti artificial nu sunt compatibili cu pigmentii folositi in Evul
Mediu, iar vernisurile organice vechi sunt net superioare celor artificiale, din zilele noastre” G. Ciofu,
my questionnaire, summer 2002.

556. “Da, exista. Cred ca materialele traditionale sunt cele mai potrivite pentru realizarea icoanelor si
frescelor.” Timofte, my questionnaire, summer 2002.

557....in zilele noastre se pierd traditiile vechi care au demonstrat maiestria §i trairea, materialele bune
folosite [sunt] inlocuite azi cu materiale ieftine...” Nicolaiciuc, my questionnaire, summer 2002.
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Appendix F

Two tables with a synthetic illustration of the results of the interviews conducted with

Romanian iconographers during field-work.
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by chance) but church), does not
excluding tempera, say his age)
bell-tower, oil. For
troita (small restoration:
commemora tempera,
tive shrines, casein,
usually varnish
along the (bee
roads in the wax-+turpen
countryside), tine+oil).
iconostasis lcons:
work tempera
(egg+vineg
ar+oil)
Quoted
15.] Mana During my | Yes Faculty of Only icons | Free-lance | Yes Yes, Yes _ B Yes Yes Yes Yes Yes Traditional | Yes Quoted 25-35
Magdalena | undergradu Decorative Arts artist gradually 1 N B materials
Serban ate studies - Bucharest understood and
their techniques:
importance tempera,
(quoted) wood
panel, etc.
16.| Vasile During Yes Self-taught 7 free-lance | Yes No Yes No _ B Quoted Yes Yes Yes Yes Yes Egg Yes “The 35-45
Tudor adolescence | (quoted) (approximat | artist tempera, chromatic
ely) wood, is more
pigments violent,
artificial
“(NB with
modern
materials)
17.] Marius 1967 Yes, butit | Yes 16 3 stage; Yes Yes. L try Yes Indirectly [ Quoted Quoted They have Yes Yes Yes Yes Yes Very Yes Quoted Over 45
Tudoran has become (approximat | also (quoted) not escaped | (1 am diverse
a vocation ely) Professors the political | teaching it) techniques
(quoted) of Arts in influence
Cluj- which induce
Napoca a certain
social
orientation;
it is still
happening
(quotation)
18.| Pompei 1989 Yes On sites witha | 15 Free-lance | Yes 1 try now Yes No, it was | 1968 1968 Quoted Yes Yes Yes Yes Yes Techniques | No _ Over 45
Ungureanu (quoted) Master (approximat | artist (quoted) risky [1969] - (events in : tempera,
(Professor ely) (quoted) 1971 Prague); mosaic,
Constantinescu) after 1971 | [then) acrylic
in Clyj 1971 when Materials:
the visit in tempera
China took and acrylic
place colours
191 Adela Zafiu | Gradually | Yes Faculty of 3 Free-lanc: | Yes Yes, Yes _ ~ _ Yes Yes Yes Yes Yes Traditional | Yes Quoted 18-25
during the Decorative artist partially in a techniques
undergradu Arts, Bucharest the past; [ and
ate studies am trying materials

more now




1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18
Period of Reason of choosing this profession Have you Other forms | In how many | The Awareness of | Effective | Use of Political If “yes”, Possible Possible || Familiarit The Possible The The age
beginning the received your | of churches or stages the necessity of | keeping of | Hermine:al pressure in what was periods of explanation y with technique | relationship | differences | of the
profession of qualifications | qualification | religious reached in keeping moral | the moral | and other | their work the way in | maximum of the non- ° ° ‘ modern used by between the | (if they interview
icon-painter through the (awarded by | buildings the professional | and spiritual and 1con- during the which this | political interference | S = and the icon- | spiritual exist) ed icon-
Commission | other icon-painter development | rules spiritual painter Communism | pressure intervention | of the s e contempo “ painter in | message of | between painter
for Religious | qualifying has worked so | of the 1con rules books -if the felt any | manifested | in icon- political 5 5 rary art 4 his/her an an
Painting bodies or far. painter which an such itself painters’ authoritiesin | 3 E I 8 work icon/fresco | icon/fresco
. of the self-taught) (Help others to , icon pressure- work the icon- -E.) -S., | = The and the painted
2 Romanian paint painter is painters’ s B i 8 £ materials | materials with
£ Patriarchate? churches): taught work @ v 2 @ used by used in traditional
= | Nameofthe during the = = £ 2 the icon- | painting it (if | materials
{: icon-painter : & = = g £% - icon- | painting
s | process of g ., N 2 e painter in | they are and those
15 j his/er > ze g £ £ his/her traditional or | painted
10 + formation g f) g § b 4 & work modern with
=3 =8 = =5 materials) modern
EZ E5 = |E materials
= = S~ = T 3
Vocation/ passion | Pragmatic | Both By chance
reason vocation
and
pragmatic
reason
Daniet Ciofu  { In 1999, when { Yes (quoted B University A chapel-at- | Student Yes Yes Yes Itismotthe | _ _ _ Yes Yes Yes+Yes | Yes No Techique | No _ 18-25
he finished below) easy + one sometimes™ case “asecco™
secondary bell-tower and “a
school) Jresco”,
tempera,
oil”
2. | Gabriel Ciofu | During the 10® | He has not _ University 3 churches + | Student No I wasnot | Yes Itisnotthe | _ _ _ Yes Yes Yes + Yes | Yes Yes What is Yes Quoted 18-25
grade in the explained the a chapel-at- told about case recommen
secondary reason of his easy + bell- the ded i the
school choice tower spiritual Hermineia
aspect of , but with
icon ‘updating’
painting, (Quoted)
but this
will come
in time
Dragos Dricu | During the Yes (but the University 3 churches Itisnot the | Yes Yes Yes Itisnotthe |_ _ Yes Yes Yes Yes +Yes Yes Mosaic No _ 18-25
secondary chance has case; lama case Fresco
studies revealed a student Tempera
real talent)
Alina- After Yes _ University 9 churches Student Yes (Quoted) Yes Yes She did not Quoted Quoted Yes Yes Yes +Yes Yes Fresco, No Quoted 18-25
Georgiana graduating (apprentice) (Quoted) | live Oil, egg
Dumitrescu from throughout tempera
Secondary that time, but
school has an
opinion
(Quoted)
Nicu After finishing Yes (but the University 3 Student Yes Yes(“toa | Yes It is not the _ _ Quoted Quoted | No No+No | No No Egg Yes Quoted 18-25
Nicolaiciuc the military chance has (fourth year) certain case tempera on
service revealed a extent; | wood,
real talent) will like to a fresco
be able to and a
keep them secco,
to a larger depending
extent”) on the
circumstan
ces
(Quoted)
Valentina- When about 24 Yes University One chapel + | Student Yes Yes Yes It is not the _ _ _ Yes Yes Yes+Yes | Yes Yes Fresco (on | Yes Quoted 25-35
Eliza Petre year old one church (third year) (Quoted) case the wall),
(graduate of egg
secondary tempera on
school at that wood (for
time) icons)
Mirela Timofte | After Yes University 2 Student Yes Yes (“1try, | Yes It is not the _ _ Quoted Yes Yes Yes +Yes | Yes Yes Egg Yes Quoted 18-25
graduating but do not case tempera,
from secondary always fresco
school manage (avoiding
and I acrylics;
regret it”) quoted)
Constantin 5-6 years Yes (quoted _ University 5 Student Yes Yes Yes Itisnotthe | _ _ 7 Yes Yes "INo+No | Yes No Tempera, |No _ No
Ureche before going | below) (Approx.) case Qil, Fresco answer
into the :
university
(Faculty of
Theology-
Cultural
Inheritance
Drvision-
which includes
icon painting)
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