
 

  

 

 
Journal of 

Digital Art & Humanities 

 

    Volume 1 Issue 1                                                  October 2020 

ISSN 2712-8148 

© Institute of Certified Specialists 



©ICS. Journal of Digital Art & Humanities, Vol.1, Iss. 1, Oct 2020 
2 

 
CONTENTS 

 

Complexity of the teaching-learning process of youth French-

language literature …………………………………………………………………. 3 
Julia Belyasova 
 

Impacts of Interview as Research Instrument of Data Collection in 

Social Sciences ……………………………………………………………………… 15 
Titus Utibe Monday 

 

The Lyrical Art of Ana Cristina Cesar ……………………………………….. 25 
Antonio Donizeti da Cruz and Dhandara Capitani 

 

Nobel Prize roots in Russia …………………………………………………….. 33 
Tatiana Antipova 
 

Why photograph ballet or where ballet photographers come from..42 
Andrey Stepanov 
 

 

 

 

 

 
 
 
 
 
 
 

 
 
 
 

 
 
 

 
 
 
 
 
 

 

  



©ICS. Journal of Digital Art & Humanities, Vol.1, Iss. 1, Oct 2020 
3 

Complexity of the teaching-learning process of youth French-
language literature 

Julia Belyasova1[0000-0001-6983-2129] 

1 The Louvain Catholique University, Belgium 
 
https://doi.org/10.33847/2712-8148.1.1_1 

 
Abstract. This article first of all aims to better understand the notion of youth 
French-language literature. It then addresses some reflections on the place of 
literature in the education. The article is finally devoted to the disclosure of the 
particularities of the teaching of the French language in a multicultural context on 
the basis of the different ways of reading and the intercultural approach that 
ensures the study of the language with immersion in a different culture. We 

emphasize also the role of youth French-language literature in learning of French 
as a foreign language. Speaking about youth literature, we awoke its challenges, 
particularities, advantages and ambitions. The cultural and intercultural values of 
youth literature in the French as a foreign language class and the construction of 
a sense of literary work in an intercultural context take a very important place in 
a reading methodology. 
 
Keywords: youth literature, interculturality, French as a foreign language, 
teaching, reading methodology. 

 
1. Introduction 

Youth literature today finds itself in a multiple position in editorial, critical and 
academic terms. At the educational level, youth literature assumes sometimes 

contradictory roles. As part of the corpus to study French as a first language in class, 
its educational function is to educate young people by transmitting knowledge (morals, 

values and culture), by forming their literary competence. 
This concern of the author to facilitate the adolescent's understanding of the 

novel does not prevent him, according to Delbrassine [10], from resorting to different 
complex literary processes. That simplicity is not a characteristic of the youth novel. 
According to her and other foreign theorists he cites in his work, the author of youth 
is obliged to respect a limit of simplicity: on the one hand, he must not Going beyond 

a certain degree of complexity. On the other hand, it cannot simplify too much, nor 
lower itself to the level of the adolescent. This limit between two features of the story: 
simplicity and complexity, creates a relationship of tension between the author and his 
reader around the book as an object of communication. The complexity of works 

intended for adolescents has increased over the years. At the same time, the author's 
concern to help the young reader understand the work. However, the writer does not 
seek to simplify or trivialize the novel to reinforce motivation to read. 

Youth literature changes its role once it has entered French as a foreign or 
second language class. The different authors highlight its cultural component in the 
context of intercultural exchanges. In the field of language teaching linked to the 
context of interculturality, we wonder how the role of the teacher of French as a foreign 
language changes if literary works become more than places for locating syntactic, 
morphological or grammatical, as it used to be and how the teacher can help his 
learners to become good foreign language readers. 

 
2. The challenges of youth literature  

Since the entry of youth literature into teaching, novels for adolescents are more 
and more often chosen by teachers to be studied in French class both in France, in 
Belgium and in other European countries. The stake of this integration is important 
because it pushes more to estimate the youth literature at its fair value. 

Firstly, this amounts to overturning received ideas on classical literature 
comprising "heritage works" and on children's literature generating more recent works. 

https://doi.org/10.33847/2712-8148.1.1_1
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For a long time and to this day, society has offered to study in class, in particular 
classical authors like Flaubert, Balzac and others, because their works lead students to 

build the notion of historical-literary and cultural movement (authors, works, 
contexts), which allows them to better contextualize the works they read. But 
children's literature also offers its readers visions of the world where all the young 
people of the class will meet. It is their literature, that which is being made here and 
now, which integrates in particular into the problematic of the universe represented 

the difficulties experienced and the questions. 
Secondly, it is to broaden the scope of possible readings for adolescents. Youth 

publishers play a considerable role in this, but they still adopt ambiguous strategies 
today. On the one hand, they aspire to enter the school fully to ensure large draws. 
On the other hand, they fear a schooling of their catalogs and a loss of spontaneous 
interest on the part of the reader because school reading is often perceived as boring 

and compulsory. According to Delbrassine [10], this negative perception of reading 

activity in the classroom is due to a gap between the reading competence of the 
learners and the know-how necessary to approach classics of the program. The pupils 
encounter obstacles: complexity of the text, abundance of literary and cultural implicit, 
difficulties in terms of language and style. These difficulties impose on all French 
teachers objectives which can be perceived as contradictory: to make known the 
pleasure of reading to young people who cannot read. 

 
3. The seduction of the reader 

The other author’s concern is the appeal of the reader.  Delbrassine [10] 
describes the reader as indulgent and patient with regard to the novels he reads. The 
strategies of seduction of the reader, which include the use of tension and proximity, 
have been adopted by the writer. They aim to capture and retain his interest and 

attention and thus immerse him in the heart of the matter. The first strategy, that of 

tension, is based on a preferential use of speech or comments. Delbrassine (2006) 
insists on two characteristics of the latter. In this case, it is almost always the present 
tale told by a first-person narrator ("I"). This text is also characterized by the intensive 
use of the present participle. The author plays on a "direct" or "immediacy" effect. It's 
about instantly placing the reader in the story as it unfolds as the story tells. Everything 
seems to happen in a permanent present where the past does not exist and the future 

does not yet exist. The reader has the impression of experiencing the events "live". 
This strategy is also used in the novel for children, where the construction of the linear 
narrative prevails. The novel written for teenagers perfectly integrates this narrative 
process in order to create an effect of tension. 

 A thriller of a psychological nature is specific to novels in the form of a diary or 

those of the epistolary genre. The "direct" effect is always present in this type of novel, 
but the psychological aspects and personal questioning appear to be preponderant. 

The author turns to elaborate means to convey the feelings of the hero-adolescent, to 
lead the reader to the most distant corners of his inner thoughts. In this respect, the 
abundance of dialogues in certain youth novels brings them closer to the television 
series where everything happens in the permanent present. Delbrassine [10] also 
speaks of the predominance of focus on the hero as the best way to reach the reader. 
The reader's sense of personal experience through the hero of his age is due in large 
part to this immediacy of the "direct" effect. 

 The proximity strategy is based on the character, "contemporary Western 
adolescent", which becomes the anchor of reading and its major interest. Delbrassine 
[10] develops this idea of kinship between the reader-adolescent and the hero-

adolescent. According to her, the former perceives the character as a living person and 
creates relationships of affinity with him. Sometimes the narrator-hero sees or talks to 
the reader by giving him advice (Homeless by Swyndells) or by sharing a secret with 

him (I envy those who are in your heart by Marie Desplechin). The hero bares and 
reveals his secret garden. This psychological proximity plays a major element in 
seducing the reader. The proximity strategy, pushed to its limits, can lead to the 
identification of the reader with the character. The latter are able to build three types 
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of relationships: "reading" when the reader identifies with the hero, "reading" when he 
projects himself into the situation experienced by the character and "reading" when he 

keeps its distances from the text. The young reader tends to favor the first two regimes 
to the detriment of a distant reading. By developing his literary reading skills, he is 
able to achieve a balance between these three movements which will allow the 
intertwining of the imaginary, the real and the symbolic [10]. 

 The narrator creates the illusion of an oral communication which is exaggerated, 

even enlarged, in the contemporary youth novel. The interpretation of these traces of 
orality is found in the history of children's literature, and more specifically in the oral 
tradition, when works for young people were told by adults. Today, it is rather a process 
that aims to create contact and maintain a relationship between the narrator-hero and 
the reader-adolescent to arouse the desire of the reader to truly meet the hero. 
Creation This type of relationship is possible if the narrative space is reduced to the 

familiar universe for the two participants (for example: school, city district) and if the 

time of the action is well defined (for example: year school or vacation period). 
Compressed time and limited space were characteristic of the contemporary novel for 
young people. 

Another way to seduce the reader is to put the hero in front of his own image 
by showing him his faults and qualities. This effect is reflected in "mirror scenes", 
mainly in stories that offer solutions to a problem affecting the inner life of a young 

person. The mirror, as "symbolic object of this quest for identity" [10], confronts the 
character as well as the real adolescent with conflicts, difficulties and existential 
questions that are relevant to both. Thanks to the novel-mirror, the reader can 
perceive “the romantic character as an alter ego, similar but different and, therefore, 
[…] better know who he is himself- same”. 

 We also find [2] that young people like to find themselves in what they read. 

These realistic texts propose identifying models. The teenage characters try to show 

the reader that other people experience joys and sufferings close to their own, that 
they are not alone in going through hardships and that there is a solution to every 
problem. 
 
4. The ambitions of youth literature 

Works intended for adolescents present an instrument capable of reconciling two 

goals: increasing the pleasure of reading and developing literacy. 
First, pedagogy attributes a significant value to youth literature: helping young 

people to understand and participate in the world through the books produced for them 
and seeking direct contact with the literary work. Two main strategies are being 
implemented either literature adapts and transmits knowledge to young people, or this 

knowledge is integrated into fiction. In the first case, the mythological episodes offer 
a good example of the appropriation of knowledge by youth literature to transmit it. 

In the second one, the didactic content constitutes only the background of the 
narration. These stories contain a number of general knowledge information, scholarly 
references. In this case, the reader is "placed in the position of spectator of knowledge 
that he sees circulating between the different characters. However, it should be noted, 
that when it is intended to be educational, youth literature is only really loved as 
recreational. The diversity of themes, subjects and literary forms of children's literature 
makes it possible to offer readings corresponding to all the tastes and desires of young 

people, explicit or implicit. 
In addition, the study of youth literature in the classroom does not stop at 

making young people aware of their personal development and informing them, it also 

aims to train the literary competence of the reader. The development of this literary 
skill includes the ability to perceive the poetic function of a text and to appropriate it. 

This appropriation includes different aspects. First, the ability to clearly 

distinguish essential narrative elements and merely descriptive details in the text. This 
ability is gradually being developed among the students and is refined during their 
school career. Second, there is the ability to glimpse the issue of the text, which allows 
us to perceive the author's intention to transmit the message and not only to generate 
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pleasure (which is nevertheless very important). Thirdly, it is about being able to 
establish a link between the narrative and the real, that is to say, to create a cultural, 

geographic, historical frame of reference, etc. The fourth ability developed through 
reading is the ability to identify writing processes, to identify certain aspects of literary 
creation. The young reader is not obliged to resort to a deep literary analysis, but this 
task will give him the possibility of perceiving the diversity of the language, the rhythm, 
the sounds, the images. Finally, the ability to take a position in relation to the text, to 

situate it in relation to one's own experience by giving a well-motivated opinion [2]. 
Delbrassine [10] shows in his thesis that youth literature reconciles two 

advantages, providing pleasure and creating know-how, through reading perceived as 
a game. So, reading is a game in its two English meanings - playing and game. 
Reading-playing implies the pleasure that the naive reader receives by identifying with 
the characters of the book read. The reading game is specific to the qualified "scholar" 

reader who takes pleasure in the distant analysis of the romantic plot. Delbrassine [10] 

compares the first type of player to a player who enjoys playing in the field and the 
second to a chess player facing a chessboard for which critical thinking is a necessity. 
The reader experiences these two different pleasures almost simultaneously when he 
is in the reading activity: sometimes one, sometimes the other; it's hard to know 
exactly what's going on in his head when he reads. Youth literature is, however, better 
placed than other forms of literature to inspire the experience of playing and to initiate 

the discovery of the game. 
 
5. The advantages of youth literature in French as a foreign language  

We have sought to identify the aspirations of youth literature to try to improve 
the reading process and its advantages, when it is introduced into French first language 
classes. In this section we will try to show that her role changes considerably once she 

has entered the French as a foreign or second language class. The cultural component 

of youth literature is intensified in the context of intercultural exchanges specific to the 
French as a foreign or second language audience. The difference in cultural point of 
view between the two target audiences on which our research was based seems 
essential here [3]. 

According to Papo [17], it is necessary to include literature in the teaching of 
French as a foreign or second language to show students that French-language 

literature bridges foreign cultures and allows intercultural exchanges. It is obvious 
however that the understanding of this literature is strongly dependent on the 
knowledge of this language, which poses a problem: finding authentic texts whose 
reception by the pupils will be controlled. 

Delbrassine [10], from a didactic point of view, evokes the interest of the 

characteristics of youth literature for the French as a foreign or second language class. 
With a view to offering youth literature to learners who are still linguistically, 

cognitively and referentially limited, this literature has many advantages. First of all, 
it offers linguistic advantages because it makes use of a current, correct language, 
close to the age of adolescents and often rid of unnecessary difficulties for foreigners. 
Its language is authentic and this literature is addressed to young native readers by a 
native author, which plays an important role in the development of interculturality. 
There is also a significant educational advantage: these texts, being intended for a 
young audience, suggest a probable interest in the literary work of youth in itself 

beyond its simple status of text for grammar and lexicon. That teaching as it was 
practiced until recently was based on a large literary corpus which was often the source 
of exercises in vocabulary, grammar and syntax. Berré [5] mentions this “grammar-

translation” method as dominant during the second part of the 19th and the beginning 
of the 20th century. The evolution of the situation of literature in education leads to 
recognize it as an object of study and to abandon this purely grammatical method. 

Literary texts become more than places for locating syntactic, morphological or 
grammatical forms, as was the case in the past. They now allow you to analyze 
language effects, to take into account text values. Learning to read in a foreign 
language becomes the objective of reading literary works in school. From the point of 
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view of its content, reading draws its resources from psychology, linguistics, sociology 
and aesthetics. The current teaching of literature puts forward its cultural role and the 

"message with cultural load" [21, p. 73] which it conveys. 
Berré [5] insists that reading becomes literary only when a relationship between 

the reader and the text is created. This is the moment of the perception of a "textual 
enigma". To reach this goal, this author proposes to select the texts according to the 
effect produced on the reader (fear, laughter, compassion ...) by encouraging the 

reader to express his emotions, which will be beneficial for learning the language in 
situations close to reality. 

 
6. The cultural and intercultural values of youth literature in the French as a 
foreign language class 

French-language youth literature is seen as a cultural phenomenon and is 

therefore linked to cultural and intercultural values. Séoud [19] says in this connection 

that literature considered as a cultural phenomenon implies a constant confrontation 
with the other cultural elements of foreign literatures. Thus, the study of texts in 
original version and translated into other languages promotes cultural training and 
motivation of learners in both French as a foreign or second language and French first 
language. 

Séoud [19] puts forward the global approach to reading. This approach allows 

the interpretation of the text and the formulation of reading hypotheses based on the 
identification of clues. He summarizes the global approach as follows: "It is the 
identification: of the form of the text, of the relevant indices and the reconstruction of 
the network formed by these indices"  [19, p. 83]. 

The form of the text or "the image of the text" [19, p. 83] reveals its material 
presentation and provides indications on the textual organization. It therefore makes 

it possible at first sight to distinguish a novel from a press article. 

As for the “relevant indices”, they appear in the form of “words with a civilization 
charge”[21, p. 170] or “words with a cultural charge” [12], also called “culturemes” by 
Collès [7]. Signs, figurative expressions and idiomatic or stereotypical expressions are 
part of "culturemes". These indices refer to social and cultural connotations, to 
historical, literary and political references, as well as to events and songs with the aim 
of creating cultural associations. In short, these are all terms that implicitly evoke a 

cultural reality. 
Séoud [19] distinguishes three levels of indices that help textual comprehension 

and bring about a cultural component. 
The organizational level includes the following articulators: rhetorical (first of all, 

also, etc.), logical (therefore, consequently, etc.), anaphoric (lexical repeats ensured 

by names, synonyms), spatio-temporal (from that, here, first). These are the linguistic 
elements which "ensure the text's cohesion, beyond the sentence, from sentence to 

sentence and from paragraph to paragraph"[19, p. 84]. 
The thematic level concerns lexical or semantic fields comprising all of the words 

which relate to the same reality. The words which form a lexical field can have in 
common to be synonyms or to belong to the same family, to the same domain, to the 
same notion. The construction of the dominant lexical fields is an important step in the 
global entry of the text. It ensures the lexical cohesion of the work and identifies the 
theme or important themes. 

The enunciative level is attached to the author's presence marks. These are 
speech acts, positions taken by the author, appreciative or pragmatic modalities 
involving the relationship between the writer and his reader. This identification aims 

to "infer indications on the conditions of production of the text" [19, p. 84]. 
The reader, having identified these clues, goes on to “reconstructing the 

networks” [19] formed by them: he compares them, opposes them, juxtaposes them 

in order to create an interpretative hypothesis. 
That constructions of reading in a foreign or second language will not be the 

same as in mother language. They are more intuitive and imprecise. They will only 
become clear through the global approach. 
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Thus, the constructive dimension of reading interests us more in the 
methodology of the global approach. If we take care to talk about it, it is because the 

objective of our project is to lead the learner to resolve these inaccuracies by reading 
(or re-reading) either a paragraph, or a few paragraphs, either of the whole text. 

As we have seen, the construction of the meaning of the literary text requires 
from the reader the implementation of a complex mechanism of intellectual operations. 
Among the difficulties specific to readers of literary reading in a foreign or second 

language, Cornaire [9] distinguishes three types of obstacles. 
Firstly, it evokes the level of linguistic competence linked to word recognition 

and their classification in relation to the acquired. It is about recognizing graphemes, 
composing them in words and connecting them in short-term memory. It may happen 
that, due to a lack of linguistic resources, one of these steps is not carried out correctly, 
and reading and text comprehension, therefore, remain slow and fragmentary. 

Secondly, Cornaire [9] underlines the difficulty linked to the limited or 

inadequate strategy repertoire. The reader with language barriers when reading does 
not know how to implement strategies that could help them overcome them. Cornaire 
[9] insists that even a good mother language reader does not automatically transfer 
his reading strategies to a foreign or second language, but he spontaneously resorts 
to deciphering and translating to check his understanding. Foreign language reading 
strategies should therefore be taught more. 

Thirdly, recent works [4] in this field evoke the need to take into account the 
affective variables which are often obstacles for the readers. These variables consist in 
the lack of self-confidence and in the concern with the text in a foreign language. As 
soon as these readers encounter an unknown first word, they can no longer advance 
in reading because of the anxiety that paralyzes them. 

The reasons for this difficulty are attributed to limited linguistic competence and 

a lack of knowledge of strategies of anticipation, dodging, setting aside the unknown 

and coming back to it later. 
At the end of this overview of the types of obstacles that may be involved in 

reading a story from another culture, we emphasize that the understanding of a work 
in a foreign or second language will be based on appropriation meaning by the reader 
passing through interpretative, individual and not always predictable hypotheses. They 
will be influenced by the difficulties experienced and by the strategies that the reader 

is able to put in place to achieve understanding. Textual interpretation will only take 
shape when the different lexical units incorporated in the text revealing cultural 
knowledge are explained. 

 
7. The construction of a sense of literary work in an intercultural context 

Papo [17] as Collès [8] consider the literary text as a "language laboratory" 
through which the language reveals and deploys with great precision its main 

functions: denotative, expressive, conative, poetic. These functions of the literary work 
allow its reader to make a value judgment that reflects the values adopted by society. 

To be able to convey aesthetic values, literature must be perceived as one of the 
major sources of the language. Through this approach, literature is discovered, first, 
as a pleasure and then as one of the means of learning the language. Literature is thus 
presented as a model of good linguistic use which one “must first love and then 
imitate”[6] . 

However, this approach neglects the text, that is to say ignoring the text itself 
as a polysemic structure by proposing a single and good interpretation of the work. By 
rejecting this point of view, Papo [17]  recommends associating the learning of French 

as a foreign language / second with a semiotic analysis which aims to make the multiple 
meanings of the text visible. This analysis will be particularly effective in the language 
class, where the various aesthetic conceptions of the learners promote cultural 

exchange and give a large choice of possible readings. According to this approach, it 
is the polysemy of literature, in general, and the reading of a literary work, in 
particular, which opens up a large space conducive to intercultural expression. 

Collès and Dufays [8] confirm this opinion by noting that both French-speaking 
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students and non-French-speaking students must carry out two operations in order to 
develop the meaning of the work: decoding the indices written in the text and the 

reconstruction of the context through allusions to other images as constructions of the 
conception of a world, to other eras and cultures. This last operation depends on the 
"cultural memory" [8, p. 60] of each reader and makes it possible to identify and 
interpret these cultural codes. One of the remarkable representations of cultural codes 
is the allusion which can take the form of quotation, parody, scenario. The appearance, 

for example, of a mythological character or a historical event brings up in the memory 
of some readers memories of other texts. Only the cultural memory of each reader 
allows these codes to be seen and interpreted. As a result, learners' literary perceptions 
can be extremely diverse depending on their own culture. Maingueneau [16] and Collès 
[7] see in this divergence a possibility of cultural exchanges. However, the gap which 
depends on the cultural memory of individuals can be considerable. 

To help grasp the subtleties of the literary text, the teacher must guide his 

students in textual comprehension by offering them techniques to discover as many 
clues as possible. Explicit forms of intertextuality (citation, for example) are easier for 
learners to spot. They are first detected by readers in the text. Perception of parody 
or allusion, on the other hand, requires careful and deep reading from the students. 
These implicit forms of intertextuality are therefore discovered in the second place, 
and often with the help of the teacher. The teacher's role [4] in this case is to familiarize 

the learners with the most frequent allusive and parodic forms. It must also make them 
perceive that these phenomena are often the source of their difficulties in textual 
comprehension. 

Following the empowerment approach recommended by Collès [7], students 
resort to collective research which is even more productive in a multicultural 
classroom. They take advantage of the maternal culture of their colleagues for whom 

the allusion or the parody given evokes, perhaps, a historical phase or a religious 

formulation. The teacher remains the last resort for learners so as not to give in to the 
temptation of ease. Upon request, students can use the encyclopedic dictionary. The 
latter makes it possible to understand the allusions made in the form of mentions 
(reference to international news, universally widespread products, world famous 
personalities). 

The identified and understood intertexts arouse pleasure in the reader-students, 

who were born with a wink grasped by the author. Young readers also feel a pleasure 
to find in their memory the trace of a literary work whose perception is changed by its 
inclusion in another text. 

We add here [4] that the public of learners (whatever it is, French-speaking or 
non-French-speaking) influences the professor. It is up to him to adopt the integration 

of literature in language lessons because the parameter of the mother language and 
culture of his students comes into play. In the case of school studies in the first 

language, the cognitive development of the individual takes place in parallel with other 
learning. On the other hand, studies in a foreign language can cause a lack of interest 
in the learner because he is in a foreign environment where his linguistic and cultural 
skills are lower than those, he has in his first language. In addition, to manage learning 
situations well, the teacher must take into account the fact that "one sees the world 
only through oneself, that one perceives the Other or the culture of the Other only 
through one's own and that one sees oneself only through the Other ”[19, p. 146]. 

Thus, Séoud [19] highlights the question of interculturality which inevitably evokes 
confrontation with "the Other". The comparison of one's own culture with that of the 
Other must take its place in the learning of literature. This parallel therefore makes it 

possible to better understand the literary culture of the learners. The identification but 
not the complete assimilation of foreign culture, on the one hand, and self-
understanding and self-reflection through others, on the other hand, become the goal 

of this learning [4]. 
Concretely, a learner follows a progressive approach, according to Collès [7]. He 

first makes his own judgment on the proposed text based on his values; he reacts in 
relation to his cultural practices. His reaction manifests itself through answers to 
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questions like "What are you familiar with?" Did this text remind you of others that you 
have read, heard? At this level, interculturality presents itself as a "mirror effect" [13, 

p. 191]. Tolerance and acceptance of other cultures requires awareness of your own 
cultural identity, your own cultural markers, your questions and your answers. The aim 
of teaching literature is not only to acquire cultural competence but above all to allow 
learners to deepen their knowledge of their cultural identity. After issuing his 
judgment, the reader will qualify his opinion by confronting it with other texts or other 

points of view in class. This multitude of opinions will then allow him to return to his 
first assessment in order to modify it according to intercultural comparisons. 

Thus, the reader realizes the affinities he has with his own culture. He compares 
it to that of others to realize what there is in common and to perceive the differences. 
At this level, interculturality presents itself as "a network of relationships between 
individuals with a personal identity" [13, p. 192]. The development of the personality 

is strongly marked by cultural exchanges with others. This approach makes it possible 

to pool the affinities and differences of the interlocutors and to reflect on the 
interaction. The creation of a parallel between the discovery of a foreign culture and 
the learning of a target language becomes an objective of teaching literature in French 
as a foreign language. 

Following Collès [7], we will say that the cultural knowledge, the concept of 
which is already conceived in the learner, becomes more precise and deepens during 

the verification of his judgment and the hypotheses established through the analysis 
of other public opinions, testimonies from critics, newspaper and media articles on the 
subject tackled in the work studied. In this case, interculturality is presented as 
"knowledge which is part of a semiopragmatic system" [13, p. 193], because the media 
play a significant role in conditioning and shaping individuals. This is explained by the 
fact that each person integrates socio-cultural practices in his own way and absorbs all 

cultural products: personal behavior, ways of thinking, feeling, wanting, etc. Thus, this 

process of cultural progress vis-à-vis the literary text makes it possible to highlight the 
links between language and culture. 

The reader's socio-cultural expectation horizon corresponds to the horizon of his 
interests, needs and experiences determined by the society around him. The reader 
concretizes a current meaning of the read work by inserting his understanding of the 
world and of life within the framework of literary references fixed by the text. 

We adopt this point of view [2] which will be useful for us to classify the different 
modes of reading explored by our study. In fact, the aesthetic norms specific to each 
literary audience can be sociologically subdivided according to the expectations of 
different groups, strata or classes, and related to the interests and needs of the 
historical situation and which determines them . There are correlations between the 

horizons of expectation of the readers and the heterogeneity of their cultural, linguistic 
and social origins. 

In any reading there is a fusion of the two horizons on the literary and social 
levels. This fusion can be spontaneous in adhering to the additional experience 
provided by the workor take a reflexive form. However, it is up to the reader to accept 
or refuse the assimilation of the literary expectation horizon to that of his personal 
experience. 

The distinction between the two horizons of expectation coincides with that 
proposed by Dufays [8]: “Reading always has two dimensions: one, collective and 

constrained, which consists in integrating the text in a context of reception (to make 
it a social object), the other more subject to individual variations. 

Reading is a two-dimensional activity: "the distinction between free reading and 

forced reading is that between" interpretative cooperation ", which is the" faithful 
"perception of effects and the "use" of the text, defined as the construction of "free" 
and "malicious" meanings "[8]. 

Based on these conclusions, we can distinguish reading as "playing" (free play) 
and reading as "game" (game subject to norms and rules). This author insists on the 
fact that only the synthesis of "playing" and "game" allows readers to give reading its 
full fruitfulness. 
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Thus, it is clear that reading as a literary act mobilizes contemporary social, 
political, economic and cultural knowledge. 

 
 8. Two ways of reading 

The distancing described by Dufays [8]  is characterized by a critical look at the 
scenario of the work, where stereotypes are perceived as devalued signs. The reader 
resorts to distancing when pragmatic reading no longer satisfies him, because it is not 

capable of filling the "semantic vacuum" [8, p. 185] felt. The reader distances himself 
from the story he is reading. His attention is focused on the connotations, the hidden 
meaning and on everything that the text conceals as unconscious. The reader who 
distances himself from the text clearly sees stereotypes in it and thus undertakes 
textual interpretations. The reader undoubtedly derives from both the Ego Ideal and 
the Superego, brings them into play for the sake of secondarity, attention, reflection, 

critical implementation of knowledge. He begins to identify "places of certainty" and 

textual referents with a critical eye in order to submit to reading - game and its "rules 
of the game". This dimension of the reader is doubled by a bodily component called 
reader. The reader is part of the real world when his eyes follow, jump the lines or go 
back, when he hears the noise of the pages, weighs the book, touches a blanket. The 
reader is thus situated in a factual environment called the frame effect. 

 Pragmatic reading is more mobilized in the face of fiction and the reading of 

"distancing" in the face of poetry. By the fact that the adventure, love or suspense 
novel encourages the reader to immerse themselves in reading without first thinking 
about the way in which the text was written. On the contrary, poetic reading requires 
focusing on content, deciphering stereotypes and the implicit. The experienced reader 
will embark on a medium path between "passionate" reading and rational reading. This 
position of duplication raises the question of the balance between illusion and reality: 

the reader-player can both believe and not believe "in the paradoxical reality of 

illusion". Thus, during reading, the reader creates a link, a back-and-forth between 
participation (the authority of referents) and distancing (reflection on their aesthetic 
and ideological effects) [8], between playing and game. This coming and going 
becomes a source of literary value. Reading as a game determines the literary fact. 
This author explains this by the fact that, if the writings exist without readers, literature 
cannot be imagined without reading. The most important thing in the literature is that 

all aesthetics go through reading: this may be the judgment of the public or that of 
the author who presents himself as a writer and reader at the same time. Literature is 
a reading effect which depends on the attitude one adopts towards the text. Writing 
becomes literary only after having received a literary dimension from each reader and 
each generation of readers [8]. 

 
9. Reading methodology  

In the area of language teaching linked to the context of interculturality, we 
wonder how the role of the teacher of French as a foreign language changes if literary 
works become more than places for locating syntactic, morphological or grammatical, 
as it used to be and how the teacher can help his learners to become good foreign 
language readers. Literary works in themselves currently allow us to analyze the 
effects of language, to take into account textual values. Learning to read in a foreign 
language becomes the objective of reading literary works in the French as a foreign 

language class. From the point of view of its content, reading draws its resources from 
psychology, linguistics, sociology and aesthetics. The current teaching of literature puts 
forward its cultural role and the "message with cultural load" [21, p. 73] which it 

conveys. 
To underline these remarks, let us quote Le Moigne, who rebels against the 

desire to divide the didactics of languages-cultures into two independent specialties: 

"mastery of a language without mastery of its culture and mastery of a culture without 
mastery of its language are only ruin of the soul! [15, p. 422]. For him, it is impossible 
to separate pragmatics, epistemics and ethics. The methodology alone explains "how 
to do it" but it does not allow us to "question the legitimacy of this methodological 
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knowledge or the effectiveness of the actions and behaviors that they offer". 
Consequently, this researcher insists on teaching "in terms of ends" and not only "in 

terms of method" [15, p. 422]. Thus, the interaction between these three phenomenas 
(pragmatic, epistemic, ethical) leaves the teacher free to ask himself: "Why? ":" Why 
is the learning-teaching process done this way? The diagram by Le Moigne [15, p. 242] 
which we present below (Fig.1) illustrates these remarks very well. 

 

  ETHICS   

     

How to do 

 

 

 

Why to do 

     

EPISTEMIC 
 

  PRAGMATICS 

     

Learning culture  And  Teaching culture 

 
   

 

In What Context  For  Which Project 
 

Fig. 1. The three concepts of Le Moigne 

 
Let’s take a closer look at what is meant under each of these concepts [3]. 
The teleology used in this context is a "critical science of the study of finalization 

processes" according to Simon and Le Moigne [15, p. 26]. Each individual has this 

property in him to work out the ends to conceive his actions, his attitude, his conduct, 
his experiences. This finalization process makes our behaviors and their shortcomings 
intelligible to us. 

Questioning "why" in our context leads us to reflect on the question "why teach 

youth literature in French as a foreign language class?" " 
   Youth literature in French as a foreign language class creates the basis for 

intercultural exchanges and thus demonstrates differences from a cultural point of 

view. It also has linguistic advantages by offering texts written in a common, correct 
language and at the same time rid of unnecessary difficulties for foreigners. Its didactic 
advantage is manifested by the fact that it offers texts evoking the interest in the work 
in itself beyond its simple status as a text for lexico-grammatical exercises. 

The complexity, the back-and-forth relationship between ethics, pragmatics and 
epistemics can be illustrated by the progressive approach developed by Collès to 

explain the process of acquisition of cultural knowledge by the reader-learner . The 
latter initially has knowledge accumulated in "collective memory"[8, p. 60]. When he 
reads, he makes his judgment based on his own values. Then, the reader can compare 
his opinion with other texts or other points of view brought up in class. In this 

interaction, he realizes the affinities in relation to his own culture, then perceives 
differences and therefore learns through his interlocutors. Thus, the reader, having 
already conceived cultural knowledge, has deepened and clarified it to acquire new 

cultural knowledge. This example shows that the progressive approach to 
interculturality is nonexistent without the complexity of the three phenomena which 
are ethics, pragmatics and epistemics. 

Between 
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By clarifying the problematic of our study, we emphasize the complexity of the 
teaching-learning process of literature. Following Le Moigne [15], we specify once 

again that the way of reasoning must be reflected in the way of teaching. The teacher 
is at the heart of complexity, at the center of this back and forth between pragmatics 
and epistemics (see Figure 1 above). Its purpose is to give meaning, to maintain its 
evolutionary dynamic, to produce ethical awareness - the engine of intelligence to face 
the complexity of life. The teacher must keep "this double relation of knowledge and 

action; from thought to practice and from practice to thought ”[15, p. 433] which is 
formed in science and science is in life. 

 
10. Conclusion 

By way of conclusion, we would like to say that the understanding of the literary 
work by the reader est very important. The choice of language and the implementation 

of means in the narrative areas to ensure the comprehension of readers become 

essential for the writer who aspires to attract his audience. For the teenager to like the 
book, he has to speak like him, in a familiar style. In this case, it is up to the author 
himself to set the limits of this familiarity in his work so that it is both attractive to 
young people and tolerated by parents and teachers. He is constantly anxious to write 
books in a language supposed to appeal to adolescents, books capable of answering 
their essential concerns and corresponding to their centers of interest. Regarding the 

narrative techniques implemented by the writer in order to strengthen the motivation 
to read among young readers 

We would also like to emphasize once again that the teaching of the languages 
and cultures which are the subject of our study is closely linked to the question of 
interculturality in the teaching of literature. By this study we wanted to demonstrate 
that the French teacher armed with mediation instruments teaches students more 

effectively to become autonomous in the face of the text. In addition, learners are 

given good tools to become attentive readers able of understanding that literary works 
transmit culture and build a bridge between foreign cultures. 

We were based this research on the theory of multicultural education (E.R. 
Khakimov [14]), on the concept of culture dialogue [11],[18],[20] and on the theory 
of culture teaching [1].  

We recognize that the main goal of students is to learn to communicate in a 

foreign language, but it is impossible to deny that culture has its place in the  foreign 
language classes. Being a teacher, we pinpoint one of the main tasks - to participate 
in the personal cultural enrichment of our students through reading the youth 
literature. This axiom is correct and independent of the teaching subject, but it is 
especially confirmed when a person studies in a foreign language class where he is 

directly connected to another culture, different from his own. This connexon also 
passes by reading. 

Indeed, the foreign language studying is also associated with the discovery of a 
new culture, different ways of life and ways of thinking. Thus, the integration of the 
cultural dimension with the language dimension allows learners to open up to other 
cultures and thereby contribute to more objective, more tolerant and more respectful 
perception of the realities. Consequently, students can challenge stereotypes and 
common features of the studied culture, guided by learned cultural elements (for 
example, lifestyle, habits, behavior) [4]. The reader can find all these elements in the 

youth literature works. 
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Abstract. This paper examined the implications of using interviews as method of 
data collection in social sciences with reference to researcher’s experience during 
fieldwork. The paper is purely qualitative and documentary sources were source of 
data collection. The paper argued that interview as an instrument of data collection 
when compared to other data collection techniques like questionnaire is more 
powerful in eliciting narrative data that allow researchers to investigate people's 
views in greater depth. The paper indicated that interview as a tool for social 
science data collection research helps to facilitate in obtaining direct explanation 
for human actions through a comprehensive speech interaction. The paper 
concluded that although interviewing is a powerful way of getting insights into 
interviewee's perceptions, it could go hand in hand with other methods providing 
in-depth information about participants' inner values and beliefs. For instance, 
using personal observation as a supplement to interviews would allow researchers 
investigate participants' external behaviors and internal beliefs. Therefore, the 
paper stressed that using more than one data collection instrument (although it 
depends on the research questions) would help obtaining richer data and validating 
the research findings. 
 
Keywords: Interview, Data Collection, Ethical Orientation, Social Research. 

 

1.  Introduction 
Research in social sciences differs in a number of aspects but they do have some 
commonalities. For example, what do action research, evaluation research, 
ethnography, phenomenology and others have in common? One of the common 
aspects is the need to collect data. Data collection could be derived from a number of 
techniques, tools or methods, which include Interviews, Focus Group Discussions 

(FGDs), Surveys, Telephone Interviews, Fieldnotes, Taped social interaction or 
questionnaires, thus, one has to select from any available tools which would provide 
data he/she seek for testing hypothesis or achieving the objectives of the topic under 
investigation (Heaton, 2004; Prabnat  & Meenu, 2015).  
Data collection is an essential component to conducting research. Data collection is a 

complicated and hard task. Indeed, it is also very difficult to say which the best method 
of data collection is. Collecting credible or valid data is a tough task, and it is worth 

mentioning that one method of data collection is not inherently better than another 
(O’Leary, 2004). Therefore, which data collection method to use would depend upon 
the research goals and the implications of the method.  
In order to collect data, the researcher should be able to access the data that needs 
to be collected for the study. Data could be gathered from a number of sources 
including written documents, records, workplaces, the internet, surveys or interviews. 
Interview have long been an essential research method (Olthmann, 2016). It is the 

primary method used in qualitative research and the most direct, research focused 
interaction between research and participants (Doody & Noonman, 2013; Schultze & 
Avital, 2011).  However, interview as a technique of collecting qualitative data has 

been written for decades, there is a curious juxtaposition between theoretical and 
practical experiences (performed in the course of fieldwork). Therefore, this current 
article seeks to rectify this gap in the literature, by explicitly elucidating the 

researchers’ experiences and examining the key component of the context. This paper 
discusses data collection from four types of interviews- structured interviews, semi-

https://doi.org/10.33847/2712-8148.1.1_2
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structured interviews, unstructured interviews and non-directive interviews as well as 
examines some of the ethical issues involved in conducting an interview.  

 
2. Defining Interview  

Interview is a way of collecting data as well as to gaining knowledge from 
individuals. Kvale (1996:14), defined interviews as “ … an interchange of views 
between two or more people on a topic of mutual interest, sees the centrality of human 

interaction for knowledge production, and emphasizes the social situatedness of 
research data.”  Indeed, interviewing is expected to broaden the scope of 
understanding investigated phenomena, as it is a more naturalistic and less structured 
data collection tool (Hamza, 2014). 
In this paper interview is seen as the verbal conversation between two people with the 
objective of collecting relevant information for the purpose of research. Interviews are 

particularly useful for getting the story behind a participant’s experiences. The 

interviewer could pursue in-depth information around the topic.  Interview is useful as 
follow-up to certain respondents. Interview is a two-way method which permits an 
exchange of ideas and information (Prabnat & Meenu, 2015). 
In addition, interview is a systematic way of talking and listening to people and another 
way to collect data from individuals through conversations. The researcher or the 
interviewer often uses open questions. Data is collected from the interviewee. The 

researcher needs to remember the interviewer’s view about the topic is not of 
importance. The interviewee or respondent is the primary data for the study.  
Interviews are ways for participants to get involved and talk about their views. In 
addition, the interviewees (respondents) are able to discuss their perception and 
interpretation in regards to a given situation. It is their expression from their point of 
view. One could argue here that interview is not simply concerned with collecting data 

about life alone, it is part of life itself, indeed, its human embeddedness is inescapable. 

The researcher has to know and select the appropriate method for addressing the 
needs of the research questions or the objectives of the study. Then, the researcher 
has to make a decision and choose the right method for that study. Data collection has 
its complexities and demands. This paper argued that (though subject to criticism) the 
right data collection method is interviewing, which has its own issues and complexities, 
and demands its own type of rigor and systematic methods. 

However, it is the role of the researcher to ask questions. The questions ought to depict 
valid response from respondents. Hoyle et al. (2002) argued that questions have dual 
goals of motivating the respondents (interviewees) to give full and precise replies while 
avoiding biases stemming from social desirability, conformity, or other constructs of 
disinterest.  

Interviewers that have been properly trained, and play the proper role of the 
interviewers along with well-designed questions could conduct a good interview. Thus, 

proper training and proper interviewer behaviour could help greatly in achieving the 
goals. 
 
3. Reasons of using Interview for Data Collection in Research.  

Gray (2004) identified the following reasons:  
 

 There is a need to attain highly personalized data.  

 There are opportunities required for probing.  
 A good return rate is important.  
 Respondents are not fluent in the native language of the country, or where 

they have difficulties with written language.  
 

However, it is necessary for the researcher to prepare before the actual interview. 

The interview starts before the interview actually begins. This is the researcher’s 
preparation stage. This is what is also referring to as training and sensitization stage 
before taking notes or recording of the respondent’s opinions. Once the interview is 
conducted the researcher needs to make sure that the respondents have:  
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 A clear idea of why they have been asked.  

 Basic information about the purpose of the interview and the research work of 
which it is a part.  

 Some idea of the probable length of the interview and that you would like to 
record it (explaining why).  

 A clear idea of precisely where and when the interview will take place (Gillham, 

2000).  
Also, the interview needs to be effective and this is the responsibility of the researcher. 
The researcher ought to have the following skills and abilities:  
 

 An ability to listen.  
  An ability to be non-judgmental.  

  A good memory.  

 Ability to think on his/her feet.  
 

An interview guide is also an essential component for conducting interviews. An 
interview guide is the list of questions, topics, and issues that the researcher wants to 
cover during the interview. The interview guide should be clear and avoid ambiguity. 
The researcher ought not ask personal or illegal questions and be comfortable with 

silences and wait for the respondent to speak.  
The following are steps to devise an interview guide: 
 

 Identify appropriate topics and questions.  
 Decide on the level of detail.  
  Draft the questions.  

  Order the questions.  

  List any probes or prompts; and  
  Pilot the questions. Have the informant identify the problems during the pilot. 

 
4. Summary of the Methods of Conducting Practical Interview 

Rapport Building: Interviewer should increase the receptiveness of the 
respondent by making him believe that his opinions are very useful to the research, 

and is going to be a pleasure rather than an ordeal.  
Introduction: An introduction involves the interviewer identifying himself/herself 

by giving him his/her name, purpose and sponsorship if any. An introductory letter 
from the organization goes a long way in conveying the study’s legitimacy.  

Probing: Probing is the technique of encouraging the respondents to answer 

completely, freely and relevantly.  
Recording: The interviewer could either write the response at the time of interview 

or after the interview. In certain cases, where the respondent allows for it, audio or 
visual aids can be used to record answers.  

Closing: After the interview, interviewer should thank the respondent and once 
again assure him/her about the worth of his/her answers and the confidentiality of the 
same.  
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Fig.1. Qualitative Data Collection Techniques 
Source: Configuration from the Author, 2020 

 
Personal Interview: Is a face to face two-way communication between the 

interviewer and the respondents. Generally, the personal interview is carried out in a 

planned manner and is referred to as ‘structured interview’. This can be done in many 
forms example door to door or as a planned formal executive meeting. A personal 
interview involves a lot of preparation.  

Telephone Interview: Telephone interview the information is collected from 
the respondent by asking him questions on the phone is called as telephone interview. 

The combination of telephone and computer has made this method even more popular.  
Focus Group Discussions Interview: Focus group interview is an 

unstructured interview which involves a moderator leading a discussion between a 
small group of respondents on a specific topic. Although focus groups can be suitable 
for investigating complex behaviors, it can sometimes be very time-consuming and 
effortful process. 

Depth Interview: Depth interview is nondirective in nature where the 
respondent is given freedom to answer within the boundaries of the topic of interest.  

 
5. Types of Interviews  

There are many types of interviews, which include:  
 Structured interviews.  

  Semi-structured interviews.  
 Unstructured interviews.  
 Non-directive interview.  
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Structured Interviews  
A structured interview is sometimes called a standardized interview. The same 

questions are asked of all respondents. Corbetta (2003:269) states structured 
interviews are “… interviews in which all respondents are asked the same questions 
with the same wording and in the same sequence.” It would be ideal when questions 
could be read out in the same tone of voice so that the respondents would not be 
influenced by the tone of the interviewer (Gray, 2004: 215).  

In structured interview, the key feature is that it is mostly organized around a 
set of predetermined direct questions that require immediate, mostly ‘yes’ or ‘no’ type, 
responses. Thus, in such an interview, the interviewer and interviewees would have 
very little freedom (Berg, 2007). Accordingly, it could be argued, that this type of 
interviews is like the ‘self-administered’ quantitative questionnaire in both its form and 
underlying assumptions (Hamza, 2014). 

Bryman (2001:107) explains structured interview entails:  

 
The administration of an interview schedule by an interviewer; the aim is for all 

interviewees to be given exactly the same context of questioning. This means that 
each respondent receives exactly the same interview stimulus as any other. The goal 
of this style of interview is to ensure that interviewees’ replies can be aggregated. 
Questions are usually very specific and very often the interviewee a fixed range of 

answers (this type of question is often called closed, closed ended, pre-coded, or fixed 
choice).  

 
This type of interview introduces some rigidity to the interview (Corbetta, 2002). 

For example, probing could be a problem area for structured interviews. Respondents 
might not understand the question and unable to answer it. Moreover, respondents 

could not have received sufficient information to answer the question. Bryman (2001) 

argued that: 
 
The problem in either situation is obvious; the interviewer’s intervention may 

influence the respondent and the nature of interviewers’ ability in respondent’s replies 
that does not reflect ‘true’ variation.  

 

The strengths of structured interviews are that the researcher has control over 
the topics and the format of the interview. This is largely because a detailed interview 
guide is used. Consequently, there is a common format, which makes it easier to 
analyze, code and compare data. Again, a detailed interview guide could permit 
inexperienced researchers to do a structured interview.  

According to David & Sutton (2004) remarked that structured interviews is 
prompting could be included with the questions and when a question is inappropriate, 

data on why no response was made could be recorded. Again, non-verbal cues, such 
as facial expressions, gestures could be recorded.  

On the contrary, weakness of structured interviews is they adhere too closely to 
the interview guide and may be the cause of not probing for relevant information. Also, 
since there is a set interview guide, the respondents may hear and interpret or 
understand the questions in a different manner. The researcher’s verbal comments, 
and non-verbal cues can cause bias and have an influence upon respondents’ answers. 

 
Semi-structured Interview  
On the other hand, semi-structured interviews are non-standardized and are 

frequently used in qualitative research. The interviewer does not do the research to 
test a specific hypothesis (assumptions) or theories rather achieving the questions or 
objectives of the study (David & Sutton, 2004). The researcher has a list of key themes 

(patterns and categories), issues, and questions to be covered. When undertaking such 
interviews, researchers recommended to using a basic checklist that would help to 
cover all relevant areas (i.e. research questions or objectives). The advantage of such 
a checklist is that it allows for in-depth probing while permitting the interviewer to 
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keep the interview within the parameters traced out by the aim of the study (Berg, 
2007; Hamza, 2014). In this type of interview, the order of the questions could be 

changed depending on the direction of the interview. An interview guide is also used, 
but additional questions could be asked as a follow up questions base on the 
respondent’s further experience and opinions on the topic under investigation. 

Corbetta (2003:270) argued that semi-structured interviews as follows:  
 

The order in which the various topics are dealt with and the wording of the 
questions are left to the interviewer’s discretion. Within each topic, the interviewer is 
free to conduct the conversation as he thinks fit, to ask the questions he deems 
appropriate in the words he considers best, to give explanation and ask for clarification 
if the answer is not clear, to prompt the respondent to elucidate further if necessary, 
and to establish his own style of conversation. 

 

Furthermore, additional questions could be asked, and some may be questions 
that have not been anticipated in the beginning of the interview. It involves note-taking 
or tape recording documents interview. In fact, this type of interview gives the 
researcher opportunity to probe for views and opinions of the interviewee. Probing 
here is a way for the interview to explore new paths which were not initially considered 
(Gray, 2004; Rubin & Rubin, 2005). That is having key themes and sub-questions in 

advance lies in giving the researcher a sense of order from which to draw questions 
from unplanned encounters (David & Sutton, 2004). 

The researcher conducting semi-structured interviews is freer one than 
conducting a structured interview (Kajornboon, 2004) in which the interviewer does 
not have to adhere to a detailed interview guide. Patton (2002:343) recommends that 
to “explore, probe, and ask questions that will elucidate and illuminate that particular 

subject to build a conversation within a particular subject area, to word questions 

spontaneously, and to establish a conversational style but with the focus on a particular 
subject that gas been predetermined.”  

To this effect, the strengths of semi-structured interviews are that the 
researcher could prompt and probe deeper into the given situation. For example, the 
interviewer inquires about using Information Communication Technology (ICT) like 
Card Readers and electronic voting machine in conducting elections in Nigeria. Some 

respondents are more advance and computer literate than others are. Hence, with this 
type of interview the interviewers are able to probe or asked more detailed questions 
of respondents’ situations and not adhere only to the interview guide. In addition, the 
researcher could explain or rephrase the questions if respondents are unclear about 
the questions. 

However, the limitation of this type of interview is that inexperienced 
interviewers may not be able to ask prompt questions. When this is the case, some 

relevant data could not be gathered. In addition, inexperienced interviewers would not 
likely probe into a situation. For example, when the respondents do not know how to 
vote electronically, the interviewer needs to probe and find out the reasons and ask 
for explanations.  

 
Unstructured Interview 
This type of interview is also known as open-ended.  As the name implies it is 

non-directed and is a flexible method. Gubrium & Holstein (2002) argued that, unlike 
the structured interview, this kind of interviewing is an open situation through which a 
greater flexibility and freedom is offered to both sides (i.e. interviewers and 

interviewees), in terms of planning, implementing and organizing the interview content 
and questions. Therefore, the interviewer here would be more “keen to follow up 
interesting developments and to let the interviewee elaborate on various issues” 

(Dörnyei, 2007 and Hamza, 2014). 
Furthermore, unstructured interview is often use by novice researchers. It is 

more casual than the aforementioned interviews. There is no need to follow a detailed 
interview guide. Each interview is different. Interviewees are encouraged to speak 
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openly, frankly and give as much detail as possible concerning the topic under 
investigation.  

Usually the interviewer has received virtually little or no training or coaching 
about the interview process and has not prepared much. The interviewers ask 
questions that respondents would be able to express their opinions, knowledge and 
share their experience easily. This kind of interviews could create some problems 
because the interviewer may not know what to look for or what direction to take the 

interview. The researcher may not obtain data that is useful to the question of the 
study. The interviewer needs to think about what to ask and to ask questions carefully 
and phrase them properly and know when to probe and prompt. In an unstructured 
interview, the researcher has to be a good listener and note new or interesting data 
the interviewee gives. It requires good communication and facilitation skills. 

The strengths of unstructured interviews are no restrictions are placed on 

questions. It is useful when little or no knowledge exists about a topic. So, background 

data could be collected. Unstructured interviews are flexible and the researcher could 
investigate underlying motives.  The drawbacks of unstructured interviews are that 
they could be inappropriate for inexperienced interviewers. The interviewers could be 
bias and ask inappropriate questions. Also, respondents may talk about irrelevant and 
inconsequential issues. Consequently, it could be difficult to code and analyze the data 
easily.  

 
Non-directive Interview 
The structured and semi-structured interviews are somewhat controlled by the 

researcher who has set the issues and questions. In non-directive interviews there is 
no preset topic to pursue. That is questions are usually not pre-planned. The 
interviewer listens and does not take the lead. The interviewer follows what the 

interviewee has to say. The interviewee leads the conversation.  

The interviewer has the objectives of the research in mind and what issues to 
cover during the interview. The interviewee is allowed to talk freely about the subject. 
The interviewer’s role is to check on unclear points and to rephrase the answer to 
check for accuracy and understanding (Gray, 2004). 

The interviewer does not know which direction the interview will take. Non-
directive interviews have their origin in dynamic psychology and psychotherapy with 

the objective to help patients reveal their deep-seated and subconscious feelings 
(Corbetta, 2002). The strengths of non-directive interviews are to find the deep-seated 
problem and the subconscious feelings. On the other hand, the disadvantages are that 
there are no directions or issues to explore which can cause some problems in coding 
and analyzing the data. 

 
6. Strengths and Weaknesses of using Interview in Research 

Interview compared to other data collection techniques like questionnaire is 
more powerful in eliciting narrative data that allows researchers to investigate people's 
views in greater depth (Kvale, 1996). In a similar vein, Cohen et al. (2007:29) argued 
that interviewing is “a valuable method for exploring the construction and negotiation 
of meanings in a natural setting”. The value of interviewing is not only because it builds 
a holistic snapshot, analyses words, reports detailed views of informants; but also 
because it enables interviewees to speak in their own voice and express their own 

thoughts and feelings (Berg, 2007; Hamza, 2014). Interviewing is expected to broaden 
the scope of understanding investigated phenomena, as it is a more naturalistic and 
less structured data collection tool. Interview as a tool for social research help to 

facilitates in obtaining ‘direct’ explanations for human actions through a comprehensive 
speech interaction. The strengths and weaknesses are as follows: 
 

Strengths of Interview Method 
 Opportunity for Feedback – Interviewer can provide direct feedback to 

the respondent, give clarifications, and help alleviate any misconceptions or 
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apprehensions over confidentiality that the respondent may have in answering the 
interviewer’s questions. 

 Probing Complex Answers – Interviewers can probe if the respondent’s 
answer is too brief or unclear. This gives interviewers some flexibility in dealing with 
unstructured questions and is especially suited for handling complex questions. 

 Length of Interview – If the questionnaire is very lengthy, the personal 
interview is the best technique for getting respondents to cooperate, without 

overtaxing their patience.  
 Complete Questionnaires – Personal ensures ensure that the 

respondent will answer all questions asked, unlike in telephone interview where the 
respondent may hang up or in mail questionnaire where some questions may go 
unanswered. 

 Props and Visual Aids – Interviewers have the opportunity of showing 

respondents items such as sample products, graphs, and sketches, which can aid in 

their answers. 
 High Participation – Interviewing respondents personally can increase 

the likelihood of their participation, as many people prefer to communicate directly 
verbally and sharing information and insights with interviewers (Haris, n.d, Hamza, 
2014). 

Weaknesses of Interview Method 

 Cost – Personal interviews are usually more expensive than mail, 
telephone, and internet surveys. Factors influencing the cost of the interview include 
the respondents’ geographic proximity, the length and complexity of the questionnaire, 
and the number of non-respondents. 

 Lack of Anonymity – Respondents are not anonymous in a personal 
(face-to-face) interview and may be reluctant to disclose certain information to the 

interviewer. Hence, consideration must be expended by the interviewer when dealing 

with sensitive questions to avoid bias effects on the respondent’s part. 
 Necessity for Callbacks – When a person selected for interview cannot 

be reached the first time, a callback must be scheduled which result in extra cost and 
time spent. 

 Variance Effects – It has been shown that the demographic 
characteristics of the interviewer can influence the answers of the respondents. In one 

study, male interviewers had a much larger variance of answers than female 
interviewers in a sample of most female individuals. 

  Dishonesty – Interviewers cheat to make their life easier and save 
time and effort. 

 Personal Style – The interviewers individual questioning style, 

techniques, approach, and demeanor may influence the respondents’ answers. 
  Global Considerations – Cultural aspects may influence peoples’ 

willingness to participate in an interview (e.g. repressive Middle Eastern cultures 
discourage females from being questioned by male interviewers). 

 
7. Ethical Issues and Interview Techniques in Research 

In conducting interview most especially in social sciences which deals with 
human behaviours, ethical issues are one of the main concerns. Confidentiality must 
be given. According to Cohen et al (2007), as interview is considered an intrusion into 

respondents' private lives with regard to time allotted and level of sensitivity of 
questions asked; a high standard of ethical considerations should be maintained. 
Therefore, ethical issues should be considered at all stages of the interview process. 

That is, participants should provide their informed consent before participating in the 
interview: a key step that researchers should adhere to throughout the whole research 
(Hamza, 2014). Respondents “should not be harmed or damaged in any way by the 

research. It is also important to note that interviews are not used as a devious means 
of selling something to the respondents (Gray, 2004). For instance, when respondents 
are uneasy and become upset, the interview could be cancelled or postponed. The 
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following is a list of some of the issues and suggested ethical solutions (Patton, 2000 
and Gray, 2004).  

 

✓ Explain purpose: Explain the purpose of the inquiry to the respondent.  

✓ Promises and reciprocity: State what the respondent will gain.  

✓ Risk assessment: Consider in what ways the interview might put the respondent at 

risk in terms of stress, legal liabilities, ostracism, or political repercussion.  

✓ Confidentiality: Reflect on the extent to which promises of confidentiality can be 

met. (Confidentiality means you know but will not tell. Anonymity means you do 

not know, as in a survey returned anonymously).  

✓ Inform consent: What kind of consent is necessary, if any.  

✓ Data access and ownership: Evaluate who has the right to access data and for what 

purpose.  

✓ Mental health: Consider how interviewer and interviewee mental health may be 

affected by conducting the interview.  

✓ Advice: Appoint an adviser on ethical matters during the study.  

✓ Data collection boundaries:  How hard will you push for data? What lengths will 

you go to in trying to gain access to data you want? What won’t you do? etc. 
 

Among all, when an interview has been completed and is considered a good 
interview, the respondents ought to know more about themselves and their situation. 
However, the researcher must remember that the purpose of research is to collect data 
and not to change the respondents or their opinions (Gray, 2004). Again, to protect 
the participants' rights and to avoid causing them any harm, researchers should assure 
that the collected data will be strictly confidential and anonymous. More importantly, 

however, participants should be told that their participation in the interview is entirely 

voluntary, and that they could withdraw at any time. Indeed, appropriate consent 
forms need be design; translated into languages of the respondents (if needed); and 
distributed among the participants to sign. Furthermore, a brief explanation of the 
study's nature and the participants' rights should be distributed. 
 
8. Conclusion 

This paper discussed interview as research instruments of data collection in 
social sciences. Interview is one way to collect data and to gain knowledge from 
individuals. Research method in social science research is an essential part of any 
research project as they determine its success, validity and reliability. The type of 
interview to conduct would depend upon the objectives of the research.  Four types of 

interviews were discussed in this paper: structured interviews, semi-structured 
interviews, unstructured interviews, non-directive interviews and ethical consideration 

in research. Some examples were given as well as the strengths and weaknesses of 
each type of interview.  

However, it is worthwhile doing interview in social science research this is largely 
because it offers researchers the opportunity to uncover information that is probably 
not accessible using other techniques such as questionnaires and personal 
observations. Interview makes researcher to feel that the data he collected is true and 
honest and original by nature because of the face to face interaction with respondents. 

Moreover, interviewing is not merely a data collection tool; it is rather a natural way 
of interaction that could take place in various situations. Indeed, with the presence of 
the interviewer, mutual understanding could be ensured, as the interviewer could 
rephrase or simplify questions that were not understood by his/her interviewees. As a 

result, more appropriate answers and, subsequently, more accurate data would be 
reached. Therefore, one could argue here that although being a prevalent research 

instrument (mostly in qualitative research) it does not mean that interviews should not 
(steadily and cautiously) be shaped in terms of first how they are used, and then how 
they are reported. Thus, interview should not only be illustrative, but reflective and 
critical. 
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This paper concludes that although interviewing is a powerful way of getting 
insights into interviewee's perceptions, it could go hand in hand with other methods 

providing in-depth information about participants' inner values and beliefs. For 
instance, using personal observation as a supplement to interviews would allow 
researchers investigate participants' external behaviors and internal beliefs. Therefore, 
although it depends on the research questions, the paper submits that using more than 
one data collection instrument would help obtaining richer data and validating the 

research findings. 
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Abstract. Ana Cristina Cesar is one of the great poets of the 1970s and 80s in 
Brazil. In this paper, some of her poems are analyzed in the perspective of how 
her lyrical narrative presents an interactive dialogue with the reader and criticizes 
modernity. Ana Cristina Cesar's poetic work privileges critical-reflexive language, 
the theme of identity, alterity, lyrical memory, poetic synthesis, and questioning, 
as marks of modernity. The word-memory is the essential factor that moves the 
aspirations and feelings of poetic self, because at the moment of reminiscing, the 
self recollects, in depth, the events and experiences previously experienced. The 
word is a force that drives the Word Artist to realize dreams, goals, and 
achievements. Through the poetic word, the poem develops the continuous 
transmutation of language, generating new possibilities of being and effecting 
poetic procedures through the lyrical genres, centered in the articulations of the 
poetic creation. The poetic craft is essentially of creating oneself, thus poetry being 
also self-creation, knowledge, and transmutation.  
 
Keywords: Brazilian Poetry, Lyrical Analysis, Poetic Craft. 

 
 

1. Ana Cristina Cesar and her poetic craft 
1.1. Ana C. and her background 

Ana Cristina Cesar (or Ana C., as she used to sign her works) was one of the 

main authors of the Brazilian “mimeograph generation”, which appeared in Brazil in 

the 1970s and 80s. Such epithet refers to the technology available to these marginal 

artis-tis at the time, to reproduce their work on a scale and thus disseminate it. Ana 

C. was a poet truly in contact with her historical moment, discussing, in her critical 

texts, the issue of political transgression and how the context of the military 

dictatorship influenced artists in finding their own voices. 

ANA CRISTINA CESAR was born in Rio de Janeiro, in June 1952. She published 

her first poems early in life, in 1959, in the “Suplemento Literário”, of the Rio de 

Janeiro’s newspaper Tribuna da Imprensa. In 1975 she got her degree in Letters from 

the Pontifical Catholic University (PUC) of Rio de Janeiro, and her Master in 

Communication from the School of Communication of the Federal University of Rio de 

Janeiro in 1979. In the following year, she achieved her title of Master of Arts (MA) in 

Theory and Practice of Literary Translation from the University from Essex, England, 

translating the short story Bliss, by Katherine Mansfield. She practiced intense 

journalistic and editorial activities and as a translator of relevant foreign authors, 

including the poet Sylvia Plath. He translated several works, among them, “The Hite 

Re-port: a profound study on female sexuality”, by Shere Hite, as well as wrote several 

literary and journalistic essays. 

Ana Cristina Cesar published the following works: Luvas de pelica; Cenas de 

abril; Correspondência completa; Literatura não é documento. In 1982, he published 

A teus pés. After her death, on October 29, 1983, the gathering of some her 

unpublished writings resulted in compilations organized by Armando Freitas Filho, such 

as: Inéditos e dispersos (prose and poetry) (1985); Escritos da Inglaterra (1988), 

Escritos no Rio (1993) and Crítica e Tradução (1999); and in the most recent collection, 

of her assorted texts and drafts, Antigos e Soltos (2008), organized by Viviana Bosi. 

https://doi.org/10.33847/2712-8148.1.1_3
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Fig. 1. Collage of pictures of Ana Cristina Cesar [1]. 

 

1.2. Lyrism and enchantment in language 

Ana Cristina Cesar's texts register the subtleties of a poetic craft based on the 

strength of language, memory, and the realization of a voice that points to clear visual 

images, moments of attentive observation of a self in touch with their world. 

In the work of the poet-artist Ana Cristina Cesar, there is a remarkable 
intertwining of poetic images centered on the question of identity/alterity and on the 
language imprinted by the content of modernity and criticism, as in the concise text, 
in prose: 

 
“Lá  onde  cruzo  com  a  modernidade,  e  meu  pensamento  passa  como  um  

raio,  a pedra  no  caminho  é o time  que  você  tira de campo1”. [1] 
 
According to Armando Freitas Filho, “Ana Cristina Cesar looked in the face of 

modernity. Perhaps that is why she died early – pure permanent passage – many wings 
and some disdain for what could be root. The place she occupies is on the horizon – 

virtual and fast”. Commenting on the poetry of Ana Cristina Cesar, poet Armando 
Freitas Filho asserts: 

 

 
1 Translated by the authors: “There where I cross with modernity, and my thought cuts like a lightning, the stone in the path is the team that 

you bench.” 
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Her verse, which belonged to the educated side of the generation that appeared 

in the 1970s, is today a touchstone for all poetry that wants to be new; with her stylized 

motifs and tones that are accompanied, in the background, by a sudden and unusual 

melody that seems to have been made by the mixture of crystals, heavy metal, and 

taffeta. The work is brief, as if essential cinema, and quick. She died of thirst in the 

midst of so much silk. We never forgot her passion, burning, and drought. Which burns 

hotter: the ice stone or the red-hot iron? Snow volcano. She wasn't – she gets – wild2. 

[2] 

 
In the text “Soneto”, the poet Ana Cristina introduces herself and seeks dialogue 

with the reader through some language game. She also designs a possible intertextual 

reference to the poem “Autopsicografia”, by Fernando Pessoa, which states “The poet 

is a pretender” (from Latin Fingire: imitatore: forger or pretender): 

 

Soneto 

 
Pergunto aqui se sou louca 
Quem quem saberá dizer 
Pergunto mais, se sou sã  
E ainda mais, se sou eu   
 
Que uso o viés pra amar  

E finjo fingir que finjo  
Adorar o fingimento 

Fingindo que sou fingida 
 
Pergunto aqui meus senhores 
Quem é a loura donzela 

Que se chama Ana Cristina 
 
E que se diz ser alguém  
É um fenômeno mor 
Ou um lapso sutil? 
 

       inconfissões – 31.10.683 [1] 

 

There are several questions about the lyrical self: there are questions about the 

Self and about language. Note the absence of punctuation in the text, except for the 

last verse in which the question mark appears, giving it accentuated importance. The 

permanent questioning – a profound mark of modern literature – revolves around the 

absence represented by the color white of the blank page. So, it is through words that 

the poet develops the continuous transmutation of language, generating new 

possibilities of being and also of implementing poetic procedures through the genres 

of lyric, in prose and verse, centered on the articulations of the poetic language, as 

states the lyrical self in the verses of the poem: 

 
2 Original text: “Seu verso, que pertenceu à vertente cultivada da geração que apareceu em 70,  é, hoje, pedra de toque para toda poesia que 

se quer nova; com seus motivos e matizes estilizadas que se deixam acompanhar, ao fundo, por uma brusca e inusitada melodia que parece 

ter sido feita pela mistura de cristais, heavy metal e tafetá. A obra é breve, um cinema essencial, e depressa. Morria de sede no meio de tanta 

seda. Nunca nos esquecemos de sua paixão acesa e seca. O que mais queima: a pedra de gelo ou o ferro em brasa? Vulcão de neve. Ela não 

foi - ela fica - como uma fera”, translated by the authors. 

3 Translated by the authors: Sonnet //  I ask here if I'm crazy/ Who can tell/ I ask more, if I am sane/ And even more, if I'm me// Who uses 

the bias to love/ And pretend to pretend that I pretend/ Adoring the pretending/ Pretending I'm pretending// I ask here, gentlemen/ Who is 

the blonde maiden/ Who goes by the name Ana Cristina// And who is said to be someone/ It is a major phenomenon/ Or a subtle lapse?// 

inconfessions - 10.31.68 
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Primeira Lição 

 

Os gêneros de poesia são: lírico, satírico, didático, épico, ligeiro. 
O gênero lírico compreende o lirismo. 
Lirismo é a tradução de um sentimento subjetivo, sincero e pessoal. 
É a linguagem do coração, do amor. 

O lirismo é assim denominado porque em outros tempos os versos sentimentais 
eram declamados ao som da lira. 

O lirismo pode ser: 
a) Elegíaco, quando trata de assuntos tristes, quase sempre a morte. 
b)Bucólico, quando versa sobre assuntos campestres. 
c) Erótico, quando versa sobre o amor. 

O lirismo elegíaco compreende a elegia, a nênia, a endecha, o epitáfio e o 
epicédio. 

Elegia é uma poesia que trata de assuntos tristes. 
Nênia é uma poesia em homenagem a uma pessoa morta. 
Era declamada junto à fogueira onde o cadáver era incinerado. 
Endecha é uma poesia que revela as dores do coração. 
Epitáfio é um pequeno verso gravado em pedras tumulares. 

Epicédio é uma poesia onde o poeta relata a vida de uma pessoa morta.4 
 

Poetry, as a search for meaning, makes the poet and the reader maintain an 

inquiring spirit before this art, since, in the words of Octavio Paz, in modern times, the 

poem acquires the form of questioning and, at the same time , is “recovery of 

otherness, projection of language in a space depopulated by all mythologies, the poem 

takes the form of interrogation. It is not the man who asks: it is language that inquires 

us”. In Ana Cristina Cesar's prose and poetry, the words often acquire the inflection of 

an ontological interrogation, as in the verses of the following poem, marked by the 

heterogeneities of being and worldview, transmuted into poetic language: 

 

Como rasurar a paisagem 

a fotografia 
é um tempo morto 
fictício retorno à simetria 
secreto desejo do poema 

censura impossível 

do poeta5 [1] 
 
Among the poet's arts and crafts, the search for the desire-words of the lyrical 

self to register “the scratches”, the cracks, the interdictions and thoughts connected 

to the construction of the poem and in the way of expressing the desires of a poetic 

craft that refers to the articulations from the lyric directed to introspection by the 

language operators and by the readers as well. The uniqueness of poetry in Ana 

Cristina Cesar's poetry arises not only from the poet's ideas or attitudes, but above all 

 
4 Translated by the authors: First lesson// The genres of poetry are: lyrical, satirical, didactic, epic, light./ The lyrical genre comprises 

lyricism./ Lyricism is the translation of a subjective, sincere and personal./ It is the language of the heart, of love./ Lyricism is so named 

because in other times sentimental verses were recited by the sound of the lyre./ Lyricism can be:/ a) Elegiac, when dealing with sad matters, 

almost always death./ b) Bucolic, when dealing with pastoral themes./ c) Erotic, when it is about love./ Elegiac lyricism comprises elegy, 

dirge, lament, epitaph and the epicedium./ Elegy is poetry that deals with sad subjects./ Dirge is poetry in homage to a dead person./ It was 

recited by the fire where the corpse was incinerated./ Lament is a poetry that reveals the pains of the heart./ Epitaph is a brief verse engraved 

on tombstones./ Epicedium is a poetry where the poet recounts the life of a dead person. 

5 Translated by the authors: How to scratch the landscape// photograph/ is time dead/ fictitious return to symmetry// secret wish of the poem/ 

impossible censorship/ of the poet 
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from her voice, that is, she turns the poem into an act. This poetic doing is essentially 

“inventing oneself”, hence poetry is also self-creation, knowledge, and transmutation 

of poetic language. According to Bachelard, such invention, or “conception”, can be 

understood as the creation based on "dreaming meditation that builds a world by 

excavating the impressions of a dreamer's loneliness”, which also appears in the 

following poem: 

 

estou atrás 

 

do despojamento mais inteiro 

da simplicidade mais erma 

da palavra mais recém-nascida 

do inteiro mais despojado 

do ermo mais simples 

do nascimento a mais da palavra 

28.5.696  

 

In this piece, the poetic self is searching for the most essential “word”: the 

loniest simplicity, most utter detachment, more stripped-down entirety, simplest 

desert. In simplicity, wholeness. The choice of the word "wholeness" can be related to 

Jung's study, which postulates: "Wholeness is, therefore, empirically an immeasurable 

dimension, older and younger than consciousness involving it in time and space". In 

this sense, such totality involves consciousness in time and space, transcending both. 

 

The most curious thing is to discover, in the literary text, the triple sequence – 

removal, rapture, rebirth – that marked the mythical narratives, sequences that today 

designate the path followed in the creation of a work of art, the word “creation” in its 

utter sense, since it refers less to the production of the work than to its author 

transformed into another, modified. Through the transformation of the word, the 

transformative understanding of the self, that is, the “euphemistical transformation of 

the world”, the creating imagination. 

In the prose poem “aí é que são elas", one can note the incessant search for the 

lyrical self "looking for the keys", both in (self) referentiality, in the incessant search 

for identity, and in the paths and labyrinths of language marked by memories and 

forgetfulness, but, above all, it shows the lyrical memory registered by the words of 

the subject of the enunciation. 

[...] 
Eu procurava as chaves, a questão pendente, atravessava a luz deserta da praia 

de cabo a rabo, de vestido, voltava sobre os  

meus próprios passos, ficava na varanda, atravessava os dias como uma planta 
perdida no deserto, naquele sol mais quieta. “Aqui eu 

te conheço”. Eu não sabia que sabia, aquela planta. 
A pauta se calasse... Ouvia:  “se você dançar...”  Só de memória 
me espanto, de cabeça caio e saio, de cor, e pronto, socorram-me 
então nesse esforço de raízes, ouvindo a chuva nas telhas de 

menos dessa casa escura, com goteiras de verão e falta dágua, 
sem transporte, descendo a estrada de pó nas sandálias havaianas, 
fazendo uma bolha no calor, um lanho rubro, 

 
6 Translated by the authors: I'm in search// of the most utter detachment/ of the loniest simplicity/ of the most newborn word/ of the most 

detached wholeness/ of the simplest desert/ of one more birth of word/ 28.5.69 
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repetindo. “Ana, na janela há um recadinho”, um curativo aberto, 
um sanduíche aberto, um fantasma romântico no peito, 

“se você dançar...” 
Me lembro da rádio a mil dentro do carro, 
e de uma saudade inata.7 [1] 
 

The lyrical narrative presents a “fast”, telegraphic language, interspersed with a 

multiplicity of interconnected voices, marked by the strong accent of other voices that 

intersect the speech of the enunciating poetic self, who repeats “I was looking for the 

keys”. The image of the lyrical subject is compared to a “plant lost in the desert”. The 

text is guided by the search for the self in the face of desertification, the feeling of 

emptiness and an “innate longing”. 

In literary creation, Ana Cristina Cesar (re)invents worlds and gives various 

forms of meaning to life through words. In this sense, the word-memory is the 

essential factor that propels the aspirations and feelings of the poetic self, since it is 

the moment of deep reminiscing when the poetic voice relives previous events and 

experiences. This is well represented in the poem “Não, a poesia não pode esperar”: 

 

Não, a poesia não pode esperar. 
O brigue toca as terras geladas do extremo sul. 
Escapo no automóvel aos guinchos. 
Hoje – você sabe disso? Sabe de hoje? Sabe que quando 

digo hoje, falo precisamente deste extremo ríspido, 
deste ponto que parece último possível? 

 
       A garganta sai remota, 
       longe de ti mal creio que te amo, 
       Corto o trânsito e resvalo 

 
       Que lugar ocupa este desejo de frutas? 
 
Esta é a primeira folha aberta 
 

          15.07.83.8 [1] 

 

The intense rhythm of various images representing a modern and busy life 

creates an atmosphere of rush around, with the poetic self being evolved in revolving 

questions, concerned with creating and designing the poetic language, questioning the 

“love” she “hardly believes” that feels, interposing profound emotional questioning with 

the speedy velocity of daily routine. 

Ana Cristina Cesar's work presents an incessant search to tell the world and 

(re)invent poetic language from an aesthetic and creative literary elaboration, with her 

“brushstrokes of poetry”, in a multiplicity of themes: language, alterity, metapoetry, 

 
7 Translated by the authors: I was looking for the keys, the pending question crossed the deserted light of the beach from top to bottom, in 

a dress, returning over the same path, lingered on the porch, spent the days like a plant lost in the desert, in that sun, most quiet. "Here I 

know you". I didn't know that I knew, that plant./ The agenda would shut up ... I could hear: "if you dance ..." Just from the memory I am 

astonished, from memory I fall and leave, by heart, and, done, help me then in this effort of roots, hearing the rain on the tiles of less than 

this dark house, with summer leaks and lack of water, without transportation, down the powdery road in flip-flops, making a bubble in the 

heat, a red flame,/ repeating. “Ana, there is a little note on the window”, an open bandage, an open sandwich, a romantic ghost in the chest,/ 

"if you dance ..."/ I remember the radio raging in my car,/ and an innate longing. 

8 Translated by the authors: No, poetry cannot wait. / The brig touches the icy lands of the extreme South./ I escape in the automobile  with 

squeaks./ Today - do you know that? Do you know today? Do you know that when/ I say today, I speak precisely of this harsh extreme,/ 

from this point that seems the last possible?// The throat turns remote,/ far from you I hardly believe I love you,/ I cut traffic and slip// What 

place does this desire for fruit occupy?// This is the first open sheet// 07.15.83. 
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lyricism, passion, rapture – but above all, deep love for words and poetry, just like in 

the verses of the poem: 

 

Poema óbvio 

 

Não sou idêntica a mim mesmo 
sou e não sou ao mesmo tempo, no mesmo lugar e sob 
                                                [o mesmo ponto de vista 
Não sou divina, não tenho causa 
Não tenho razão de ser nem finalidade própria: 
Sou a própria lógica circundante 

 

Junho/699 [1] 

 

From denial to affirmation, a path that is present in the female discourse both 

in the “logic” that involves the lyrical subject, and in the perception of identity. These 

are verses marked by a sort of language play which shows presence versus absence. 

Note how every verse but the very last is a negative sentence. The duality “being” vs. 

“not-being” guides the poem. There is, in the text, the designing of word play and the 

profound theme of the unfolding of the self. 

Through the poetic universe, the voice of the poem is based on the playful, 

rhythmic, and imaginary aspects of language, whose poetic function works as a 

constitutive vector of human nature – a word that is placed on the expressive plane 

superior to the non-signification of the natural order, since it is, as nucleus of dispersion 

and convergence, able to name the world. Ana Cristina Cesar's poetry is a power 

capable of giving meaning to life, that is, in seeking the essence of language, the Poet 

realizes the magic power using words for mediation, communication, and exercise of 

designing of various meanings. 

For Ana C., the construction of the poetic text meant an intellectual process. In 

one of her essays on poetry, she states: “art implies work, aesthetic elaboration [...]”; 

"It is in this intervention carried out by the artist that his literary interest lies, and not 

in the fidelity of the 'transposition' of a certain reality to the literary." [11]. In all of 

her published texts, in life and posthumously, Ana Cristina always demonstrates the 

understanding that literary craft as arduous design.   

 

3.  Final thoughts 

Ana Cristina Cesar was one of the foremost poets of the marginal poetry in Brazil. 

However, her deliberated and profoundly designed craft makes her poetic body of work 

transcend such limitations. She was in contact with her historical context, but that did 

not limit her work as only historically relevant. Her poetry is deeper and goes further. 

The singularity in Ana Cristina Cesar's poetry yields not only from her expressed 

and represented ideas or attitudes, but above all from her voice, that is, how her poetic 

craft is essentially “inventing oneself”. Thus, the process of carefully designing poetry 

is at once a craft of self-creation, creation of knowledge, and transmutation of poetic 

language. 

Therefore, it is no surprise how the prose and poetry texts by Ana Cristina Cesar, 

cut in the chisel of memory, establish a poetic procedure in which the poetic word – as 

 
9 Translated by the authors: Obvious poem// I'm not identical with myself/ I am and am not at the same time, in the same place and under the 

same point of view/ I'm not divine, I am without cause/ I have no reason to be or own purpose:/ I am the surrounding logic itself// June/69 



©ICS. Journal of Digital Art & Humanities, Vol.1, Iss. 1, Oct 2020 
32 

magic and enchantment – has the power to awaken in the reader an attention turned 

to the simplest, most sensitive things, because language is a sign of life and 

permanence. 
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Abstract. The scientist who does not dream of receiving the Nobel Prize is 
unthinkable. The main reason for this research is that fact that just about 2,5% of 
Nobel Prize winners are Russians. This paper analyzed archive and literature 
documents about the activity of Alfred Nobel in Russia. In 1879 three Nobel 
Brothers (including Alfred) founded the "Nobel Brothers Association", abbreviated 
as Branobel, in Russia. Success touched Alfred Nobel’s fut in Russian business and 
part of his profit was secured in Russian Central Bank as we know from Alfred 
Nobel’s will. As a result of current research author tried to evaluate contribution of 
A. Nobel’s Russian business in Nobel Foundation and Russian life. Consequently, it 
was revealed that A. Nobel’s executor Sohlman R. stated that in the assets of the 
Nobel Prize the originally share of funds received from Branobel activities was 
about 12%. 
 
Keywords: Nobel Prize, Branobel, Petroleum Company, imperial Russia, oil 
production, oil storage, oil trade, Alfred Nobel, Nobel’s will. 

 
1.  Introduction  
 

Nobel Prize is the most prestigious prize among scientists worldwide. Between 

1901 and 2019, the Nobel Prizes and the Prize in Economic Sciences were awarded 

597 times to 950 people and organizations [1]. Thereof, twenty-four Russians won 
Nobel Prizes: two in Physiology or Medicine, twelve in Physics, one in Chemistry, two 
in Economic Sciences, five in Literature, and two Peace Prizes [2]. So just about 2,5% 
of Nobel Prize winners are Russians. But full share of Russian money in Nobel Prize 
Fund is unknown yet and author tried to find some documents that have shed a great 
deal of light on this. Actually, there are not so many documents were found in 

International ABI/Inform (Proquest) data base related to history of Alfred Nobel’s 
activity in Russia. 

As we know from Russian literature sources [3, 5-7, 10, 11], Alfred Nobel's 
father, Emanuel, went bankrupt in Sweden. He was saved by the Russian ambassador, 
who knew that Emanuel was a risky inventor. In Russia, there was then more money 
than in Sweden, especially for the needs of the military-industrial complex. And in 

1842 the whole Nobel family moved to St. Petersburg. So, Alfred Nobel grew up, since 
he was nine years old, received his education and was shaped as a human being in St. 
Petersburg, Russia. Unfortunately, we could not find enough archive documents during 
Alfred Nobel life in Russia but we hope to find these in Saint Petersburg Archive in the 
nearest future. 

 
2. Data and Methodology 

The current study uses data found in Russian State Archives and Libraries. The 
main method of this study is digital processing of archival materials and books. The 
author has been working with these data since January 2006. The main advantage of 
this research is to logical link archival and modern materials to create a comprehensible 
picture of the ways to form assets for the Nobel Prize/Nobel Foundation. The author 

does not pretend to the completeness of this picture, because in Russia there are very 
few original documents that testify to the activity of Branobel in connection with the 

general nationalization and expropriation after the October Revolution in 1917. As a 
result, due to the inability to continue their business, the main Branobel managers 
abandoned their assets (as well as the author's ancestors) and left Russia in 1921. 
 

https://doi.org/10.33847/2712-8148.1.1_4
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3. Activity of Alfred Nobel in Russia 
Alfred Nobel was graduated by St Petersburg University (SPU). Being a student 

of the famous SPU professor Nikolai Zinin, Alfred Nobel was particularly keen on 
chemistry, involved in scientific research, especially in the field of explosives. Alfred 
decided to tame the dangerous substance, putting it in the service of people. Alfred 
Nobel continued his experiments and won. By mixing nitroglycerin with diatomaceous 
earth, a loose rock similar to peat, he made it safe. In 1867, dynamite was patented, 

the name of which comes from the Greek "δυναμίτης" that means strength.  
After that almost all countries of the world, including Russia, pile Alfred Nobel 

up by orders. In a few years only in Europe was built 75 factories of dynamite, daily 
bringing its creator 40 thousand francs (about 300 thousand current dollars). His 
dynamite storages used to function in Russia also, e.g in Nizhniy Tagil [3, p.231].  

In 1873 Robert Nobel (Alfred’s native brother) went to the Caucasus in search 

of hard wood for rifle buttstocks. Once in Baku, he found himself in the middle of an 

"oil fever". "Black gold" has only recently been used for the production of kerosene, 
and thousands of people rushed with shovels to dig wells and pour the extracted oil 
into any containers. Oil puddles were seen everywhere, fires broke out and the city 
was covered with thick black smoke. Seeing this mess, Robert immediately understood 
the prospects of the oil business and bought one of the artisanal refineries. Alfred 
Nobel’s business links with his brothers eventually extended his interests to the oilfields 

of Baku [4]. The business went on, and in 1879 the "Nobel Brothers Association", 
abbreviated as Branobel, was formed in Russia.  

Branobel emerged in the difficult time for industrial life in Russia. On the one 
hand, the excitement caused in the commercial world by the first industrial crisis 
caused by the overproduction of oil in the mid-70s has not yet subsided, on the other 
hand, the rumble of cannons of war with Turkey has just been silenced in Transcaucasia 

and the Balkans and the country has not yet reached the balance. There was no free 

capital that could have been invested in the oil industry, and without it was difficult to 
compete with American kerosene and drive it out of the Russian market, especially 
since the population was overwhelmed by different taxes and therefore it was 
impossible to expect a rapid turnover of capital. Apart from Ludvig, the main Branobel’s 
founders were his two brothers - Alfred and Robert, and Colonel of the Guards Artillery, 
Peter Alesandrovich Bilderling (friend of Ludvig Nobel). The Branobel’s Charter was 

approved on May 18, 1879 in St. Petersburg and since that time its eventful life begins, 
interesting not only as a chronicle of the largest enterprise, but also as a reflection, 
even as a direction of the entire oil industry in Russia.  

It is necessary to note a peculiar feature of the charter, characteristic for Ludvig 
Nobel. The shares were priced at 5000 rubles each. Such a large unit shows that the 

shares were issued not for the speculative market, but for business, as the market 
requires more mobile - small values. In addition, the charter provides for the 

distribution of profits, with the deduction of 8% of the fixed capital to the dividend 
shareholders and employees, in favor of whom 40% of this balance is allocated. The 
share of Alfred Nobel as one of Branobel’s founders was about 4%. Peter Alexandrovich 
Bilderling was needed in the founding and further activities of the Partnership, among 
other things, and as a Russian citizen, which simplified the legal procedures [5, 6]. The 
main executive body of the Partnership - the Board - was organized in St. Petersburg 
and its practical director, together with Ludvig Nobel, was the late Mikhail Yakovlevich 

Belyamin, elected after the death of Ludvig (in 1888) to the post of the Board’s 
Chairman.  

At that time, three million rubles - a huge amount of money, given that Branobel 

bought kerosene for 1 ruble per poodle, and sold for 2 rubles per poodle [15, Circular 
of 10.01.1914 № 703/451, SAPK, F. 182, op.1, unit 1, page 210]. That is, for three 
million rubles could buy three million poods = 48 000 tons of kerosene and get a profit 

of three million rubles. That is, the authorized capital was fully paid off by selling three 
million poods (48,000 tons) of oil products. Taking into account that thousands of 
poods of oil products (kerosene, fuel oil, oil) were delivered to the storages by sea 
from Baku to Astrakhan, further along the Volga and Kama, the authorized capital of 
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Branobel paid off already for the third year of its operation, as in 1879 - 1881 only 6 
738 thousand poods of oil products were loaded to Tsaritsyn's storage. The Branobel’s 

founders and their shares in the authorized capital are given in Table 1 below. 
 

Table 1. Founders of the Nobel Brothers Petroleum Company Ltd. 

 

 

Founder’s 

name 

Contribution 

to authorized 

capital, rub 

Share in 

authorized 

capital, % 

Ludvig Nobel 1610000 53,7 

Alfred Nobel 115000 3,8 

Robert Nobel 100000 3,3 

Petr Bilderling 930000 31,0 

I. Zabelskiy  135000 4,5 

А. Bilderling 50000 1,7 

F. Blumberg 25000 0,8 

М. Belyamin 25000 0,8 

А. Sundgren 5000 0,2 

B. Wunderlikh 5000 0,2 

Total 3000000 100,0 

Source: author’s compilation from [5, 11]. 

 
In the strategic plan, the owners and shareholders of Branobel attached utmost 

importance to the Kama Region as a promising market for petroleum products. On the 
one hand, they took into account the fact that the region was still underdeveloped in 
this respect, and on the other hand, they took into account the specifics of the Urals 
region as a center of mining industry with significant economic and human resources. 
In 1880, for example, only in the Perm province was about 2,5 million residents 

(Calendar of the Perm province in 1883. Perm, 1883. Pg.44), there were dozens of 
large metallurgical plants, many manufacturing enterprises, which were potential 
consumers of Branobel. Its owners also hatched plans to use the Kama region as a 
stronghold for the promotion of business in the Trans-Urals and Siberia. Perm, or more 
precisely the area near the village of Levshino, 12,5 km from the provincial center 

(Perm city center) up the Kama, was eventually chosen by the partnership as a base 

for oil products supply to the Kama region, as well as to the Middle Urals and Western 
Siberia. In 1882 the oil storage facility created here appeared in the documents as 
Perm or Motovilikha storage [13-16].  

They have been chosen a convenient place - near the village of Levshino, near 
Kama river and the railway. Oil products were delivered by barges and then sent by 
steam locomotives. Yes, in those years, oil was brought to Perm; the local one had not 
yet been found. From the Caspian Sea kerosene and fuel oil were delivered by oil-

loading barges along the Volga and Kama to Perm, and from here - by the newly built 
Ural Mining Railway - to Western Siberia. By the way, the Nobel brothers were the first 
to use closed tanker barges, and they also own the idea to transport oil through 
pipelines.  

Since 1883 the Perm Oil Storage Facility of the Branobel has been operating. 
The motives for the choice were quite simple. First, oil products could be delivered 
here by relatively cheap waterway. Secondly, in 1878 the Ural Mining and Processing 

Railway was built, coming from Perm. From archive documents we can see Agreement 
between Branobel and Railway (Fig.1) and amount of payment for operating a railway 
line (Fig.2). 
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Fig. 1. Agreement between Russian Railway 

and Branobel 

 
Fig. 2. Payment Receipt for railway line operating 

 

Therefore, after pumping oil products from tanks in storages or from barges to 
wagons/tank cars, it was possible to transport them by rail all the way to 

Yekaterinburg, and after commissioning in 1888, the branches of Yekaterinburg-
Tyumen - and to Western Siberia. In other words, the design of the Perm Oil Storage 
Facility provided that it should not only have regional significance, but also serve as 
the largest transshipment base for oil products, meeting the needs in kerosene, fuel 
oil, lubricating oils of the Middle Urals and West Siberian regions. 

 
4. Nobel Prize assets 

Branobel's main employee and loyal ally has always been the immortal science 
that underlies all his endeavors. Branobel sensitively listened to everything new that 
was given in the field of technology of extraction, processing and transportation of 
petroleum products, extracted everything that contributed to the cheapening of 
production, transportation and storage of goods and, without sparing victims, used in 

his practice, as if skeptical or even hostile-negative of the surrounding industrial world. 
At the same time, Branobel more often had to create the elements of progress in his 
own business than to apply in practice ready-made and proven inventions. 

Everything that could have even a remote, though indirect, relation to the case 
and came out of the scientific spheres, was duly appreciated by Branobel and took its 
place in his mind. Therefore, from the very beginning, there were people of science in 

the service of Branobel; geologists, mining engineers, mechanical engineers, chemists, 
architects, and so on. And with them, of course, it is possible to introduce the most 
beneficial improvements in drilling and field operation techniques. 

Branobel, having got acquainted with the method of delivery of raw materials, 
which existed in America at that time, with the help of pumps through pipes, decided 
to radically change the method of delivery in his own country, building pipelines and 

thus providing cheap, convenient and correct delivery of oil to plants. Believing that 

collective efforts in this direction will give better results, Branobel addressed all major 
Baku oil producers with a proposal to build an oil pipeline together. But in all his 
undertakings, Branobel was destined to remain in the sole number and then to be a 
brilliant example to attract the surrounding immobility towards progress. 

The Nobel’s' attitude toward the employees was unusually progressive at that 
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time. Among the measures taken by Branobel was the reduction of working time from 
the usual 12-14 hours to 10,5-11 hours. In addition, humiliating personal searches of 

people who had worked in the shift were abolished. In addition, a significant part of 
the net profit was paid as bonuses to employees and skilled workers. Schools, 
hospitals, libraries were established for workers and employees, and residential 
buildings were built. In Baku, more than 90% of Nobel workers lived either in their 
own apartments or in well-equipped working settlements with large rooms, fountains 

and paved streets. Dwelling houses with central heating, bathtubs and other amenities 
were also built on the factory premises in St. Petersburg. Employees and engineers, 
as well as some members of the Nobel family, used to live in these houses. [6]. 

Since 1879, Branobel began transporting barrels of kerosene in steam ships. In 
1880 the price of one pood of Russian kerosene per pood was 1 rub. 60 cop. and 
American - 1 rub. 26 kopecks. Ludvig Nobel solved the problem of cheapening the 

kerosene by switching to liquid kerosene transportation. We had to theoretically create 

something new both in type and design. Consistent with the shape of the hull of the 
ship, the holds of the latter should contain several iron tanks separated from the engine 
room by an impermeable bulkhead and representing one continuous system - a series 
of communicating, through pipes, vessels. Under the latter conditions, the uniform 
loading and unloading of kerosene is facilitated. 

Ludvig had to solve in a positive sense the question of purchasing his own liquid 

fleet. Otherwise, it was impossible neither to compete with America, nor to spread 
cheap lighting oil on the domestic market. 

A new tanker had to be ordered in Sweden at the Motala plant. In 1878, the 
liquid schooner, which was named "Zoroaster", by the name of the thinker-innovator, 
was ready. A steam pump was installed at Zoroaster to pump kerosene into barges at 
a 9-foot raid. From the raid, oil products were transported to Astrakhan, and most of 

them directly to Tsaritsyn, from where, as from the import center, they were 

distributed at the market by delivery in barrels and by rail and water up to Nizhny 
Novgorod. The way from Astrakhan to Tsaritsyn took 7,5 to 8 days. [11]  

The oil products were then distributed to other Branobel storages in Russia. Data 
on such distribution for 30 years of Branobel's activity are given in Table 2. 
 

Table 2. Oil products distribution among Branobel’s oil storages, barrels 

Storages 
1879-

1883 
1884-1888 

1889-

1893 
1894-1896 Total, bbl 

Tsaritsyn 2935659 6277074 9051537 6782166 25 046 436  

Saratov 292004 2112618 4305714 4502586 11 212 922  

Butraki 0 1014148 1906977 1779413 4 700 539  

Samara 0 0 658481 1306993 1 965 474  

Kazan 0 859677 846705 939075 2 645 457  

Nizhny 
Novgorod 

0 2327867 3853714 3508377 9 689 959  

Yaroslavl 0 0 35074 638302 673 376  

Rybinsk 0 0 0 1516717 1 516 717  

Purefoot 0 0 47566 328160 375 726  

Sarapul 0 19339 0 0 19 339  

Perm 0 136453 387497 611275 1 135 226  

in total, bbl 3227664 12747176 21093266 21913064 58 981 171  

Source: Author’s compilation from [11]. 

 

This distribution is graphically shown below (Fig.1). 
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Fig. 3. Oil products distribution among Branobel’s oil storages, barrels. 

Source: Author’s compilation from [11]. 

 
 
The data in Table 2 and Fig.3 show that during A. Nobel’s lifetime, Branobel 

transported more than 57 million barrels of oil products. If we had assumed that all 
these oil products were sold, the revenue for them would have been about 786 million 

rubles. Given that A. Nobel's share in Branobel was 3,8%, his share of revenue would 
have been about 30 million rubles in 19th century price. Unfortunately, we have not 
found documents confirming the distribution of dividends among the founders yet, but 

this is a possible topic for future studies. 
To confirm Branobel activity in Russia, on Fig.4 we can see Branobel letterhead 

in a pick of their activity. Branobel received the privilege of using the Russian double-

headed eagle in his business correspondence after the Russian Emperor visited the 
Branobel’s pavilion at the Nizhny Novgorod exhibition in 1896 [6]. Fig.5 shows the final 
of Branobel’s activity. 

 
Fig. 4. Letterhead of Branobel 

Source [17]. 

 
Fig. 5. Primary document of Branobel assets’ 

Nationalization 

Source [15]. 
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Fig. 5 shows some results of Branobel nationalization, e.g. about 2305 barrels 
(19187,18 poods) of kerosene was poured into the river in Perm. Similarly, the 

leftovers of oil products from many other storages were taken out by the heads of 
these storages before nationalization, some kerosene was poured into the river and 
some of them were stolen. In Perm, the main assets of Branobel were given to the 
created Kamskaya oil depot, which is now part of the Perm branch of Lukoil. 

According to the data of the closest associate of A. Nobel, Sohlman R. (Nobel’s 

executor), in the capital of the Nobel Prize share of funds received from the Branobel 
activities is above 10%. [10]  

 
5. Branobel’s Memorials 

The property of the Branobel branch in Perm, which was nationalized in 1918, 
passed under the control of the Perm District Committee of Glavkoneft of the RSFSR's. 

During the Soviet Union period, the Kama oil depot was based on Branobel assets and 

established at that location. The oil tank, built by Branobel in 1903 with the volume of 
987.5 poods (15.8 tons) and now installed in Perm as a monument, has survived here 
by some miracle (Fig. 6). Another Perm "monument" to Branobel is the old office 
building on Torgovaya (Sovetskaya/Petropavlovskaya) street with the new memorial 
plaque, opened in 2003 (Fig.7). 
 

 
Fig. 6. Oil reservoir, built by Branobel in 

1903 with the volume of 119 bbl 

 
 

Fig. 7. Memorial plaque to the Nobel 
brothers on the past building of 

Branobel’s Perm Branch. 

 

Wealth has not brought Alfred happiness: he never started a family, lived alone, 
suffered from depression. But he invented the Nobel Prize, which began in 1901 - five 

years after Alfred Nobel died when he was just 63 years old in the Italian resort of San 
Remo at 10.12.1896. Grateful descendants will always remember and honor Alfred 
Nobel as creator of the Nobel Prize, awarded to outstanding scientists. 

Most of Alfred Nobel’s fortune was bequeathed by him to a fund of international 
prizes - Nobel Prizes. The event that pushed him to this decision is considered to be 
the erroneous publication of the Ludvig Nobel obituary in 1888 in one of the French 

newspapers with condemnation of his invention of dynamite. Journalists just mixed up 
Ludvig with Alfred.  

When Alfred Nobel wrote his will seven years later, he probably had no idea what 
it would lead to. Fabulously wealthy from his invention of dynamite, Nobel bequeathed 
the majority of his estate to create five prizes to honor achievements that have 

“conferred the greatest benefit on mankind” in chemistry, physics, physiology or 
medicine, literature and the promotion of peace. The prizes’ value was unprecedented. 

When they were first awarded in 1901, five years after Nobel’s death, the value of each 
represented about 30 times the salary of a university professor [18].  

Alfred Nobel flaunted inconsistencies. The King of Dynamite, the inventor of 
smokeless powder and the mastermind of the Swedish munitions industry, he 
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supported peace movements; as engineer, applied chemist and aggressive capitalist, 
he wrote, and established a prize for scientists. With a good head for business but a 

weak stomach for delegation, he ran his enterprises be correspondence without an 
office of a secretary. Nobel insisted that he was frail, but worked for 18 hours a day; 
he went into society, and acted the misanthrope; he prided himself on his rationality, 
and took elaborate precautions against being buried alive [19]. 

The Swedish branch of the Nobel family opposed Alfred Nobel’s will more than 

anybody, wishing to dispose of the inheritance estimated at 35 million kroons in a 
completely different way. In addition, the Swedish Academy, which was to choose the 
winners, did not immediately realize the cosmopolitan idea of Nobel, that the awards 
should be awarded without regard to nationality. At the beginning of the century, 
Sweden was a poor country, and many believed that Nobel's money could be more 
usefully used there.  

As for the Russian roots of the Nobel Prize, according to Alfred Nobel’s will: “My 

assets currently consist … partly of securities deposited … with the Russian Central 
Bank, and with Mr Emmanuel Nobel in Petersburg” [12]. Emmanuel Nobel, Alfred's 
nephew, was Branobel’s head in Russia at 27.11.1896 - the moment of Alfred Nobel’s 
will. Emmanuel Nobel, was loyal to his uncle Alfred and played a very significant role 
in the realization of his will with the support of the executor of this will, mainly Ragnar 
Sohlman. So, thanks to them, we still have the Nobel Prize as an important component 

of worldwide scientific, cultural, social life. 
 

6.  Conclusion 
As a result of this study it was found that the founder of the Nobel Prize participated 

in the creation and operation of Branobel in Russia. This company had a great 
commercial success, and science was the basis of all corporate undertakings. Many 

scientific achievements were used and implemented in Branobel's activity. The 

management of Branobel listened attentively to everything new that was given in the 
field of techniques of petroleum products’ extraction, processing and transportation, 
extracted everything that contributed to the cheapening of production, transportation 
and storage of goods and, without sparing victims, applied in its practice, as if skeptical 
or even hostile-negative of the industrial world around it. At the same time, Branobel 
had to create elements of progress in its own business more often than to apply in 

practice ready-made and proven inventions. 
 Thus, for the first time Branobel developed and built oil pipelines, oil loading 

vessels for oil delivery and transportation. Also, for the first time in oil development, 
network electricity was used for equipment operation. These achievements are still 
used in the oil industry. Besides, great importance was also attached to social security 

of Branobel's personnel. Hospitals, living houses, sanatoriums for employees were 
built. For the first time in Russia Branobel used the so-called "full social package", 

which is still used today, in large prestigious Russian companies. In other words, 
Branobel conducted "business with a human face". 

 Dividends received by Branobel’s founder Alfred Nobel were deposited with the 
Russian Central Bank and formed part of the Nobel Fund assets to create the Nobel 
Prize. According to the statement of the Nobel Fund’s first managers, Sohlman R., the 
share of funds received from the activities of Branobel in the capital of the Nobel Prize 
was about 12% [7,10]. 

It was also found out that there were dynamite storages in Russia selling dynamite 
patented as an invention by Alfred Nobel. The profits from the activity of these storages 
could also be put into assets of the Nobel Fund. 

For future research work on this topic, author plans to study in more detail the 
materials stored in the State Historical Archive in St. Petersburg, as it should be there 
that the full picture of Alfred Nobel's activities in Russia. 
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1. Ballet photography – who is who 
The world of ballet photography is rather small and closed. Not so many famous 

photographers who have dedicated their work only to this topic. However, some 
famous masters of photography who have worked in others directions, also touched 
ballet and left here their noticeable track. The list of some names titled in the 
publication of La Personne Magazine “To catch the air into the lens ...” [1]. Among 
them are such famous names as Richard Avedon, Annie Leibowitz, Karl Lagerfeld, 
Patrick Demarchelier, Peter Lindbergh and some others. 

There is also a rating of Ballet 24 Magazine – there are also enough names. In 

addition, there are names that not mentioned in these lists and ratings, but deserve 
to be name too.  

Some of the photographers took pictures of ballet dancers only on-stage during 
performances, someone dedicated their work to specific topics in ballet that worried 
and affected them, someone shot projects for magazines and companies, carried out 
orders from theatres, and someone lined up beautiful and almost architectural 
compositions in front of his own camera and shot outstanding staged shots. Everyone 

saw and showed ballet in their own way, but everyone talked about ballet. 
According to the Ballet 24 magazine [2], the list of top 5 Russian photographers 

includes such masters of ballet photography as Vadim Stein from St. Petersburg, Viktor 
Dmitriev from Novosibirsk, Mark Olich, Oleg Zotov and Daryan Volkova, the last three 
from St. Petersburg too. Each of them has their own style and their own vision of ballet. 

By the way, I am glad for my short acquaintance with one of them. We met with Mark 

Olich thanks to Diana Vishneva's Context Festival, and then met in person on the 
shooting of the performance staged by Lera Taglioni. I think Mark is a very interesting 
photographer, whose style cannot be confused with anyone else.  

According to the Ballet 24 magazine top-5 foreign ballet photographers [3] 
consists of the following names – Taylor-Ferne Morris (from Melbourne, Australia), Rick 
Guest (from UK), Carlos Quezada (from Germany), Rachel Neville (from New York), 
Luis Pons (from New York).  

La Personne magazine has its own top list [1] – perhaps it contains all the most 
famous photographers – Arthur Elgort, Mario Testino, Irving Penn, Richard Avedon, 
Tim Walker, Annie Leibovitz, Karl Lagerfeld, Patrick Demarchelier, James Bort, Yan 
Omelnitsky, Henry Leutwyler, Danil Golovkin, Reuven Afanador, Ken Browar and 

Deborah Ory (NYC Dance Project), Lisa Rose, Peter Lindbergh. 
The following names such as Alexander Yakovlev, Vladimir Sazonov, Alexey 

Pankov, Mikhail Logvinov, Valery Logachev, Elena Pushkina, Natalia Voronova, Vladimir 

Lupovsky also often mentioned in the press – their photos regularly published in the 
press and appear on social networks. I know some of the Russian photographers 
personally, with some of them I crossed paths in the theatre. 

https://doi.org/10.33847/2712-8148.1.1_5
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I think now it will be very self-confident to declare that I want to be in one of 
these lists. However, I definitely want to be somewhere near. I can qualify my work 

as a stage photography, for the present day, as in my current practice is dominated 
shooting of performances from the auditorium. Although there are other shootings in 
my practice – behind the scenes, for the posters, personal shooting, and there are 
some plans for new projects.   

During the year that I have been shooting ballet, I have managed to achieve 

some results. I had already the opportunity to photograph the prima ballerinas of the 
Bolshoi Theatre [4] and of the Kremlin Ballet [5], shooting such star dancers such as 
Diana Vishneva [6] and Sergei Polunin [7]. I was lucky to shoot stars of different 
theatres in the Kremlin Palace [8] and at the ballet gala evening dedicated to Frederic 
Chopin [9]. I work for Kommersant Publishing House as a freelancer and have many 
publications in the Russian press.  

I think that all the lists and ratings of ballet photographers are rather arbitrary, 

and are absolutely subjective, because there is not and cannot be any standard in 
photographic art which can be used to measure the fame of a particular photographer. 
However, there are certainly a number of signs by which you can judge the fame and 
the popularity of a particular author, for example, the number of publications and 
references in the press, participation in exhibitions, personal expositions and special 
projects for customers. I think that I have already taken the first steps in this direction.   

This paper is a collection of my reflections on ballet photography. It is perhaps 
a little deeper analysis of how I see this world, and to what category of photographers 
I relate myself at the moment or want to relate in the future. And also, about people 
for whom ballet photography is interesting and about its role in our culture. And for 
whom I shoot ballet. 

 

2. The road to ballet photographer 

I came across a ballet photograph not so long ago. Before that, there was one 
very old story. Back in my student years when I was on practice in Moldova, I made 
my first fashion shot, which I give codenamed “Three Graces”. These were three female 
students in bikini in the middle of the lake on a large concrete pedestal, decorated with 
willow branches and herbs. It was a spontaneous idea and shooting. It is just that at 
that moment we were preparing to shoot our own film, but our idea collapsed because 

of two friends. After this accident, there was a desire to do something, and I came up 
with this photo session and made this frame. After that, I had a big break in fashion 
shooting, practically up to now. It may be pretention, but I still consider this frame a 
great masterpiece. The attention for this direction has remained to this day – I 
sometimes do fashion shooting and periodically observe fashion photographers [10]. I 

think that at that time it was just an unknowing desire to take photos of something 
beautiful. However, apparently, this desire was later transformed and grew into ballet 

photography. You can read about how it happened and what happened before in the 
Dozado Dance magazine [11-14]. 

At some moment, I came across a New-York Dance Project (photo project) with 
stunning works and photos of ballet dancers floating in the air in different beautiful 
poses. I was very excited about it. I wanted to shoot ballet, but I absolutely did not 
know how to approach it.  It was some kind of inaccessible and closed world for me. 
The desire was very great and somehow, I told about it to one of my clients who I shot 

in the parks of Moscow. She told me then – “Andrey, you can do everything, you can 
see everything very well and you will succeed.”  But there was a question how to get 
models from the world of ballet. Then she told me that she has a relative who dances 

and she will tell her about me.  
As a result, after some time I had my first ballet shooting. I am very grateful to 

my first model.  I began to shoot a lot of ballet performance. I was ready to discuss 

the results with my clients and I was sometimes told what they would like to see as 
the result. It helped me a lot to move forward.  

After that, I wanted to get to the theatre and shoot on stage. I started trying to 
be accredited to theatres as an independent photographer. Sometimes I was able to 
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do it, sometimes I did not. Moreover, I understood that it was very difficult to be 
independent and I started thinking about partnership with a publication. 

Looking through the pages of various publications, I found an invitation to 
Kommersant Publishing House and thought why not try. It was necessary to just simply 
write about myself, prepare a portfolio, send it and wait. Thus, I did it. In addition, by 
that time I already had a portfolio that could be shown. As a result, I took a status of 
freelance photographer. It was a stage in my professional career, because I understood 

that no one was accepted into such a publication. For me, it was a milestone and 
another moment of self-assessment (because photographers often have very doubts 
about their level). It is the moment then I understand that I do not worse of many 
other professional photographers. 

Our cooperation is still ongoing. I am glad that my ballet pictures regularly 
appear in Kommersant Photo Bank [4-6] in Culture section. Actually, it is always 

possible to buy my photos there. Sometimes it happens and I am very happy about it. 

A little later, I found more partners with whom I cooperate – the magazine 
Window to Moscow [8,10], InterMedia agency and some others.  

Now I always have a choice to be accredited as an independent photographer or 
as a photographer, representing the media. The largest stages, such as concert Hall 
“Zaryadye”, Kremlin Palace, Crocus City Hall and others become available for me. 

Not so long ago I had my first shooting at the Bolshoi Theatre for Kommersant 

Publishing House. It was shooting Svetlana Zakharova and Vadim Repin open rehearsal 
of performance “Pas de on the fingers and for the fingers” (Photo 1-3), [4]. After that 
I am shooting their performance on the stage of Concert Hall of them Tchaikovsky in 
Moscow Philharmonic. 

 

   
                               Photo1                                                          Photo 2 
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                                                               Photo 3 

Now I have the next dream – to shoot specially for the Bolshoi Theatre and the 
Musical Theatre of Stanislavsky and Nemirovich-Danchenko, and also to go to St. 
Petersburg and get acquainted with the Eifman Ballet, the Mariinsky Theatre, the 

Mikhailovsky Theatre, the Alexandrinsky Theatre and also shoot dancers in the city. 
 

3. About the choice of the directions  
Now I am very interested in shooting both classical ballet and modern. I try to 

capture and convey all the beauty of the human body and its movements. It seems to 
me that it is through dance that it is possible to reveal not only the capabilities of a 
person, but also to convey the state of his soul. 

I am interested in studying different choreography through my photos. The 

dance in ballet has passed a very long way of development. In addition to classical 
ballet, there is a modern ballet with its various directions, which are developing to this 
day. 

It helped me a lot in this respect to be acquainted with two companies. The first 
one is a small modern dance company – Articuli Dance Company, the second one is an 

already established and proven ballet company – Ballet Moscow Theatre. However, my 
acquaintance with modern dance began with the Articuli Dance Company. Their first 
performance, which I attended and which I photographed, was at the President Hotel 
at the vernissage organized by Kvartira S Galleries. (Photo 4-5). 

   
                                       Photo 4                                                   Photo 5 

 

Then there were other shootings with this team, including in The Multimedia Art 
Museum on the background of the Lobster Land exhibition of the famous contemporary 
English artist Philip Colbert (Photo 6-7, 59). I was interested to see how contemporary 
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choreography and modern arts would interact. The highest appreciation of my 
photographs was the positive reaction of the artist himself and the museum. 

   
                               Photo 6                                                          Photo 7 

 

I keep the contacts with Articuli Dance Company and with its head and 

choreographer Catherine Mallinder. I am interested in watching how the choreographer 
develops and grows and how his young company is changing, gradually gaining its 
audience and fame in the choreographic world. Her style and performances do not 
resemble anyone. This is the most interesting thing.  

The other company is Ballet Moscow. I got to know with Ballet Moscow at the 
Festival of actual art, which was held in the shopping centre Afimall. It was very bright 
literally performance – “Cafe Idiot”. Artists danced in the brightest white and red suits. 

These are the first moments of acquaintance. 
 

     
                 Photo 8                                 Photo 9                                    Photo 10 

 

What did Ballet Moscow give me in terms of studying modern choreography? 
Probably the opportunity to see the intersection of modern ballet and classical ballet 
(in this case, ballet that dances on pointe). Ballet Moscow has two troupes – a modern 
choreography group and a classical group (now they call it just a ballet group). 
Although both of them dance modern ballet. In the repertoire of the ballet group, there 

is no Swan Lake, the Nutcracker, Sleeping Beauty, those ballets that we consider 
classics. However, they often dance modern choreography on pointe and from here 
completely different choreography than the modern group. In one of the performances, 
they managed to combine both troupes and both variants of choreography – this is a 

magnificent performance “Dance hall” (Photo 11-12). It was very interesting to see 
both type of choreography in one performance. 
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                           Photo 11                                                       Photo 12 

 

It is a performance filled with dynamics, grace, emotions that captures the hall 

and holds it from the beginning to the end. Another program of Ballet Moscow, which 

involves two troupes at once, is the ballets “Death and the Maiden” (Photo 13) and 
“Second Cast” (Photo 14) [15]. In these ballets, the troupes change places. In addition, 
this is the main interest, which attracts these performances. 

 

   
                            Photo 13                                                       Photo 14 

 

I had a chance to work not only in the theatre space with the Ballet Moscow, but 
also to photograph their performance at the Museum of Fine Arts named after 
A. Pushkin (Photo 15-16). In this case, it was interesting to see the possibility of 
interaction between modern ballet and the art of the Renaissance. 

 

   
                            Photo 15                                                       Photo 16 

 

Another ballet I shot in the centre of Meyerhold was “Waiting for Godot mode” 

(Photo 17-18), which is quite interesting in terms of space and colour.  
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                           Photo 17                                                       Photo 18 

 

It was another interesting experience when Ballet Moscow performed at the 

Museum of Russian Impressionism, where the performance “Transcription of Colour” 

was shown (Photo 19-20, 61). The colour scheme of the performance was very much 
in harmony with the works of the Impressionist artists, represented at that time in the 
exhibition “Impressionism and Spanish art.” The stage was literally filled with bright 
and pastel colours. 

 

   
                   Photo 19                                                        Photo 20 
 

I have to say separately about the New Ballet Theatre and its modern ballets 
“Bolero” (Photo 21-22), “Carmina Burana”, "Pushkin. Shot" and many others. All of 
them are worthy of a particular attention. Acquaintance with this theatre was kind of 

landmark for me, because it was the first theatre, which accredited me, as an 
independent photographer. 

 

   
                   Photo 21                                                        Photo 22 
 

If speaking about modern choreography, there was other very interesting 
meeting with performances of different choreographers such as Hofesh Shehter with 
its performance “Grand finale”, Edward Klug – “Sleeping Beauty Dreams” (Photo 23-
24) with Diana Vishneva in the main party, Anna Verde – “Russian Muse of Salvador 
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Dali”, Cyril Radev – “Ballad for Madman”, Karin Ponties – “Every Directions is North”, 
Yuri Smekalov – “Three Mask of the King” (Photo 25-26), plastic performance of 

Eugene Venin – “Accidentia” (Photo 64), Alexander Mogilev – “Ditties, your mother” 
and some others. Each ballet – it is own history, its own individual choreography, own 
style of the performance. Each of them in itself an outstanding performance. Not sure, 
that in the article I need to tell about them something more. I think it deserves a 
separate work. I will publish here only certain photos from the two performances – 

“Sleeping Beauty Dreams” and “Three Mask of the King”. 
 

   
               Photo 23                                                   Photo 24 
 

   
                               Photo 25                                                  Photo 26 
 

In addition to this list of outstanding performances, I encountered with a very 
wide range of modern choreography on the two festivals – Diana Vishneva Context 
Festival and Contest (Photo 27) and Alexander Mogilev Proba # Festival (Photo 29-30, 

57, 60). 
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                       Photo 27                                              Photo 28 
 

   
                        Photo 29                                            Photo 30 
 

If speaking about the pure classical ballet, it is, of course, performances of the 
Kremlin Ballet – “Swan Lake” (Photo 31), “Corsair”, “Romeo and Juliet” (Photo 32, 62-
63) [5]. 

   
                                            Photo 31                                       Photo 32 
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Here we can also add a new ballet “Little Red Riding Hood” (Photo 33-35) in the 
production of choreographer Ross Freddy with Sergey Polunin in the leading party. I 

think that the ballet “Little Red Riding Hood” [7] should be attributed to the neo-
classical ballet. 

 

     
                  Photo 33                                Photo 34                                  Photo 35 

 

It is possible to include performances of the Classical Ballet Theatre leading by 

Natalia Kasatkina and Vladimir Vasilev to the same list – “Swan Lake”, “Sleeping 
beauty”, “The Nutcracker” and other classic performances. Separately, we can select 
premiere of “Cracatuk” ballet (Photo 36-37), which took place in the Bolshoi Theatre, 

which also not fully refer to the classics or even to the neo-classic as this ballet 
absorbed a lot of different choreographic areas, including classic and modern ballet. 

 

   
                     Photo 36                                                       Photo 37 
 

Ballet Gala “Maris Liepa. With love” (Photo 38-43) [8] in the Kremlin Palace gave 
me the opportunity to meet leading artists from the Bolshoi Theatre, Stanislavsky and 
Nemirovich-Danchenko Musical Theatre, Michailovsky Theatre, Mariinsky Theatre, The 
Kremlin Ballet and other famous theatres.  
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                    Photo 38                                                       Photo 39 
 

     
         Photo 40                                 Photo 41                                Photo 42 
 

 
                                                       Photo 43 
 

And, of course, this is the Summer Ballet Seasons festival with classical 

performances from very different ballet theatres. Especially ballet “Giselle” (Photo 44-
49) performed by Art-DA Theatre with invited soloists of the French theatre Grand 
Opera that let me get to know French dancers Eloise Bourdon and Jeromy-Lou Coeur. 

I do not presume to judge the art of execution, as I am not ballet critic, but I can say 
that I really liked their party from the emotional point of view. Especially women's 
party with Eloise Bourdon. 
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         Photo 44                               Photo 45                                  Photo 46 
 

   
                   Photo 47                                                      Photo 48 
 

 
                                                   Photo 49 
 

Classic performances “Bayadere” (Photo 50-51), “Sleeping Beauty”, “Swan 
Lake” (Photo 52-55), “The Nutcracker” (Photo 56) by National Classical Ballet 

remembered with its beautiful costumes and warm reception of auditorium. 
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                                                       Photo 56 
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Met with a rather large range of the theatres and performances (classic as well 
as modern) I am still continue internal dispute with myself, what is direction number 

one in my work. It seems to me that such choice does not possible definitely, because 
it is impossible to compare non-comparable things. I think that both directions will be 
present in my practice in nearest further, because there are many wonderful things 
that I was inspired for new meeting with theatres and for the new shooting. It is 
absolutely certain that at this moment I want to capture the beauty of the art of the 

dance and show this to the world. There are many other interesting moments and 
subject matter in the ballet to consider in detail of course. However, as for me the 
topic of beauty in ballet is on the first place. Although it is possible that in the future, 
I will be touching other topics in ballet photos. 

  
4. Classic and modern ballet in terms of the photographer 

Classic and modern ballet in terms of the photographer point of view differ 

greatly. Classical ballet subject to certain laws. All of motion usually predictable. Music 
in this case, the best hint. If you have the minimum music education in addition to all 
thigs you already have (and I once was engaged in music with a teacher), the success 
for you almost guaranteed in this case. You just need to learn to read the language of 
the classical dance and to understand the construction of phrases and dialogue 
between the artists. Learn how to catch culmination moments, because most often 

they create those most memorable accents in dance, catching that you get excellent 
frames. Shooting the classical ballet, I never shot with the series frames, as do some 
photographers. I think this is meaningless, because camera will not be able to catch 
the best moment that you need and want to capture. In this case, if this happens, it is 
most likely it will be a fluke. At the same time if near you will be professional 
photographer, he caught the best moment, and you will be behind him or be ahead 

him onto some seconds. Therefore, his shot will be always better than yours. So, I 

continue to learn how to feel music and dance, that do not shoot everything and find 
then something right between you frames. I think that if you understood all of these 
things and feel that you can understand what time it is necessary to press the shutter 
to get the most beautiful frame. I am sure that I am on the right way, and that over 
time will be able to understand the language of dance even better. 

An interesting point in my practice, which support me that I am already achieve 

some level in ballet photography. I shot one ballet-gala with well-known photographer. 
Sometime later, I accidentally saw his pictures in social networks. My best shots 
absolutely repeat all those moments that fixed master of ballet photos. For me it was 
kind of assessment of my results. 

Why do I like to shoot a modern ballet? I like it because it is much more difficult 

to capture the right moment and when to press shutter. Sometimes music and 
choreography movements can be so unpredictable that you cannot catch those 

moments that you see on the stage. Perhaps I still lack a sense of the language of 
modern choreography. Probably the easiest option when you shooting modern ballet 
it is when artists danced in pointe shoes. In this case there many elements from the 
classical ballet. In this case it is little easier to shoot. Not all the moments are subject 
to here classic laws and therefore there is still enough extensive space for the 
photographer to take a beautiful shot. 

If we look contemporary ballet not in the pointe shoes, then everything is 

complicated by many times. It is still quite difficult for me to catch the right moment. 
To get an excellent photo of modern ballet much more difficult than took the beautiful 
video. Because when you look all continuous video stream, when one pose or scene 

organically replaced by the other, that whole video stream is obtained more interesting 
because you do not fix every single moment. However, if for example, decompose this 
video stream onto single frames, then there will be very few ideal moments from the 

point of view of photography. These are the moments photographer must see and 
capture. What concerns me is only one opportunity to catch a beautiful frame, it is my 
own common sense of what I see, hear and feel. The complexity of the moment that 
it is necessary to evaluate and act almost at the same time. 
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More alternatively, it is pre-view performance or at least its rehearsal, remember 
moments that you like and try to catch them at follow-shooting. 

Maybe that is why in my practice much more shooting of modern ballet 
performance than classic ballets. I wonder to capture a complex choreography of the 
performance in his best moments. 

In this case, I miss all other features of ballet shooting – the presence of the 
right light, beautiful composition, interesting angle, etc. and concentrate only on the 

main – in fact on the move. It is movement – its beauty, tenderness, elegance, 
dynamics, force energy, soul dancer, I want to pass through photos of dance and 
ballet. I want to learn how to easily read the language of dance and speak this language 
by means of photography to show all people as fine this art of dance.   

 
5. A bit of technology shooting and photo post processing  

Speaking of dance photographing let pay attention to some technical aspects of 

this type of photography. 
Let's start with an equipment that I use for shooting in the theatre – I have a 

digital full-size camera Canon 5D Mark III with two lenses Canon EF 100-400мм F/4,5-
5,6L IS USM and Canon 24-105мм F/4L IS USM. You need telephoto zoom lens for 
shooting with the far distance, somewhere starting from 20th row in the theatre. It 
allows you to take as local scene and portrait shot. Canon 24-105мм F/4L IS USM lens 

it is my second lens. I use it if I can shoot from the first row in auditorium hall or 
behind the scene. 

Also, it is essential for shooting directly on the stage after the performance. It is 
necessary to say that I have quite specific lenses set that was formed and used for 
landscape photography during my travel. These two lenses completely satisfied me in 
the theatre too. Although sometimes it is not enough the aperture. Sometimes when 

shooting dark scenes, you need lens with minimal aperture. I think that in the nearest 

future I will add to my arsenal another lens Canon EF 70-200мм F/ 2,8L ISII USM. 
Specific of the ballet shooting on the stage is that you need to use high ISO to 

get a quality image and short exposures shutter to avoid the effect of lubrication 
images, particularly it concerned feet.  

 If concern the methods for shooting, I said already that not use serial frame. 
But sometimes can to the use some art techniques, such as multiple exposure. I use 

this method more often on the performances that I have shooting the second time. I 
can say at once that in this case, not all images are obtained the ideal quality and 
interesting, only some of them and the therefore you have physically less time for 
shooting the performance just technical reasons, because in this case, still have time 
to merge frame within the camera. Moreover, you can skip beautiful frame. I can also 

to say that I used multiple exposure more often when shooting modern ballets or on 
the ballet-gala, when the artists dance solo and very rarely on the classic 

performances. 
 

   
                             Photo 57                                                      Photo 58 
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                               Photo 59                                                      Photo 60 
 

 I can also say that I do not alien to the use of opportunities of photo editor 
Photoshop to form an interesting picture. Often such images can be attributed not just 
to the stage photos but also probably to the art photos. Below are examples of such 
images. 

 

   
                               Photo 61                                                       Photo 62 
 

   
                              Photo 63                                                      Photo 64 
 

6. For what or for whom to shoot a ballet 
For what or for whom to shoot a ballet, if it has very limited target audience? 

When answering to this question, it is possible to say the following that is for me there 
are several criteria why I do this. Firstly, I realized that to me it is just I like do that. 

Any photographer shoots for himself first, unless if it is not commercial shooting. It 

gives me an aesthetic pleasure to see a beautiful and interesting ballet, just as well 
as, for example, to see a beautiful nature, when traveling or, for example, just look at 
the beautiful bouquet of flowers. This is also a kind of bouquet only in motion as the 
flowers of the field in the wind.   
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For me no one has been cancelled thesis “beauty will save the world”, I want to 
believe it. Moreover, I know that it is necessary not only to me, but also to the other 

people. There are many fans of ballet in the social networks. In our life, there are 
people who like ballet so much that they learned in ballet studio, play together with 
other unprofessional and sometimes professional actors in the “home” ballet 
performance. They just go to watch ballet, as some other people go watch football. 
Not long ago I recently met a man who is real ballet lover. As I understand he goes on 

almost all new performances and ballets premiere, knows many actors and 
choreographers. Moreover, as far as I understand he is not alone.  

I want to shoot ballet for that manner so that the peoples, when they saw my 
photos, wanted to go on the performance and see it live on the stage. I think that the 
beautiful art of dance can only be fully felt, understood and appreciated only on the 
stage. 

Starting to shoot ballet, I discovered a lot of new ballet theatres, which produce 

their performances and find their audience. In this regard, it seems to me that a variety 
of ballet festivals play very important role. They are very different and each have their 
fans. For example, the “Summer ballet seasons” collect full rooms in Moscow during 
all summer for 19 years. 

Share beauty with other it is just simply a nice. I have many ballet publications 
in social networks. There it is own constant audience and it is slowly growing all the 

time. There I can communicate with some ballet actors. For some reason I always 
thought that, this is a much-closed people and that this world almost completely closed 
for “external” people, including new photographers. However, it was a wrong 
perception of them. I have appeared very nice and responsive friends who helped me 
to learn and understand the ballet. Taught me fixed on the right moments, helped me 
professionally understand and see the dance. I am very grateful to these people. 

I think that after the completion of the history of epidemic COVID-19, I will be 

able to do next exhibition for my audience. Let it will be very limited by the number of 
my fans, but I still waiting for a meeting them. I have already the proposal to make 
my next exhibition of my ballet photos a long time ago. It will be my second exhibition 
in the Financial University.  
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