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The XRF measurements reveal that all
the painters were using ochres or another
iron oxide pigments (Siennas — MgO is well
presented), mixed with lead and sometimes
with zinc pigments. Lead can be connected to
the underpainting layer, as well as other whites.
Titan was detected for the red fez in a painting,
attributed to Boris Mitov, and dated in 1898. Its
appearance here precedes the mass production
of titan white and its predominance over other
white pigments (after 1919), but the pigments
were available before their mass production in
20™ century. A mixture of titan white and zinc
white can be supposed for a primer, a gesso. The
result seems curious just because this sample
contains maybe a lead white too, along with the
red pigments — sienna, minium?, cinnabar.

The small amount of zinc pigments seem to
be characteristic mainly for Boris Mitov's three
paintings. The zinc pigment was not found
only in the picture of Yaroslav Veshin, a lead
pigments were missing in the samples from
the female portrait and in fact it's palette and
style are different from the other male portraits
by Boris Mitov. Interestingly, he was Fernand
Cormon's student in France from 1911 and
one can suggest that this work might be from
his French period, but it's dated earlier. Boris
Mitov's style is academic and more realistic,
formed first of all under his father's and
Markvichka's influence (actually the academic
approach penetrated Bulgarian artistic life with
the previous generation of so called Bulgarian
renaissance painters Christo Tzokev, Stanislav
Dospevski, Nikolay Pavlovich, Dimitar
Dobrovich), then under Cormon’s direction,
but also under the influence of the innovative

4 Karlukovska 1992: 47-52.

academism of Nikolay Raynov. All these facts
doesn’t exclude the exercises and imitations
in a process of learning and searching of Boris
Mitov's own style. So, a shade of suspicion in
terms of authenticity falls only on this female
portrait, moreover a new layers of a black
painting and a varnish are observed. For the
red colour a presence of alizarin was supposed.
These instrumental approaches were not being
able to confirm that, they have detected cinnabar.
The combination of both for a transparency and
a vivid hue of the red colour is not excluded. In
addition such dyes are photosensitive and it's
good to add them to more stable paints.

For the portrait by Anton Mitov an
undocumented conservation is supposed.

A Raman spectroscopy was used as
a complementary technique to the XRF. It
detected a probable use of charcoal several
times. For the skin colour in the male image,
depicted by Yaroslav Veshin, minium was used
for the reddish shade, mixed most probably
with lead white and Naples yellow. Some
indications for application of amber in the
varnish, especially for the first generation of
painters after the liberation from the Ottoman
rule’, should be crosschecked with another
instrumental techniques — FTIR, just like all the
selected areas. With FTIR one can obtain more
information for the binders too.

These instrumental approaches are limited
in determining the exact pigments, colours and
hues, so they will be verified further with colour
analyzer according standards.
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® The occurrence of amber and copal varnishes does not seem so rare. In Bulgaria existed a long tradition in the
religious art and maybe the secular art was impacted by these old techniques. The amber and the copal varnishes
are common for European artists too, and some receipts are preserved (Blockx 1881:88-90).
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