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CJIIOBO I''TABHOTO PEJAKTOPA

AHA W3 BA)KHBIX HA CETOAHAMHUN JeHb 33aJa4 B IIOJATOTOB-

K€ CIENHAINCTOB — CO3JAaHHUE YYE€OHBIX ITOCOOUI IO HCTO-

puM U300pa3UTENBHOTO HCKYCCTBA 1A OYAYyIIMX XyJOKHU-

koB. CI0Ba «MCTOPHA HCKYCCTBA» OOBIYHO ACCOIUHUPYIOTCA
C OIIpEEJIEHHBIM CTEPEOTUIIOM U3JI0KEHUA MaTepUaia: 3TO IPekKIe BCe-
ro UCTOPHUYECKOE UCCIAETOBAHNE, «BHEIMHAA 000J0UYKa» KyJIBTYpHl U HC-
KyCCTBa TOTO MJIX MHOTO IEepHUoja.

HMckyccTBOBEAUECKUE UCCAET0BAHNA, KAaK IPABUJIO, HE PACKPBIBAIOT B JIO-
CTAaTOYHOM Mepe KII0YeBbIe, HACYIIHBIE /1A XyJO0KHUKA BOIIPOCHI: KAk CJle-
JIAHO IIPOU3BEJE€HNUE, KAKUMH CPEACTBAMHU MACTEpP AOOMICA 331yMaHHOTO
BO3/JEUCTBUA HA 3PUTENA, CWILI XyJ0KeCTBeHHOTro odpasa. B Tpygax uc-
KYCCTBOBE/IOB PEJKO YIAE€TCA IMOYEPIHYTHh CBEJECHUA O CIOKHEUIINX TEX-
HUUYECKUX NpHEeMax, YHUKAJbHBIX MaTepuaaax JJid KUBOIUCH, IPadUKH,
MIPeAMETOB J€KOPATUBHO-NIPUKIAIHBIX HCKYCCTB, KOTOPBIE YMEIN U3TOTaB-
JINBAaTh cTapble Macrepa. HegoctaTok mogoOHBIX CBE€HUU B JINTEPATypE
[0 MCKYCCTBY CBA3AaH C T€M, YTO AKTyaJbHBIE JJIA XYJOKHUKOB TEMBI, Kak
IIPABUJIO, CIIOCOOHBI ITTYOOKO IPOAHAIU3UPOBATh U U3J/IOKUTH TOJBKO XO-
polIne ONBITHBIE XYJOKHUKU-TIPO(ECCHOHAIEL.

Byaymum XygoskHHKaM, OOy4alOIUMCA B COBPEMEHHBIX y4eOHBIX 3aBe-
JE€HUAX, HCTOPHUIO HUCKYCCTBA YUTAIOT TaK K€, KaK HCKyCCTBOBEJAaM. ITO
B KOpHE HeBepHO. Mosionble XyT0KHUKHU XOTAT B MEPBYIO Oo4epe/b IOJIy-
YUTh KaK MOKHO 00sbIIe nHGOPMallui, HIMEIOIEed NPUKIaJHOE 3HAYEHUE
1A csoero TBopuectBa. Ho, KctaTu, u mcKyccTBOBEAaM OBLIIO OBI ITOJIE3HO
JaBaTh O0JibIIE 3HAHUIN O NPOPECCHOHAIBHON «KyXHe» ;KUBOMNUCIEB, I'Pa-
(pUKOB, CKYTBIITOPOB.

B mocobuAx A1 XyI0KHUKOB HEOOX0JAMMO B IIEPBYIO OUePe/Ib OIIUCHIBATH
CHCTEMY, TIOCIEJ0BATENbHOCTh UCIOJHEHUA, TEXHUKO-TEXHOJOINYECKUE
0COOEHHOCTHU IIEIEBPOB U300Pa3UTE/NbHOIO UCKYcCTBa. BeJib craprie ma-
CTepa CcOo3JaBajd COBEPUICHHO HEBEPOATHBIE B TEXHUYECKOM OTHOIIEHUU
IPOU3BEJEeHUA, IPpUYEM BpyuHyio. OHU yMeH JelaTh MeAeBPhl BPYYHYIO!
CerojHsa MBI Tak J€rpajiupoBajan, 9TO MajJ0O KTO INOHUMAET B TEXHUKE U
TEXHOJIOTUM MO3aWKHU WU BUTPAKA, POCIUCH UK jenke papdopa, akpa-
PETBbHONM MUHHMATIOPE WJIM MHOTOCJTOMHOM MACTAHOMN KUBOIMCH. ..

HSY‘I&H HNCTOPHIO MCKYCCTBA, Mbl BUJHUM, UYTO BCE/JIMKHNE XYAOKHHUKH IIPO-
BO/IWUIN CEPBE3HYIO, IIIYyOOKYI0 paboTy HaJl CBOMMHU NPOHU3BEJEHUAMU OT
IepBOro 3aMbicyia 10 3apepuieHuA. CymecTBOBaIM M NapaJOKCaJIbHbIE
AJIA HaC B€IIW, B YaCTHOCTH 0COOBI IIOAXO0A K UCITIOJIBb30OBAHUIO JOCTUKE-
HUI B U300pasuTeaIbHOM HcKyccTBe. IToHATHA «I1arnar» B COBpEMEHHOM
CMBICJI€ 3TOI'0 CJI0BA HE CymeCTBOBAJIO. ,ZIOCTI/I;KCHI/IH TOTO HWJIM HHOTO
Xy/I0;KHUKA OBUIM JIOCTOAHUEM BCEH KyJIBTYpHI, Bcero nckyccrea. He cun-
TaJIOCh 3430PHBIM HMCIIO/JIB30BATH B ABTOPCKUX KOMITO3HMIIMAX q)parMeH-
ThI 9Y;KHUX HIEAE€BPOB; YIa9HbBIC KHUKHBIC MHWHUHATIOPBI NE€PEBOAUINCH B
MOHYMEHTA/IbHbIE€ IIPOU3BEACHMNA, 4 MOHYMCHTA/JIbHbIC IIPOU3BEJACHUA —
B MUHUATIOPHI. XY,HO}KHI/IKI/I 9IIOXHU BO3pO}K,H€HI/IH u 6oJiee MO3JHUX II€PHO-
JIOB IIOCTOAHHO UCIIOIb30BAIM AHTUYHYIO CKYJIBIITYPY, CMEIO PUCOBAIU €€
B CBOMX KOMITO3UIHUAX, IOTOMY UTO ITOJAOOHOTO O€3yIpEYHO YHUCTOrO 00-
pPasa u1eaTbHOrO YeJIOBEKA C IIPEKPACHBIMU IIPOIOPIUAMU, FTAPMOHUYHO-
ro U COBEPIIEHHOIO, B IPUPOJE HAUTHU IOUYTU HEBO3MOKHO. XyJOKHUKU-
KJIACCUKU ITOCTOAHHO ITOJIB30OBAJIUCh JOCTURECHUAMU AHTUYHOU KyJIbTYPBHI,
YTO OBLJIO JJIA HUX €CTECTBEHHOHN (POPMOI TBOPUECKOTO PA3BUTHUA.
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VimnepaTpuua Geopopa.

VI B. Mo3auka.
CaH-BuTane, PaBeHHa

B nmpomeamue smoxu cymecTBOBaaa MOIIHEHIIAA HMIKOJIA IEpPeJaud Ma-
CTEPCTBA, €€ TaKke HEOOXOAUMO U3yUaTh U ONUCHIBATE. ITO OBLIO TOpas-
Z10 6ojiee cepbe3HOE OTHONIEHHUE K BOCIIMTAHUIO XYZOKHUKA, YEM CETOJ-
HA. YYEeHUKH [1OCJI€J0BATEIbHO IPOXOAU/IN BCE CTYIIEHU PA3BUTHA, [IOKA
He BBIPACTAJI TOT AOCTOMHBIM, KOMy MacTep MOT IlepeJaTh BCE MacTep-
CTBO, 3HaHUE, yMeHHue, cekpeTbl. M mogoO0HBIN yU4eHUK, KaKk IPaBUJIO,
I10-CBOEMY IPOJOJKAI AEATEJIBHOCTh YUUTENA, CO34aBaJ CBOIO IIKOJY.
MMeHHO TakuM 0O0pa3oM U Pa3BHBAIOCh N300Pa3UTEIBHOE UCKYCCTBO.

Crapsle MacTepa NCIOIB30BAIM MHOT'O PA3HOOOPA3HBIX TPO(ECCHOHATB-
HBIX HapabOTOK, KOTOPHIE MEepeJaBAIUCh U3 IOKOJE€HUA B IOKOJIEHHE.
9TO TO, UTO CEroJHA MBI HA3bIBAEM TPaAHUIU-
eii. He crpemsienue cjenaTe 4TO-TO HOBOE, HO
CTpeMJI€HUE CBOMMM UYyBCTBAMMU, CBOMMH OIIY-
HMIEHUAMH, YMEHUAMH U MacCT€PCTBOM MaKCH-
MaJIbHO TIPO/JO/IKUTD JIydlllee B TPAJUIITOHHOM.
Ecim B yueHUKEe €CTh IOJINHHOE TBOPUYECKOE
Hadasjao, TO OH Pa3sOBbEeT U NPOJOKUT Tpaau-
IUIO B JIPyroM KJIIOYe, C HUHBIMU CMBICJIAMU.
Harnaaueiii mpuMep ToMy — BU3AHTUICKHE Op-
HAMEHTHI, KOTOpbIe TPAaHCHOPMHUPOBATUCH HA
NPOTAKEHUN BCell cBoei ucropun. OQuH 1 TOT
7K€ OPHAMEHT B KaKJOM XpaMme, Ha KaJI0M ap-
XUTEKTYPHOM 3JIEMEHTE IpuodpeTan abcomoT-
HO HENOBTOPUMOE 3ByYaHHeE, BHIpasKaBlIeecH
B IIPONOPIUAX, JAeTalAx, obpase. CiemoBaresns-
HO, OCHOBOW IPENoJaBaHUA UCTOPUU HCKYCCTBA
1A XYAOKHUKOB B TIEPBYIO OYepe]b JOKHO
CTaTh VIyODOKOE MTOHUMAHUE TPAJULIHH.

HyxHO m3y4aTh, B YaCTHOCTU, U KAKOBBI OBUIN
TpeOOBAHUA K XyJAOKE€CTBEHHBIM MaTepHuaIaM.
Hanpumep, ¢gaamanansr nucaim Ha AyOOBBIX
JIOCKaX MHOTOJIETHEH BBIJIEPKKH, CTPOTO CJe-
A 3a UX KadyeCTBOM, JOOPOTHOCTBIO KPACOK,
JIAKOB, Jla U B II€JIOM BCEX MPOU3BEJEHUN, KO-
TOpBI€ BBIXOAMIHM H3-1I0J] KUCTH UYIEHOB T'H/Ib-
aun. 9to 6pUI0 cTporoe npasuiao. CymecTBYOT
1 HEBOCIPOMU3BOJAUMBIE CErOJAHA TPAAUIUOH-
HBI€ TEXHHKH, KOTOPBIMHU MBI JIOOyeMCA, BOC-
xumaemcAa. Hanpumep, mo3zanku Papennsl. Bu-
3aHTHUUCKAE MO3AMYHUCTHI BJIAJE/NIU CEKpPETaMH,
YHAC/JIEIOBAHHBIMH OT aHTUYHBIX MaCTEPOB!
KaKHe META/UIOCOJAEpsKallue IOPOJAbl IIABAT-
cA IpU KaKUX TEMIIEPATypax, KaK CIUIABJIATH
ux JApyr c¢ gpyrom. B Mo3amkax PaBeHHBI ecThb
3¢ PEeKT YHUKAJTBHOIO IPHUPOAHOTO IIBETA, KOTOPHIN HEBO3MOKHO ITOBTO-
PUTH, 9TH 3HAHUA YTPAYEHHI.

A Kak MacTepa rOTOBWIHN IOJ MO3AaUKH IOBEPXHOCTh CTEH M3 TOHKHUX Ke-
pamMuyYecKkux Kupnudel, win mwinH@s? Ilepsrlil cj10l pacTBopa Jeaaau u3
KPYIIHBIX (PPAKIUM TOJTYEHBIX MpaMopa U IJIMHQHL, 700aBAAA 0COOBIM 00-
Pa3oM BBIAEPKAHHYIO U3BECTh, — TAKOW M3BECTHU y HAC HeT. Bropon cion —
b6osee menkue ¢ppakuuu MpaMmopa u InHQH ¢ ussecteio. [locaeanuit
€101 OBUI OJO0OEH JIEBKACY, B HETO U BCTABJIAJMCH MO3aUYHbIE KAMHHU.

BakHo moHuUMaTh, YTO CErOJHA CMajbTa MO3auK PaBeHHBI — He COBCEM
Ta, 9TO ObL1a B VI cTOIETHN: HEKOTOPHIE JETAIN YTPAUE€HBI, MEXAaHUYECKH
nospexaeHbl. CeroJHA Mbl BUJAUM MO3auku PaBeHHB He B UX IEPBO-
3JJAaHHOM BHU/JI€, YACTUYHO 3TO padoTa XYA0KHUKOB-PECTABPATOPOB.

KoneuHo, MHOTO€ O TOM, KaK CJ€/JaHbl IeJeBPbl H300PA3UTEIBHOTO HC-
KyCCTBa, 3HAIOT XyJOKHUKHU-pecTaBpaTopsl. M ecan MBI roBOpUM O co3ja-
HUM YY4€OHBIX IIOCOOMU JJIA XYZOKHUKOB, TO, 0€3yCJIOBHO, K UX HaIlHCa-
HHUIO HAJO B IIEPBYIO OYepe]b NMPUBJIEKATh PECTABPATOPOB, IOTOMY UTO
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Xopomada UCTOPUA MCKYCCTBA JJIA XYJOKHUKOB — 3TO paCCKa3 O TOM, KAk,
N3 KAKUX MAaT€PHUA/IOB BBIITOJTHEHBI IIPOU3BEJACHNA MACTCPOB.

He ToMBKO Xy1OKHUKH, HO U AU3aHHEPHI JOKHBI 3HATh, KAKIM 00pa3oM
CO3JJABAJINCH IIEJEBPHl J1€KOPATUBHO-IIPUK/IAJHOTO UCKYCCTBA U KaK pa-
60TaTh B JE€KOPATHUBHBIX TEXHUKAX C MCIOJb30BAHUEM TEX MATEPHAIOB,
KOTOPBIE JOCTYIIHEI HAM CETOJHA.

Hcropus nckyccrba A8 XyJOAKHUKOB MOKET OBITh IIOJI€3HA U BCEM, KTO
UHTepecyeTca KyabTypoil. Hanpumep, Bce ¢ OTpPOMHBIM MHTEPECOM CJIy-
HIal0T PAcCKasbl O TOM, KaK KOMIIOHOBAIUCh HMOPTPETHI, OBIBAIOT IOpa-

FKEHBI TEM, YTO MHOTHE U3 HUX HE BIIOJHE HATYPHBIE, JAKE U HE COBCEM
IMOPTPETHLIE, TAK KaK ObIAa IPUHATA UACATU3ALMUA 0O0pasa. YIUBIAIOTCA,
4TO (PUTYPHI B CBOUX KAPTUHAX XYAOKHUKU IMHUCATU C OJHOM U TOH K€ Ha-
Typmuuel. YTo y BcemMu yBaskaemMoro, aio6umoro, reauaibaoro Ganapo
Bortuduennin 6s1a onHa mob6umasa Harypmuna. Yro u Axono TuntopeTrTo
B CBOUX MHOTO(HUIYPHBIX KOMIIO3UIUAX MHOTOKPATHO IMMOBTOPAET OJHO
U TO K€ JIMIO, PYKU, OJHY U Ty ke purypy. ¥ borrnuennu u Tunroperro
OblIa 3a/ada CO3/JaBAaTh BO3BBINIEHHBIE MU(MOTOTHUECKHE OOpas3bl, a HE
WH/ANBUAYaJIbHBIE N300PAKEHNA KOHKPETHBIX JII0J €, THAY€ OHU HU3BE-
U OBl CBOM KApPTUHBI 10 YPOBH:A OBITOBBIX CIeH. B nmcropum mckyccrsa
MHOTO ITOJOOHBIX NHTEPECHBIX, HEOOBIYHBIX (PAKTOB.

HMcropua n300pasuTebHOTO UCKYCCTBA JJIA XYIOKHHUKOB — 9TO 3HAHUA,
Jlaomue BO3MOKHOCTh II0-HOBOMY BOCIIPUHHMATh UCKYCCTBO, IPUHOCHA-
e MPaKTH4YeCKYIO I10JIb3Y, IOATAIKUBAIONNE K padoTe HaJ IpOU3BeIe-
HUAMH, KOTOPBIE€ XYJOKHUK B IIPOTUBHOM CJIy4ae Ja)e U He 3aMBICIIUII
OBl CO3/1aBaTh.

AKypuan Secreta Artis, ce1bMOM HOMEP KOTOPOTO MBI IPEJACTABIAEM YUTA-
TeJIAM, C IEPBOTO CBOETO BHITycKa B Mae 2018 r. mybiuKkyeT MaTepuasbl,
KOTOPBIE€ MOTYT IOC/JHY;KUThH CO3JaHUI0 YUeOHHUKA 10 UCTOPUU M300pas3u-
TEJTBHOTO MCKYCCTBA MJIA XyAOKHUKOB. Hamm aBTOpHI — mpeskae Bcero
OIIBITHBIE NPO(PECCHOHAIBHBIE XYAOKHHUKH, XYJIOKHUKHU-IIETATOTH, pe-
ctaBpaTtopsl. JanpHelIee pasBUTHE ;KYpHala IUIAHUPYETCA MMEHHO B
9TOM AKTYaJbHOM, HEJOCTATOUYHO M3YY€HHOM HAIIPABJIE€HUHN HAYKH 00 HC-
KycCTBe rpad UK, ;JKUBOIHUCH, CKYIBITYPHI U 1€KOPATUBHO-IIPUKIATHOTO
UCKyccTBa. IlTaBHBIE 3a/aun KypHana Secreta Artis — ICCI€N0BATH, KAKUM
00pa3soM CO3JAI0TCA NMPOU3BEAEHUA U300PA3UTETBHOTO UCKYCCTBA, KAk
BOCIUTATh XOPOIIUX XYIOKHUKOB.
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owadays, one of the most crucial tasks in training specialists is

the creation of textbooks on the history of fine art for future

artists. The words “art history” are routinely associated with a

certain stereotype of the presentation of material. It primarily
concerns the field of historical research, the “outer shell” of culture and
art pertaining to a particular period.

Art criticism, as a rule, does not sufficiently reveal the salient questions
that are of acute importance for the artist: how the work was conducted,
by what means the master achieved the intended effect on the viewer and
how the strength of the artistic image was reached.

Works of art historians rarely contain details on the most complicated
technical methods, for example, unique materials used for painting,
drawing, as well as decorative art objects which the old masters were pre-
viously able to make. Near absence of these themes in the art literature
may be explained by the fact that questions that hold significant
relevance for artists can, for the most part, be deeply analyzed and properly
set forth solely by exceptional, experienced professional artists.

Future artists attending modern educational institutions study history
of art in a way analogous to that of art critics, which is fundamentally
wrong. First and foremost, young artists want to acquire as much prac-
tical knowledge as possible so they can employ it in their own creative
work. Yet, in passing, it would be quite useful for art historians to be
given a more profound insight into the professional “cuisine” of paint-
ers, graphic artists and sculptors.

Artist manuals should, above all, describe the system, work progression,
technical and technological features of fine art masterpieces. After all,
old masters created incredible works from a technical standpoint and did
so, most importantly, by hand. They knew how to make masterpieces by
hand! In this day and age we have degraded to such a point that few peo-
ple understand the technique and technology of mosaic or stained glass;
porcelain painting or sculpting; watercolor miniatures or multilayer oil
paintings...

By studying the history of art, we are able to see that great artists ap-
proached the creation of their pieces with pronounced diligence and se-
riousness from inception to completion. In hindsight, one may also en-
counter certain paradoxical phenomena when looking at art through the
ages; in particular, one comes across a special approach to the use of previ-
ous achievements in fine arts. The concept of “plagiarism” in the modern
sense of the word did not exist. The accomplishments of a certain artist
were considered to belong to culture as a whole, to art as a whole.

It was not regarded as shameful to employ fragments of others’ master-
pieces in authors’ compositions. Successful book miniatures were trans-
formed into monumental works of art and vice versa. Renaissance artists
and painters of later periods continuously resorted to antique sculpture
and boldly used it in their compositions. The reason for that was that
these refined images embodied the pinnacle of human beauty; it was
almost impossible to find anything which came remotely close to their
ideal proportions, harmonious structure and perfect nature. Classical
artists consistently enjoyed the attainments of ancient culture — for them
it was a natural form of creative development.

Past eras were characterized by a tremendous tradition of the transfer
of mastery, which also needs to be studied and recounted. To put it
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St. Cecilia.
Sant’Apollinare Nuovo.
Ravenna. 6th century
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differently, they were marked by a much more serious attitude towards the
education of the artist in comparison with the modern epoch. Students
consistently went through all stages of development until one of them
was seen as worthy of receiving all expertise, knowledge, skills and secrets
from the master. These students would mostly go onto produce work in
their own way along with the methods they picked up from the teacher;
thus establishing their own school. It is in this manner that fine art
evolved.

Old masters utilized a wide variety of profes-
sional practices that were passed down from
generation to generation, a process which we
have now grown to call “tradition”. Rather than
talking about the desire to do something new,
it primarily deals with the aspiration to keep
alive the best elements of the traditional to the
greatest extent possible — it is done through
one’s own feelings, sensations, abilities and
craftsmanship.

If a student possesses genuine creativity, he will
foster and carry on the tradition in a different
vein and with different meanings. It is particu-
larly well-illustrated by the Byzantine ornaments
which have been transformed throughout his-
tory. The same ornament depicted in every tem-
ple, on every architectural element acquired an
absolutely unique sound, which was expressed
in proportions, the details and the image it-
self. Therefore, art history education for artists
should, first and foremost, be based on a deep
understanding of tradition.

It is necessary to examine, inter alia, what the
requirements for artistic materials were. For in-
stance, the Flemish painted on long-aged oak
boards, rigorously monitoring their quality,
as well as the quality of paints, varnishes and,
indeed, all works that came from the brush of
guild members. It should be noted that these
prescriptions were to be strictly abided by.

Moreover, there are irreproducible traditional
techniques that we admire and cherish up to
this day, such as those deployed in the creation
of the Ravenna Mosaics. Byzantine mosaicists
possessed secrets inherited from the ancient
masters: which metal-containing rocks melt and
at what temperatures, how to fuse them with one another. The Ravenna
Mosaics involved the usage of a unique natural color effect, which can-
not be repeated in the modern times as all respective knowledge has
been lost.

o

And how did the masters manage to prepare wall surfaces for mosaics
out of thin ceramic bricks or plinth? The first layer of the solution was
made from large fractions of crushed marble and plinth, adding a spe-
cially aged lime, which we do not have anymore. The second layer con-
stituted of smaller marble and plinth fractions mixed with lime. Finally,
the last layer resembled gesso with mosaic stones inserted into it.
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Jacopo Tintoretto.
Saint Mark Saving

a Saracen from Shipwreck.

1562-1566.

Oil on canvas.
398x337 cm.

Gallerie dell’Accademia,
Venice

Itis important to understand that the smalt of the Ravenna Mosaics we wit-
ness today is not quite the same as the one that existed in the 6th century:
some details were lost, some were mechanically damaged. The modern
viewer does not see the Ravenna Mosaics in their original form, given that
its current appearance is partly the result of restoration artists’ touch.

As one would expect, restoration artists are well versed in how fine art
masterpieces were made. Therefore, if one talks about creating text-
books for artists, restorers should clearly be among the first ones to be
involved in their preparation. After all, well-devised art history courses
for artists are the ones that tell a story about
how and with the help of what materials works
of masters were produced.

Not only artists, but also designers should know
how masterpieces of decorative and applied art
were created. Moreover, they should be aware
of ways in which they can work with decorative
techniques using the materials available today.

The history of art for artists themselves may be
useful to anyone who is fascinated by culture.
For example, everyone listens with great inter-
est to stories about how portraits were arranged,
they are amazed that many of the figures were
not quite drawn from life, some were not even
true portraits in the literal sense of the term as
the idealization of image was a widespread phe-
nomenon at that time. Some are taken aback by
the fact that artists would depict all figures in
their paintings based on one and the same mod-
el; that ingenious Sandro Botticelli, respected
and adored by everyone, had only one beloved
model. Likewise, they get surprised that Jacopo
Tintoretto himself would repeatedly portray the
same face, hands and body in his multi-figure
compositions. The objective of Botticelli and
Tintoretto was to engender sublime, mythologi-
cal images, rather than individual portrayals of specific people, other-
wise they would reduce their paintings to the level of everyday scenes.
Art history is replete with similar captivating, unusual facts.

By studying the history of art specifically devised for artists, one can
acquire knowledge that makes it possible to perceive art in a new way,
bringing practical benefits, encouraging artists to work on pieces they
would not even have contemplated to create otherwise.

Secreta Artis, the seventh issue of which we present to our readers, since
its very first issue in May 2018 has been publishing materials that can
serve as the foundation for preparing a fine arts history textbook for
artists. It is worth underlining that most of our authors are primarily
experienced professional artists, practicing art educators and restorers.
Further development of the academic journal is planned to be dedi-
cated precisely to this relevant, although insufficiently examined, field
of art studies, which incorporates graphics, painting, sculpture, decorative
and applied art. Therefore, the major tasks of Secreta Artis consist in
exploring how works of fine art are made, as well as in finding ways to
foster and educate great artists.

Sergey Andriaka
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