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Uvod / Introduction

V poslednych rokoch ¢asopis Ars publikoval
popri tradi¢cnych kolekciach ¢lankov, venovanych
rozmanitym témam, aj nickolko tematicky zame-
ranych ¢isel. Ako zostavovatel tohto ¢isla som
hPadal clanky, zamerané na problémy ikonografie
a ikonologie. Na zaciatku nestala ziadna zvlastna
definicia pojmov, ziadna ideologicka zaujatost’.
Namiesto definovania teoretického ramca som
poziadal znamych autorov, ktorf maji svoje vlastné
explicitné ¢i implicitné definicie tychto terminov
a svoje vlastné stratégie ich pouzivania, aby na
vybranom priklade ukazali svoj vlastny pohl'ad na
pracu s tymito pojmami. Prva cast’ ¢isla predstavuje
vysledné texty.

In the last years, the journal Ars has published
— side by side with traditional collections of articles
devoted to various topics — several thematically fo-
cused numbers. As the editor of this number, I have
sought articles, focused on problems of iconography
and iconology. This project started from no special
definition of these concepts and no ideological bias.
Instead of defining a theoretical framework, I have
asked well known authors, who have their own ex-
plicit or implicit definitions of the terms and their
own strategy of using them for various research
purposes, to pick up an example of how the concepts
might work from their point of view. The resulting
texts are presented in the first part of this number.

Tvan Gerat
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A Motif and Its Basal Layer.
The Haemorrhoissa (Mark 5.24-34) and the Interplay
of Iconological and Anthropological Research'

Liesbet KUSTERS - Emma SIDGWICK

“I/ n’y a pas d’image sans le geste de son onverture.
Parce gu’onvrir équivant alors a dévoiler.”

(Georges Didi-Huberman)®

The anthropological turn taken by art history in
recent years has had multifarious impacts. Not only
have images come to be understood in the context
of their roles in (ritual) praxis and experience, have
attempts been made to erase the canonical boundary
between “high” and “low” art, has a new icono-
logical sensitivity arisen,’ but the conclusion has
also been reached that it is impossible to speak of
the “image”. The “image” ifself has come to be seen
as an anthropological phenomenon and has so been

This article is part of the research project The Haemorrhaging
Woman (Mark 5.24-34parr). An lconological Research into the Mean-
ing of the Bleeding Woman in Medieval Art (Fourth-Fifteenth Century).
Also a Contribution to the Blood- and Touching Taboo before the Era
of Modernity funded by the Research Funding of the Catholic
University Leuven (2008 — 2012), under promotorship of
prof. Dr. Barbara Baert. Barbara Baert and Liesbet Kusters
are art historians. Emma Sidgwick is an anthropologist.

> DIDI-HUBERMAN, G.: L image onverte. Motifs de l'incarnation
dans les arts visuels. Paris 2007, p. 43.

[

See BAERT, B.: The Gendered Visage. Facets of the Vera
Icon. In: Annual of the Antwerp Royal Museum, 2000, pp.
10-34; BAERT, B.: The Wood, the Water, and the Foot,
or How the Queen of Sheba Met up with the True Cross.
With Emphasis on the Northern European Iconography. In:
Mitteilungen fiir Anthropologie und Religiongeschichte, 16, 2004, pp.
217-278; BAERT, B.: The Washing Wound. Late-Medieval
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liberated from its one-sided art-historical captivity as
an abstract “art object” isolated against a museum
wall. A more open concept, inspired by Aby Warburg
(1877 — 1929), has become paramount.”

This has recently been achieved by reinserting the
image into a triadic relationship. The “image” is not
an unchanging independent thing, but arises in the
correlating medium-image-body relationship.” This
relationship is anthropologically variable, unmooring
the “status” of the “image” from fixed values. It is
important that within this relationship the emphasis
is shifted: it is not the “image” itself that is crucial,
but the viewer as an embodied creature. From this
perspective, a significant parallel can be seen with,

Ideas Concerning Christ as Fons Pietatis. In: Mitteilungen
Siir Anthropologie und Religiongeschichte, 16, 2004, pp. 177-215;
BAERT, B.: Wasserkrug und Kamm. Verena von Zurzach als
Kasus fur die Grenzen und Moglichkeiten der ikonologischen
Methode. In: Osterreichische Zeitschrift fiir 1V olkskunde, 60, 20006,
pp. 35-62; BAERT, B.: Noli me tangere. Six Exercises in Image
Theory and Iconophilia. In: Image and Narrative. 1.7 image des
Apnciens et 'image des Modernes: Permanence des problématiques, 15,
20006, http:/ /www.imageandnarrative.be/iconoclasm/baert.
htm; BAERT, B.: Hierotopy, Jerusalem and the Legend of
the Wood of the Cross. In: Archaevs. Study in the History of
Reljgions, 11-12, 2007 — 2008, pp. 95-116.

IS

Exemplary for this revival is for example DIDI-HUBER-
MAN, G.: L'Tmage survivante: histoire de l'art et temps des fantines
selon Aby Warburg. Paris 2002.

w

BELTING, H.: Bild-Anthropologie. Entwiirfe fiir eine Bildwis-
senschaft. Miinchen 2001, p. 11.



for instance, a historical-anthropological concept
of the body as medium and the medium in which
the image is incarnated. This shift of emphasis also
denies the viewer any illusion of mastery; s/he is
oceupied by images.® Developing this line of thought
further: the triadic relationship within which images
are situated, is performative, “reality-constituting”;
it is, after all, as performative acts that observations
contribute to a “Welterweiterung”.” In brief, these cor-
rections relate to the image as an anthropological
given. More specifically, to the question: in what way
is an image a “kultureller Fignration”? And, given this
question, also to the locus where the image arises,
and continues to arise over and again: the human body
as “Ort der Bilder”, as the place where the interior
images are stored and in which the external image
is incarnated again.

Porous Boundaries between Iconology
and Anthropology

What can (historical) anthropology in its turn
receive from “images”? Even though we read and
experience images in a performative manner (draw-
ing on our own store of interior images), we should
not understand this as a reductionist impasse: we can
still approach and understand images as themselves
reality-constituting within a given cultural-historical
context.” What is certain is that images, precisely
through their constituting character, cannot be divid-
ed without remainder: they add themselves, so that
in their “imageness” (“Bildlichkeif”) they always retain
something impenetrable. We are constantly thrown
back upon their “imageness”. If we might, in light
of the aforesaid, nevertheless still risk a statement

¢ See too DIDI-HUBERMAN, G.: Devant limage. Paris 1990
DIDI-HUBERMAN, G.: Ce gue nous voyons, ce qui nous regarde.
Paris 1992.

7 WULE, C. — ZIRFAS, J.: Bild, Wahrnehmung und Phantasie.
Performative Zusammenhinge. In: WULE, C. — ZIRFAS, ].
(eds.): Tkonologie des Performativen. Minchen 2005, p. 15.

# See for instance WULF — ZIRFAS 2005 (see in note 7), p.
15; VANDENBROECK, P. (ed.): Backlit Heaven. Power and
Dewvotion in the Archdiocese Mechelen. Tielt 2009.

WULE, C.: Zur Performativitit von Bild und Imagination. In:
WULF — ZIRFAS 2005 (see note 7), p. 37 (after René Char).

with ontological implications: they operate as an
osmotic membrane between this world and another,
between what we can “read” (“grasp”) and a poeisis
(that “grasps” us). They extend the boundary of this
“world”. But this “extension” is not arbitrary: “Die
Bilder wissen etwas von uns, was wir nicht wissen.””® What
images articulate can therefore also be fruitful for
an anthropological reading, and so again charge an
iconological study.

Whenever we deal with images, iconology and
anthropology can inform one another in a series
of cross-overs and cross-fertilisations. Perhaps the
dynamic is one of hopping back and forth between
these two disciplines, which were once so rigidly de-
marcated and now continually flow into one another.
In this essay, we will make no attempt to generalise
about how “anthropology” and “iconology” can or
should inform one another — we have no desire to
give fixed form to something we experience as only
delimited by porous boundaries.

What we will do in this essay is to give a concrete
example of how this synergy can be harnessed in
relation to the motif of the Haemorrhoissa, the
Woman with an Issue of Blood, which is to be found
in texts and images from the early Christian period
onwards. What fruits can this methodological cross-
fertilisation come to bear? We will first — keeping in
mind the porous boundaries — put forward an icono-
logical reading and an anthropological reading, and
then trace their interconnections and exchanges.

Text-Image Transposition

The curing of the Haemorrhoissa has a special
place among the biblical miracles and cures.'” Mark

" The Haemorrhoissa is discussed in the following exegetic

and bible historical studies: D’ANGELO, M. R.: Gender and
Power in the Gospel of Mark. The Daughter of Jairus and the
Woman with the Flow of Blood. In: CAVADINI, J. C. (ed.):
Miracles in Jewish and Christian Antiquity. Imagining Truth (=Notre
Dame Studies in Theology, 3). Notre Dame 1999, pp. 83-109;
FONROBERT, C.: The Woman with a Blood-Flow (Matk
5.24-34) Revisited. Menstrual Laws and Jewish Culture in
Christian Feminist Hermeneutics. In: EVANS, C. A. — SAND-
ERS, J. A. (eds.): Early Christian Interpretation of the Scriptures
of Israel. Investigations and Proposals (=JSNTS, 148 — Studies
in Scripture in Early Judaism and Christianity, 5). Sheffield
1997, pp. 121-140; HABER, S.: A Woman’s Touch. Feminist
Encounters with the Hemorrhaging Woman in Mark 5.24-34.
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1. Christ and the Haemorrhoissa, wall painting in the catacomb of SS
Peter and Marcellinus in Rome, room 65, 3" century. Repro: DECKERS
— SEELIGER — MIETKE 1987 (see in note 25).

5.24b-34 recounts how Jesus, on his way to Jairus’
house, felt power pass out of Him when the Haemor-
rhoissa, a woman who had been suffering from
haemorrhage for twelve years, touched his cloak and
was at once cured:

In: Journal for the Study of the New Testament, 26,2003, No. 2, pp.
171-192; HORSLEY, R. A.: Hearing the Whole Story. The Politics
of Plot in Mark’s Gospel. Louisville 2001; LEMARQUAND,
G.: An Issue of Relevance. A Comparative Study of the Story of the
Bleeding Woman (M#k 5:25-34; Mt 9:20-22; Lk 8:43-48) in North
Atlantic and African Contexts. New York 2004; LEVINE, A.-].:
Discharging Responsibility. Matthean Jesus, Biblical Law and
Hemorrhaging Woman. In: BAUER, D. R. - POWELL, M.
A. (eds.): Treasure New and Old. Recent Contributions to Matthean
Studies. Atlanta 1996, pp. 379-397; MARCUS, J.: Mark 1-8.
A New Translation with Introduction and Commentary. New York
2000; OPPEL, D.: Hezlsam erzéblen — erzéiblend heilen. Die Heilung
der Blutfliissigen und die Erweckung der Jairustochter in Mk 5.21-
43 als Beispiel markinischer Erzdblfertigkeit (=Bonner biblische
Beitrige, 12). Weinheim 1995; SELVIDGE, M. J.: Woman,
Cult, and Miracle Recital. A Redactional Critical Investigation on
Mark 5:24-34. London 1990; SELVIDGE, M. J.: Mark 5:25-34
and Leviticus. A Reaction to Restrictive Purity Regulations.
In: Journal of Biblical 1iterature, 104,1984, No. 4, pp. 619-623;
STRUTHERS MALBON, E.: Narrative criticism. How does
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“And a large crowd followed Him and pressed in on
Him. Now there was a woman who had been suffering from
haemorrhages for twelve years. She had endured much under
many physicians, and had spent all that she had; and she
was no better, but rather grew worse. She had heard about
Jesus, and came up bebind Him in the crowd and touched
his cloak, for she said, ‘If I but touch his clothes, I will
be made well. Immediately her haemorrbage stopped; and
she felt in her body that she was healed of her disease.
Immediately aware that power had gone forth from Him,
Jesus turned about in the crowd and said, Who touched
my clothes?’ |. . .] the woman, knowing what had happened
to her, came in fear and trembling, fell down before Him,
and told Him the whole truth. He said to her, ‘Danghter,
Yyour faith has made you well; go in peace and be healed of
your disease’.”’

A fresco in the catacomb of Peter and Marcel-
linus, dating from the 3™ century, is one of the oldest
representations of the story [Fig. 1]." Already in the
earliest representations, based on the brief descrip-
tion in the Gospels of the Haemorrhoissa “coming
up behind Him” and Jesus “turning about”, the
iconography of the Haemorrhoissa was rooted in
a specific convention: the woman creeps or crawls
behind Christ; He turns and blesses her. In the
fresco, the event is frozen in the intimacy between
the two main figures; neither Jairus and the crowd,
nor the apostles are represented. The woman kneels
behind Christ and reaches out longingly to Him with

the story mean? In: ANDERSON, J. C. - MOORE, S. D.
(eds.): Mark and Method. New Approaches in Biblical Studies.
Minneapolis 1992, pp. 37-29; TRUMMER, P.: Die Blutende
Fran. Wunderbeilung im Nenen Testament. Freiburg i. B. 1991,
pp. 15-21.

For a first iconographical analysis of the motif, with bibli-
ography, see BAERT, B.: ‘Who touched me and my clothes?’
The Healing of the Woman with the Haemorrhage (Mark
5:24b-34parr) in Early Medieval Visual Culture. In: Annnal
of the Antwerp Royal Musenm 2009, 2011, pp. 11-51; BAERT,
B.: “Who touched my clothes?” The Healing of the Woman
with the Hemorrhage (Mark 5.24b-34parr) in Medieval Visual
Culture. In: Konsthistorisk tidskrift, 79, 2010, No. 2, pp. 65-90;
BAERT, B.: Chi ha toccato i miei vestiti? La guarigione della
donna conl’emorragia (Marco 5:24b-34par) fra testo, immagi-
ne e tabu nella cultura visiva del primo medioevo. In: I&oz, 3,
2010, pp. 393-412; KUSTERS, L.: Who is She? The Identity
of the Hemorrhaging Woman and Her Wirkungsgeschichte.
In: Annual of the Antwerp Royal Museun 2009, 2011, pp. 99-133.



one hand, as He turns and lays his hand upon her
head."”

In early Christian and medieval iconography,
word and image are closely interwoven. The image,
however, is carried by a different medium, uses its
own “language”, in a different “tense”, and has its
own rules.” In the process of transposing word into
image the artist faces the challenge of “capturing”
in one scene all that unfolds textually in a subtle
build-up of action and dialogue. The healing of the
Haemorrhoissa certainly implies this process; there is
creeping, touching, becoming aware, feeling, turning,
seeking, recognition, blessing..."* How to translate
this progressive series of movements into a static
visual medium?

Tensions and nuances in the text are translated
visually in the image into another language; the body
language, and in particular a single curve: the touch
between Christ and the bleeding woman."” To give
expression to the text’s chargedness, impact and
emotions, the iconography of the Haemorrhoissa
became a choice iconography of body language,
concentrated in that touch. We have already seen
how on the mural in the catacomb of Peter and
Marcellinus the woman longingly stretches one hand
towards Christ; with the other she supports her chin,
in an expression of silent sadness and despair. The
greatest emotion, however, vibrates in the vulnerable
gesture of the mutual contact. The fresco shows in
a delicate and refined way how the woman swiftly
reaches out to Christ’s cloak with one hand and lays
hold of a single thread.

But their touch is no normal touch; and while
healings are frequent occurrences in the synoptic

12 This basic type, where the Haemorrhoissa stretches out her
hand expectantly towards Jesus while He fulfils her expec-
tation by blessing her, is for example the most common ex-
pressive formula in early Christian sarcophagus art. It should
however be noted that interaction does not necessarily imply
touching; more often than not, Jesus merely holds his hand
above the woman’s head, and sometimes the Haemorrhoissa’s
hand does not quite make contact with Jesus’ robe.

o

BAERT 2006b (see in note 3).

Nowhere is a healing recounted at such length and with
so many stages as in this story. From its positioning of the
story of the Haemorrhoissa as taking a key position in the
reinforcement of a new, Christian faith, exegetical discourse

i T B s Bl

R TR  To i  R
2. Christ and the Haemorrhoissa, detail of an ivory relief, early 5"
century. Paris, Lonvre.

gospels, the cure of the Woman with an Issue of
Blood is different in two ways. On the one hand,
Christ does not Himself act as a healer, but rather
it is the Haemorrhoissa who — according to some
exegetes because she is unclean — approaches Him
from behind and “takes power from Him”. On the
other hand, the nature of her sickness makes her
healing a delicate matter; the woman suffers from
menstrual bleeding so that awareness of her healing
— power flowing out, the flow of blood stopping —is
reserved to the protagonists.'®

In an attempt to translate these two peculiarities,
and therefore the particular nature of her healing,

gives a dual explanation of this; on the one hand, in the course
of the story playing out there is emphasis placed on the im-
portance of the woman’s faith; on the other hand, Christ is
also provided with an opportunity to reveal Himself as the
Messiah and to clarify the difference with pagan magic. This
has been treated at length in BAERT 2011 (see in note 11)
and KUSTERS 2011 (see in note 11).

® On conventions in the visual language, sce BARASCH
M.: Giotto and the Langnage of Gesture. Cambridge 1987; and
BREMMER J. - ROODENBURG, H. (eds.): A Cultural His-
tory of Gesture. New York 1993, pp. 15-35.

!¢ This has also been treated at lenght in BAERT 2011 (see in
note 11) and KUSTERS 2011 (see in note 11).
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3. Healing of the Haemorrboissa and the Daughter of Jairus, miniature
from the Gospel Book of Otto 111, Reichenan, late 10" century. Munich,
Bayerischen Staasbibliothek, Cod. Lat. Cim. 58, fol. 44.

into visual terms, the Haemorrhoissa iconography is
faced with two problems. That Christ is not the per-
former of the miracle, but that the Haemorrhoissa
takes the “power” from Him, had implications for
the image. Unlike, for example, the healing of the
paralytic, the artist cannot simply show Christ healing
someone; he has to visualise a healing that overtakes
Him, something sudden, a flash, unexpected and
extremely ephemeral. An ivory relief from the early
5% century shows a second variant in the Haemor-
thoissa iconography [Fig. 2]."” The Woman with
an Issue of Blood creeps behind Christ, her hands
stretched out to Him and touching his cloak. Her

7 SCHILLER, G.: Iconography of Christian Art, 1. Christ’s Incarna-
tion, Childhood, Baptism, Temptation, Transfignration, Works and
Miractes. London 1971, p. 179.
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desire and fear are palpable in the abject posture, one
hand extended to Christ and the other clutching at
her veil, her almost pulling on Christ’s garment and
the way in which she tilts her head back, turning a
face expressive of both despair and determination
up to Him. But the posture of Christ, in particular,
adds to the strongly dynamic character of the scene.
In contrast to the fresco, He is hete not shown in
the accepting approval of a gesture of blessing; his
walking motion and backwards glance show Him
in the moment that He is surprised by the touch
and “felt the power pass out of Him”. This is even
clearer in an ivory bookbinding from the 9" century;
if Christ was unmistakably the active performer and
initiator of a miracle in the scene of the healing of a
lame man, then He almost vanishes from the picture
when healing the Haemorrhoissa.”® The combined
representation of the healing of the Haemorrhoissa
on the one side and the raising of Jairus’ daughter on
the other, underlines the specificity of the interaction
between Christ and the Haemorrhoissa. A miniature
in the Gospel/ Book of Otto 111, produced in Reichenau
around 998 — 1000, shows both in one scene: Jesus
in the middle of the composition raising the girl, the
Haemorrhoissa approaching from the bottom left
while, small and almost hidden by the throng, she
very carefully touches the hem of his mantle with
just one finger [Fig. 3]." Christ is at the crossroads
of the two healings, his hand raised to the girl in a
gesture suggestive of the transfer of power, his body
turned towards the Haemorrhoissa where He feels
power being drawn from Him. The contrast between
the planned and unshowy healing of the one and
the creeping-and-quickly-touching-with-one-finger
of the other is very clear.

Where the image was already challenged to cap-
ture in a single scene all that unfolds in a textual se-
quence of stages, then the interrupting nature of the
Haemorrhoissa’s touch is even harder to represent.
For although in one iconographic variant emphasis
is placed on the Haemorrhoissa’s initiative by show-
ing Christ walking away from her, the most common
visual image preferred to visualise the whole story,
including Christ’s approval and blessing, Various mo-

'8 Tbidem, p. 179.

¥ Ibidem, p. 180.



ments are compressed into a single image, and the
specificity of the Haemorrhoissa approaching “from
behind” and Christ who walks away from her seems
to lose force. Thus the fresco in the catacomb of
Peter and Marcellinus seems to suggest the end of the
encounter in Christ’s gesture of blessing, while the
posture of his body shows Him in the act of turning,
so that the healing must only just have taken place.
At the same time, we still see the Haemorrhoissa,
overcome with despair, reaching out to Christ’s cloak.
Variations are numerous. Sometimes the woman
turns her head up towards Christ; sometimes she
lies prostrate at his feet. Christ sometimes looks at
her, sometimes not; just as He sometimes does, and
sometimes does not, place his hand upon her head.
Sometimes He lays his hand upon her head but makes
no eye contact, which seems to suggest the moment
that He is still seeking her.” Thus the moments of
the touch, the awareness, of Christ’s seeking who has
touched Him, and his blessing, are all run together.
And where a calmly kneeling Haemorrhoissa receiv-
ing Christ’s blessing suggests the end of the episode,
even here it is not unusual for the woman still to be
clutching the hem of Christ’s garment.

Ginzburg describes the Haemorrhoissa iconog-
raphy as an iconography of the “punctum, l'instant
décisive’ > Vatious moments from the text are trans-
lated into the image and merged; creeping, touching,
feeling, turning, seeking, recognising, blessing... At
the crossroads of these movements, the moment of
the image emerges.

Within this cat’s cradle, however, Baert discerns
three main elements in the iconography, as three

2 BAERT 2011 (see in note 11).

2 GINZBURG, C.: A distance. Neuf essais sur le point de vue en
histoire. Paris 1998, p. 101.

2 BAERT 2011 (see in note 11).

» For that matter, the prominence of the blessing Jesus is
entirely in line with the typical early Christian representa-
tion and confirmation of Christ as a magician and a healer.
—KUSTERS 2011 (see in note 11), note 21; KNIPP, D.: Chris-
tus medicus in der friibchristlichen Sarkophagskulptur: ikonographische
Studien der Sepulkeralfunst des spaten vierten Jahrhunderts. Leiden
1998; MATHEWS, T. F.: The Clash of Gods. A Reinterpre-
tation of Early Christian Art. Princeton — New Jersey 1993,
pp. 54-65.

distinct Haemorrhoissas with whom subtle changes
in the text are reflected in nuances of body language.
A first nuance shows the woman creeping towards
Christ and touching the hem of his garment: this is
the Haemorrhoissa longing for healing, The second
Haemorrhoissa is that of the venit et procidit, she who
trembling with fear makes herself known and falls at
Christ’s feet. A third nuance is to be seen in the kneel-
ing woman, often in eye contact with Christ; this is
the woman who, in the conclusion of the account,
is recognised for her faith and effectively healed.”
In the most prevalent visual language however, the
various moments would appear to be conflated.”’
A second difficulty confronting the Haemor-
rhoissa iconography is the representation of the
nature of her complaint and its healing. Both with
regard to her sickness as her healing, the Haemor-
rhoissa iconography comes up against the limitations
of visualising the invisible. Where the paralytic is
carried on a bed or, after his healing, takes it up on
his shoulders and carries it, the crippled woman leans
on a stick and Christ touches the eyes of the blind,
there is nothing that can show the vaginal bleed-
ing of the Haemorrhoissa. Only one iconographic
development seems to have formed around the
suggestion of fluidity, and that is typological** A
second fresco in the catacomb of Peter and Marcel-
linus typologically links the Haemorrhoissa to the
scene in which Moses strikes the rocks to bring forth
water [Fig. 4].* The figures of Moses and of Christ
are linked in posture and gesture, both incarnating
a flow of divine energy. The touch of the one starts
a flow of water, the touch of the other stops a flow

* On this issue and the typological parataxis as a visual “solu-
tion”, see also KUSTERS 2011 (see in note 11) and BAERT,
B. — KUSTERS, L. — SIDGWICK, E.: An Issue of Blood.
The Healing of the Woman with the Haemorrhage (Mark
5.24b-34; Luke 8.42b-48; Matthew 9.19-22) in Early Medi-
eval Visual Culture. In: Blood, Sweat and Tears. The Changing
Concepts of Physiology from Antiquity into Early Modern Europe
(=Intersections. Interdisciplinary Studies in Early Modern
Culture, 21). Leiden 2012.

2

G

The catacomb of Peter and Marcellinus contains a total
of five murals with representations of the Haemorrhoissa,
including this one in room 64. The others can be found in
rooms 17, 28, 65 (see fig. 1) and 71. On the numbering and
on these murals, see DECKERS, J .G. — SEELIGER, H. R.
— MIETKE G.: Die Katakombe Santi Marcellino e Pietro. Reper-
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4. Christ and the Haemorrhoissa, drawing after the wall painting in the
catacomb of SS Peter and Marcellinus in Rome, room 64, 3" century.
Repro: DECKERS — SEELIGER — MIETKE 1987 (see in note
25).

of blood, but in each case the significance is saving,
salvation and healing. A second typological coordina-
tion places the Haemorrhoissa scene alongside the
representation of Peter raising a spring and baptiz-
ing two soldiers in the water.” Both scenes seem to
be united by the recognition of the divine and the
conversion of pagans to Christianity. Finally, in a
third typological model, the Haemorrhoissa scene
can also be placed with the representation of Christ

torium der Malereien (=Roma sotterranea cristiana, 6). Vatican

1987, pp. 309-312.

% For example in an image on the Celsus’ sarcophagus. On
this sarcophagus, see KNIPP 1998 (see note 23), pp. 90-
139; RAFANELLI, L. M.: The Ambiguity of Touch. Saint Mary
Magdalene and the Noli me tangere in Early Modern Italy. [Diss.].
New York 2004, p. 369. Kuryluk asserts that a marble relief
from circa 400 AD, which is presently kept at the Vatican,
also combines a representation of the Haemorrhoissa with
the scene featuring Peter. - KURYLUK, E.: Veronica and Her
Cloth. History, Symbolism, and Structure of a “true” Image. Cam-
bridge 1991, p. 95. The story of Peter would appear on the
one hand to be based on the miracle by Moses and, on the
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cursing the olive tree.”” The drying up of the tree is
then connected with the “drying up” of the blood.
Where the Haemorrhoissa’s “flow” remains hidden
from sight, these typological parallels provide a sense
of a link with fluidity.

Not only visualising the issue of blood was prob-
lematic, the invisibility of the healing power was also
a difficulty. How to show just what had happened
in the vibrant connection between fingers and gar-
ment, how to express the field of energy that became
manifest between the two? In rendering the event as
a single moment, one aspect of the body language
came to the fore as the perfect medium to visualise
this: the play of hands. We have already seen how
in the mural in the catacomb of Peter and Marcel-
linus the Haemorrhoissa reaches out to Christ’s
garment with one hand, while holding the other to
her face in a gesture of silent sadness and despair.
Jesus, however, immediately removes her sadness by
placing his own hand on her head, as an immediate
response to her hand even though in the Gospel
time elapses between the two moments of touch.
An ivory relief, a detail of the 4™-century Brescia
Casket, also consolidates the healing interaction in
the play of hands, not only by making both pairs of
hands so clearly the centre of the composition, but
also by uniting them in mutual dialogue [Fig. 5].*
Positioned in a circle, they define the space in which
the interaction is to take place, filling the pre-exist-
ing void with healing power; and the circle as the
perfect visualisation of an invisible power. In this
connection, Baert speaks of “a factile connection between
henr and head, between a tonch stolen at the lower extremity
of the body and a touch given at the upper extrenity of the
body”, and sees in this a hermeneutic connection to

other, to contain elements of another miracle story in which
the apostle baptises the centurion Cornelius; see on this is-
sue KNIPP 1998 (sce in note 23), pp. 124-125; MATHEWS
1993 (see in note 23), p. 87; and WILPERT, J.: La fede della
chiesa nascente secondo i monumenti dell'arte funeraria antica. Vatican
1938, pp. 71-73, 85. As the two scenes also exhibit a close
iconographic resemblance, this typological connection with
the Haemorrhoissa needs to be further explored.

7 As in the so-called Column Sarcophagus No. 174. — KURYLUK
1991 (see in note 206), p. 95; WILPERT 1938 (see in note 20),
pp. 173-178.

% SCHILLER 1971 (see in note 17), p. 178.



the exegetical commentaries in which the art “places
the action of the miracle as much in Christs hands and not
only in the touching of the hens” *

This confrontation of text and image has shown
how the specificity of the healing of the Woman with
an Issue of Blood has been translated into a number
of characteristics specific to its iconography. But it
has also uncovered problems that derive from this
very specificity, such as the invisible nature of the
illness and its cure. Where this iconological approach
has in the first instance investigated the process of
transposition from word to image, we will now look
for the layers of meaning from which the motif
crystallizes in both word and image.

The Opaque Cultural Layer
of Meaning from which the Motif Crystallizes
in Word and Image

Historical anthropology is an exceptionally
“fractal”” discipline, with no predetermined linear
or benchmarked model of interpretation. In this
historical-anthropological reading of the Haemor-
rhoissa motif, our relation to its visual representation
is primarily as follows: anthropology does not here
serve merely to “contextualise”, nor are we primarily
concerned with the nature of the images or their im-
age-praxis,” but we focus on their “invisible” basal
layer — more particularly, on the basal layer of how
the whole motif appears in text, image, and other
transpositions and embeddings.”

# BAERT 2011 (see in note 11). This is congruent with the
importance of the story in discussions concerning the new
concept of a Christian touch and its discrepancy with the
magical healing practices of the ancient world. Where the
healing power of Christ at first sight seems reminiscent of
pagan magic — flowing forth from Him immediately and
independently —, Bromley states that the Gospels correct any
magical understanding when they emphasize the role of faith.
When Christ says “Your faith has saved you”, He deepens her
touch by suggesting that her faith is the source, or at the least
the mainspring of her healing, Selvidge states that the Hae-
morrhoissa is only fully healed at Christ’s words. - BROMLEY,
D. H.: The Healing of the Hemorrhaging Woman: Miracle or
Magic? In: Journal of Biblical Studies, 5, 2005, No. 1, pp. 1-20;
and SELVIDGE 1990 (sce in note 10), pp. 91-92.

0 WULF, C. (ed.): Vo Menschen. Handbuch Historische Anthropo-
logie. Weinheim — Basel 1997, p. 14.

5. Christ and the Haemorrhoissa, detail of the Lipsanothek of Brescia,
ca. 360 — 370, ivory. Brescia, Museo Civico.

Let us be clear about this. Anthropology can be
used to enter into a cultural layer of meaning that
is opaque. One might say that anthropology should
not be seen as the study of “conscious expressions”
(the domain of history), but as the study of “uncon-
scions conditions”.* Anthropology seeks a cultural
layer of meaning the content of which is not (yet)

' These are the two questions that are primarily seen as
“anthropological” from within the field of art history. Both,
just like contextualization itself, are nevertheless relevant and
indispensable for the research proposed here; all the more so
when we look at the way and the measure in which the motif
is disseminated through the material culture. See BAERT
2009 (see in note 11).

* The concept of the image is thus extended even further:
images are seen as anchored in a web of myriad cultural
expressions. Images (iconic or aniconic) are seen as cultural
expressions that do not raise themselves above, but tie in with
other “expressions of culture” — though naturally entirely
according to their own medium-specific parameters.

% AGAMBEN, G.: Aby Warburg and the Nameless Science. In:

Potentialities. Collected Essays in Philosophy. Stanford 1999, pp.
89-103, p. 99 (after Claude Lévi-Strauss), emphasis added.
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or not completely understood at a conscious level.
This layer is distinct from, but related to, the ways
in which a culture represents itself symbolically at
a more conscious level.”* The semantic load of the
word “condition” is, however, perhaps too narrow to
identify this layer: it carries too large an implication
of something that might be identified unambiguously
and hence isolated. Rather than speak of “uncon-
scious conditions”, we could say that this is a stratum
at which unconscious affective processes of signifi-
cation are given shape — “affective” precisely because
these are processes of meaning that cannot be made
accessible in a straightforwardly discursive fashion.
From the perspective of historical anthropology, we
might more properly use some such term as “affec-
tive pattern”.”> An “affective pattern” is primordially
situated at an experiential level: it is given shape by
the affect-laden psychocorporeality experienced. The
expressive form it takes, its appearance, can be un-
derstood in both culture-specific and cross-cultural
fashion, synchronically and diachronically.”

Historical anthropology can only gain access to
this hard-to-discern basal layer of cultural meaning
as follows: affective patterns can only be “read”
obliguely, in how something is loaded with connota-
tions, in fantasmatic constructions, in the parsing of
basal experiential structures and registers (including
the sensorium). They form the kaleidoscopic basal
layer from which cultural expressions crystallize.
This by no means entails a linear, straightforward
relationship: the cultural expression is in our view
not to be conceived as a direct translation of this
“submerged” stratum; the relationship between
them can best be understood as a “resonance” or
an “interference”.

To return from this methodological blueprint to
our specific research: an anthropological approach

* CSORDAS, T.: Embodiment as a Paradigm for Anthropology.
In: Ethes, 18,1990, No. 1, pp. 5-47; CSORDAS, T.: Introduc-
tion: the Body as Representation and Being-in-the-World. In:
CSORDAS, T. (ed.): Embodiment and Experience. The Excistential
Ground of Culture and Self. Cambridge 1994, pp. 1-26.

* This is a term posited by Paul Vandenbroeck; see VAN-
DENBROECK 2009 (see in note 8).

* VANDENBROECK, P.:: De klenren van de geest: dans en trance
in Afro-Europese tradities (Colonrs of the Sonl: Dance and Trance in
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can here mean that we look for the affective pat-
terns from which the motif of the Haemorrhoissa
is articulated. A first unravelling of elements and
dimensions open to anthropological understand-
ing was undertaken on the basis of the motif in its
narrative form (Mark 5.24b-34) and contemporary
exegetical interpretations.”” This brought out that
affective patterns of potentiality — the hard-to-grasp
precondition for a transformational process — form
the opaque undertone of the motif.

What route did we take with anthropological eyes
in order to penetrate to this undertone or deeper
layer? We will review briefly how the surface narrative
layer of the New Testament motif is articulated (see
above): the Haemorrhoissa has been suffering from
an issue of blood for twelve years when she hears
that Jesus is in the area. She decides to join the crowd
around Him, and approaches Him from behind. She
touches Him on the assumption that even passing
contact with his clothing will heal her. The healing
does indeed take place in the tiny moment of touch:
a powet (dynamis) flows from Jesus in an unintended
fashion, and the Haemorrhoissa’s flow dries up.

The touch is at the epicentre of the motif. It is
precisely by unpacking this touch, which is not one-
dimensional but condensed and compressed, that we
were able to trace how the motif crystallizes from
affective patterns that take us “beyond” the motif
to its cultural resonances and matrix. Or again: the
touch® mediates within the motf vatious affective
patterns of potentiality.

In a Jewish context, the Haemorrhoissa can be
understood as a zabd, a woman with disordered
menstrual bleeding, This can be based on the lin-
guistic agreement between the description of the
Haemorrhoissa’s issue of blood in the Gospels and
the description of menstruation in the Septuagint. In

Afro-European Traditions). Ghent 1997, VANDENBROECK,
P Agetta: lart des femmes berberes. Ghent 2000; VANDEN-
BROECK 2009 (see in note 8).

77 SIDGWICK, E.: Tactility and Potentiality in the Motif of the
Haemorrhoissa (Mk 5:24b-34parr): Cultural-Anthropological
Investigations. In: Annual of the Antwerp Royal Museun 2009,
2011, pp. 135-159.

% Albeit in different guises.



both texts, the description “gyne ousa en rbysei haima-
tos” 1s used, literally: “a woman being in a flow of
blood” or “a woman being in a fountain of blood”.”’
The zabai is accordingly unclean in the terms of the
Levitical law.* Her uncleanness is transferred by
her contaminating touch. But what is the precise
locus of uncleanness in the case of the zwba? This
locus is not simply menstrual blood or the female
body as such.*’ We came to the conclusion that the
fundamental layer of this affective pattern is to be
understood from a homological connection between
the wellspring that transgresses its boundaries, over-
flows and needs to be dammed in order to be repro-
ductive (“full of life”), and the uterus as a similarly
potentially overflowing “wellspring”.* Magdr or the
“wellspring” is used figuratively in Levitical writings
to indicate the womb. The motif also articulates itself
from this homology between the blood “flow” of
the Haemorrhoissa — her overflowing menstruation
is a “fountain” or “flood” — and the overflowing of
the “wellspring”. The issue of blood is thus fraught
with connotations of the “flood”, overflowing its
boundaries. Here perhaps there is a connotative feel-
ing of “flow” and “fluidity” as possessing an excess
of potentiality, needing channelling or containing to
a balanced — reproductive — potency.

The touch appears not only in its contaminating
form, the passage is also interwoven with a tactile
epistemology: in the tiny moment of the unchain-
ing touch the Haemorrhoissa “knows” or “feels”
that she is healed, and Jesus “knows” or “feels” that

¥ MARCUS 2000 (see in note 10), p. 357.

“ The Levitical purity laws are seen as an important intertext
of the Gospel story of the Woman with the Flow of Blood
ina.o. SELVIDGE 1984 (sce in note 10), pp. 619-623; MAR-
CUS 2000 (see note 10); HABER 2003 (see in note 10), pp.
171-192; GENCH, E T.: Back to the Well. Women'’s Encounters
with Jesus in the Gospels. Westminster 2004.

1 As analysed from a Jewish background by DOUGLAS, M.:
Purity and Danger. L.ondon 2008 (1* ed. 1966); or from a Hel-
lenic background by GEYER, D. W.: Mark 5:21-34: Uterine
Affliction and the Death of a Maiden. In: Fear, Anomaly and
Uncertainty in the Gospel of Mark. Lanham 2002. For a broader
contextualization of blood in Jewish culture, see BIALE,
D.: Blood and Belief. The Circulation of a Symibol between Jews and
Christians. Berkeley 2007.

# See WHITEKETTLE, R.: Levitical Thought and the Female

power has gone out from Him.* The most particular
thing about the moment of touch in this passage,
however, is that sensory perception — embodied
“feeling” — seems to coincide with knowledge.
Perception does not precede knowledge, or: this
knowledge is no secondary derivation. This “know-
ing” of the touch and the healing furthermore moves
according to a relational modality: the Haemor-
rhoissa’s and Jesus’ epistemological perceptions are
inextricably interconnected. Their “knowledge” is
not translated by verbal means, but manifests itself
in a shared embodied experience, in the experience
of a binding flux.* In other words the epistemology
atissue is not that of representation but of presence.
In the passage, this epistemology is in tension with
sight and hearing, in a Judaeo-Christian context the
standard senses for the acquisition of knowledge.
In other words, we can here discern an activation
of the potentiality of revelatory presence, a com-
mingled “knowing” and “feeling”, mediated through
the relational embodied experience.

The motif is cast in the form of a miracle story:
the Haemorrhoissa is miraculously healed. This
miraculous healing is also mediated by touch, spe-
cifically through the “mere” touch as a typical eatly
Christian phenomenon.® The early Christian healing
touch is not framed or manipulated by other ritu-
als or healing practices, and its ephemeral character
is in inverse proportion to the force liberated: the
more fleeting the contact, the more intense what is
released.® In this passage, as in the rest of the Old

Reproductive Cycle: Wombs, Wellsprings, and the Primeval
World. In: Vetus Testamentum, 46, 1966, No. 3, pp. 376-391.

¥ “Knowing” and “fecling” are both translations of the Greek
word ginosko, in its turn a translation of the Hebrew yadha.
Both ginosko and yadha denote “feeling” as well as “perceiving”
and “knowing”. See STRONG, J.: The New Strongs Complete
Dictionary of Bible Words. Nashville 1996, p. 597; DOOB
SAKENFELD, K. (ed.): The New Interpreter’s Dictionary of the
Bible. Vol. 3. Nashville 2006, p. 539.

# LOCHRIE GRAHAM, S.: Silent Voices: Women in the
Gospel of Mark. In: Semeia, 54, 1991, pp. 145-158, p. 150.

# LALLEMAN, P. J.: Healing by a Mere Touch as a Christian
Concept. In: Tyndale Bulletin, 48,1997, No. 2, pp. 335-361.

* THEISSEN, G.: The Miracle Stories of the Early Christian Tra-
dition. Philadelphia 1983, p. 62.
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and New Testament, this healing (sozei) is by no
means restricted to a purely medical dimension.*’
There is the healing of the menstrual dysfunction
(and restoration of reproductive power) and at the
same time the eschatological dimension, in which
life-giving healing is to be interpreted as the Old
Testament salon’™ (“peace”, “wholeness”). This salos,
or this “wholeness”, contains the idea of a restora-
tion of something to its previously normal state, or
the removal of something that causes sickness or an
abnormal condition. Mark’s miracle story presumes a
Jewish background to the extent to which the body
is the site of this “healing” sharing in the divine,
and thus the locus of embodied transformational
processes leading to salom.

Sozein thus implies a certain feeling for the body
as a site of indissoluble spiritual transformation. So
Salom or Shalohm here too refers to an embodied
experience: healing to salom as an embodied new
creation/restoration,” homologous to the wellbeing
of Adam and Eve in the Garden. Furthermore, in
the passage this embodied restoration — parallel to
the relationality of the tactile epistemology — arises
intercorporeally. “Intercorporeality” should here be
seen as a primary relation, preceding intersubjectivity
(the so-called relation between two isolated egos or
“subjects”). In the healing touch, the intercorporeal
is activated as the most primary manifestation of the
“subject”.” In brief, the miraculous healing activates

4 Sozein denotes “healing” as well as “salvation”. See MARCUS
2000 (see in note 10), p. 369; GENCH 2004 (see in note 40),
p. 34.

4

£3

WILKINSON, J.: The Bible and Healing. A Medical and Theologi-
cal Commentary. Grand Rapids 1998, p. 53. Wilkinson posits
rapha as another Old Testament word with an equally strong
denotation in the context of healing, denoting as well “to
heal” as — in its primary signification — “to restore”, “make

whole”.

4

=

PORTERFIELD, A.: Healing in the History of Christianity.
Oxford 2005, p. 59.

5

For this notion of “intercorporeality”’, see CSORDAS, T.: In-
tersubjectivity and Intercorporeality. In: Subjectivity, 22, 2008,
pp. 110-121. This “hinge of intercorporeal reciprocity” is a
primary relation and as such precedes subjectivity understood
as an individual cogito. In healing this “intercorporeal hinge”
can possibly become activated. For an exegetical interpreta-
tion of this relation as “intersubjective”, see a.0. HORSLEY
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the potentiality of intercorporeal exchange, mediated
by a “mere” touch. This last sets loose the healing
not only in medical terms, but also as an embodied
transformational process.

Itis precisely this modality of “potentiality” with
which dynamis — the power that flows out of Jesus
— is connected in the Haemorrhoissa motif, now
in a more articulated fashion. What happens at the
moment of this immediate, unmanipulated touch?
The event is described rather like an “electric shock”,
as “divine power breaking loose from Jesus”, as an “eruption
of curative energy” bringing about salom. The idea is
thus present here that the body of the holy person
stores a certain force, that can potentially be activated
and can radiate out to the surroundings, or can be
transferred to other physical objects, can penetrate
something other. This “being activated” is not
something that manifests itself over a certain period
of time, but is almost outside time: it is loosed in a
flash, like lightning striking, a sudden discharge of
jacked up energy — as something that we can (only)
grasp through the anachronistic image of an “elec-
tric shock”. Or again: as an instantaneous eruption
of flow or flux. “Flash” and “fluidity” express how
dynamis has been exegetically interpreted, and also
how from an anthropological perspective we can
discern two important cultural resonances. Dynanis
as “mana-like flux* must be placed in the context
of a worldview in which impersonal natural forces

2001 (see in note 10), p. 110; GENCH 2004 (see in note 40),
p. 50.

3t All cited from MARCUS 2000 (see in note 10), p. 367.

2 THEISSEN 1983 (sce in note 46), p. 91. In the late 19" and
early 20™ century, mana was proposed as a general category
of religious experience, and also incorporated into an exten-
ded concept of the sacred. Numerous comparable concepts
were identified cross-culturally, such as, for example, the
Islamic barakah. Mana itself is of Melanesian origin, where
in its original meaning it referred to the power inherent to
all things, to “life force”. Some things or people possessed
more mana than others, and mana could also, in its fluidity, be
transferred — again by means of touch — from one entity to
another. For this “manistic” interpretation of the motif, see
e.g. KEE, H. C.: Medicine, Miracle and Magic in New Testament
Times. Cambridge 1986, p. 115: “The closest to the antomatic or
coercive magical forces that one finds in the gospel tradition is, perhaps,
in the story of the woman with the bloody flow who touches Jesus as be
passes and is bealed...”



are active and are part of every entity, comprising
its life force. These powers manifest themselves in-
discriminately in both microcosm and macrocosm.
Dynamis is here immanent. Dynamis can also refer to
the transformative power of God (see Jesus’ lack of
intention), and is so trelated to the Holy Spirit.”’ In
this regard it needs to be situated within a Judaeo-
Christian worldview — that nevertheless contains
repressed traces of impersonal cosmic forces — in
which sacred power is that of a historical, personal
God, and thus an expression of his will. Power is
not inherent, and access to it is understood as a
selective thing, even though it is not intentionality
that provides this access. In both cases, however,
interpreted as magico-religious zana or linked to
the Holy Spirit, dynamis is here conceived of as a
category of the potential: it exists as a potential — is
“latent” in the body of a holy person — and can be
activated to bring about a change, a transformation.
The “flash” or “fluidity” of dynamis with which the
touch is charged brings us to a literal articulation of
what the potential brings about: a transformational
process, mediated by a transferring touch.

We could say that the miracle™ itself gives
expression to the following basal experience: an
experience of what had been impossible coming to
be seen as possible — and therefore of the order of
the epiphany, but also, above all, of potentiality. The
potential is thus a category of transformation in the
following sense: it is a conditional, vibrant modality,
which then unleashes something. In the motif: an
eruption of dynamis, the drying up of the issue of
blood, sozein to salom.

Crossovers

An iconological and an anthropological read-
ing meet one another here: where the iconological
reading takes the visual representation of the motif
as its primordial starting point, the anthropological
reading primordially plumbs its invisible, immate-
rial foundations. We have thus thrown light on the
iconographic visualisation and the affective patterns,
but is there any way of elucidating in more detail the
correlation between how the motif appears and whence

% For this interpretation, see e.g. GENCH 2004 (see in note
40), p. 34; BROMLEY 2005 (see in note 29), pp. 1-20.

the motif emerges? How exactly does the surface
of contact take shape between an investigation of
iconographic expression and an investigation of
its basal layer? How can we now trace resonances
— or perhaps better: “consonances” — between the
ultimate iconographic representation and its initial
affective patterns? We will first look from the anthro-
pological position to the iconographic crystallization,
and then reverse the perspective and examine the
anthropological identifications from the iconological
reading, This will initiate crossovers.

We have posited a feeling of potentiality as the
opaque undertone of the motif. With the “flash” or
“fuidity” of dynamis we arrived at a literal articula-
tion of what potentiality brings about: it is a force,
an energy, mediated by the power of transference to
be found in touch. The storing of dynanis indicates
its mode of potentiality. At the miraculous healing,
there is the potentiality of the intercorporeal ex-
change, mediated by a “mere” touch. This last looses
the healing not only in medical terms, but also as an
embodied transformational process (to salom). In the
tactile epistemology woven through the passage, we
discern a feeling of the potentiality of presence, an
intermingled “knowing” and “feeling”, mediated by
the relational embodied experience. In the passage,
this is in tension with a visual epistemology that
would normally be considered more “revealing”.
With regard to the locus of the impurity of the zubd,
we see 2 homology between the “issue” of blood
— “fountain”, “flow” or “flux” — and the overflowing
of the “wellspring”. The issue of blood is therefore
fraught with connotations of the “flood”, exceed-
ing its boundaries. This is perhaps the outcome of a
connotative feeling of the “flood” and “fluidity” as
possessing an excessive potentiality that needs to be
canalized or forced back to a balanced — reproduc-
tive — potential. Uncleanness is transferred by the
contaminating touch.

So how do these affective patterns of potential-
ity articulate themselves in the visual crystallization
of the motif; where do they leave visual traces? It
should first of all be clear that a motif that to this
extent articulates affective patterns pertaining to the
immaterial and the processual (that is, potentiality

> Miracles are themselves referred to as dynameis ot paradota,
the wondrous.
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and transformation) can never be crystallized into
a static image in any strictly literal way. Invisibility
and visibility here come to a difficult, almost aporetic
confrontation. An additional question is therefore:
how do the immaterial dimensions that shimmer
through the motif, and particularly articulations of
process, infiltrate a visual and static medium?

We can first posit as a general conclusion that the
iconographic motif also has the touch as its visual
epicentre: almost all narrative details disappear from
view so that the tactile interaction between Jesus
and the Haemorrhoissa forms the condensed axis
of composition. Notwithstanding the fact that it is
never just the split second of the “mere” touch that
is represented, but rather — as an iconography of
the punctum — a condensation of the few preceding
and successive moments before, during and after the
touch, it is nevertheless clear that it is the touch as
transfer that gives the iconographic benchmark. We
stated that the tactile aspect of the motif almost
paradoxically mediates a feeling of potentiality: the
touch is intrusive and contaminating, but at the same
time uniting, generative, healing, In the iconography,
it is the uniting touch, the touch of exchange, which
is foremost. It is the touch in its relational epistemo-
logical dimension (in which both the Haemorrhoissa
and Jesus simultaneously “feel” and “know”), it is
the intercorporeal healing touch (see the interaction
between both their bodies, often indeed consolidated
in the play of hands), it is the touch that looses -
namis. In short: it is always the visual incorporation
or externalizing of the relational and intercorporeal
as locus of the potential.

Where potentiality is hard to capture literally in a
static image, this potentiality and its transformative
operation are in the iconographic motif bunched in
bodies that pull away from one another, that almost
flow into one another, that barely touch one another.
Sometimes the play of hands is arresting, sometimes
refined and ephemeral. How the bodies of Jesus and
of the Haemorrhoissa relate is not a gradual aspect,
but rather one of extremes: sometimes an aniconic
electrifying space vibrates between them both, other
times the bodies are placed so close to one another
that they seem intertwined. Let us return to the im-
ages. On the Brescia Casket, we discern a close bodily
interaction, the hands encircling an aniconic space
within which the unvisualisable is about to take place
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[Fig. 5]. On the mural in the catacomb of SS Peter
and Marcellinus, powers of potentiality and trans-
formation between the bodies are represented in
almost the opposite fashion: Jesus and the Haemor-
rhoissa stand far apart, the touch is extremely delicate
[Fig. 1]. Does this translate the healing “mere” touch
as a typically early Christian phenomenon: the more
fleeting the contact, the more intense the effect?™ On
the miniature from the Gospe/ Book of Otto I1I [Fig, 3],
the contact is again drawn out: the Haemorrhoissa
touches with just a single finger. On the 5®-century
vory relief we can discern yet another variant: here
the sequential dimension is magnified, the bodies are
located in performative action and incorporate what
“is happening” [Fig. 2].

Secondly, from an anthropological reading, the
following is also crucial. The motif articulates itself
from a feeling of potentiality, and an important
aspect of this is articulations of flux, fluidity, flow-
ing, of what is not in szasis. This is translated into
a kaleidoscopic appearance together of a fountain,
flow, wellspring, dynamis, the modality of the episte-
mological dimension. They appear to be important
constants in the motif as articulations of sequential
process, of what is not in sfaszs, but in transition, of
what articulates itself though a relational modality,
of what brings about transformation and miraculous
ex-stasis. These articulations of sequential process,
and more particularly fluidity, are only given icono-
graphic form in a number of suggestive typological
coordination (primarily linked to the invisibility of
the Haemorrhoissa’s flow connoted as fountain or
flood, but also to Jesus who incarnates a flowing
divine power). Only in one case do they perhaps
aniconically infiltrate the image: in a mosaic from
the church of the Kariye Djami in Istanbul (14"
century), the Haemorrhoissa herself seems to have
become fluid. At this last level, thetre is therefore
really a short-circuiting in the image, at least with
regard to its “representative”, iconic abilities.

We can now reverse the process, and in the second
instance this poses the question: where have affective
patterns, initially sketched on the basis of the narra-
tive form of the motif, been modified or refined in
its iconographic form, or where are they articulated
in a particular way?

> SIDGWICK 2011 (see in note 37).



Within an iconological reading of the motif, our
initial position was an investigation into the trans-
position from text to image, enabling us to identify
a number of iconographic peculiarities and difficul-
ties. This reading first drew our attention to the fact
that in the iconographic elaboration and process of
transposition, redundant narrative elements were
not included and the touch between Jesus and the
Haemorrhoissa was placed at the centre. This touch
is, however, never shown as one-dimensional, and
nor did it ever develop into a fixed pattern. Different
moments are condensed into a single image: “Thus
the moments of the touch, the awareness, of Christ’s seeking
who has tonched Him, and bis blessing, are all run together.”
The centrality of the touch identified through the
iconography in its turn confirms the importance of
the tactile within the anthropologically identified
affective patterns from which the motif crystallizes.
The touch mediates the affective patterns. But the
specific form that the touch takes in the zonographic
motif indicates that in the further development of
the motif, the generative effect of the touch must
have been felt as more primordial. With regard to
the early Christian representations, this can certainly
be situated within their Roman-Hellenic context of
origin, in which the Jewish cultural resonances move
to the background, and the miraculous dimension
— in a wotldview still coloured by magic — moves to
the foreground.

This approach contributes to an understand-
ing of this “consonance”, synergistically affirm-
ing, reinforcing and developing iconological and
anthropological intuitions. In this methodological
synergy and in the framework of this particular in-

vestigation, anthropology can, in particular, be used
to open the image to dimensions of meaning that
cannot be “seen” unambiguously, let alone “read”
pictorially. An anthropological reading refines the
immaterial dimensions of significance that shimmer
through the motif and that the “image” cannot di-
rectly “represent”, but which do inform its affective
grounds of origin. An anthropological elucidation
thus in the first instance does not lead away from the
image, but looks at the opaque zone from which the
image is incarnated. In this way, it can contribute to
an opening up of the image to oblique and not only
direct approaches. It should be apparent from this
essay that an anthropological injection can contribute
to a “fragilized” iconology, that does not fearfully
ban association, the unconscious, the drive-directed
visual from its field of enquiry.” Conversely, we have
already stated that iconological study can comple-
ment anthropological research, in the sense that
images are “reality-constituting” in specific ways, and
therefore unlock dimensions of significance relevant
to anthropology.

This last consideration, however, charges us to
conclude as follows: between and amidst this cross-
fertilization there are always the “images”. They
cannot be incorporated, they are not found where
an anthropologically identified “underside” — basal
layer — and iconologically identified “upperside”
—iconographic expression — seek to place them, nor
where both approaches meet. Although we catch a
sideways glimpse through the interchanges of iconol-
ogy and anthropology, they only really light up in
their stubborn Bildlichkeit.

English translation by P. Arblaster

% DIDI-HUBERMAN 1990 (see in note 6), p. 36.
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Motiv a jeho vychodisko. Zena s krvotokom (Marek 5.24-34)
a sthra ikonologického a antropologického vyskumu

Resumé

Antropologicky obrat, ktory sa pocas poslednych
rokov udial v ramci dejin umenia, priniesol viacero
vysledkov. Nielen Ze sa obrazy zacali chapat’ v su-
vislostiach ich roli v (ritualnej) praxi a skisenosti,
vyskytli sa aj pokusy vymazat’ kanonické hranice
medzi ,,vysokym® a ,,nizkym* umenim, objavila
sa nova ikonologicka senzitivita (Baert 2000; 2004;
2006; 2007 — 2008), a napokon aj logicky zaver, ze
0,,0Obraze® uz nie je mozné hovorit’. ,,Obraz* zacal
byt’ vaimany ako antropologicky fenomén; oslobodil
sa z jednostranného umeleckohistorického kontextu,
v ktorom bol chapany ako abstraktny ,,umelecky ob-
jekt™, izolovany na stene muzea. Presadil sa omnoho
otvorenejsi, Warburgom inspirovany koncept.

Vyssie zmienené skutocnosti maju zaklad v opi-
tovnhom zaradeni obrazu do triadického vzt'ahu.
,Obraz nie je nemennou, nezavislou entitou, ale
vznika v korelacii médium — obraz — telo (Belting
2001). Tento vzt'ah je antropologicky variabilny,
uvolnuje ,,status® ,,Obrazu” z dopredu daného
hodnotového rebricka. Délezity je tu posun dorazu:
kl'icovym prvkom uz nie je ,,Obraz®, ale divak ako
vtelena bytost’. Vyraznu paralelu mozno vidiet’ na-
priklad s historicko-antropologickym konceptom tela
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ako média a média, v ktorom je obraz inkarnovany.
Predmetny posun dorazu tiez odopiera divakovi
akukol'vek iluziu moci nad situdciou; on/ona je po-
hlteny/ d obrazmi (Didi-Huberman 1990; 1992). Ak
tato myslienkovu liniu rozvedieme dalej, triadicky
vzt'ah, v ktorom sa obrazy nachadzaju, je performa-
tivny, ,,urcujuci realitu; prispieva k ,, Welterweiterung'
(Wulf and Zirfas 2005). Tieto korekcie sa, strucne
povedané, vzt'ahuju k obrazu ako antropologicky
danému. Presnejsie k otazke, v akej miere je obraz
wkultureller Figuration™. A v savislosti s touto otdz-
kou aj k miestu, kde obraz vznika, a to neustdle: teda
k Pudskému telu ako ,,Or7 der Bilder, k miestu, kde
sa uchovavaji vnatorné obrazy a kde sa vonkajsie
obrazy inkarnuja.

Stadia ponuika konkrétny priklad toho, ako
mozno opisany synergicky efekt aplikovat’ na motiv
Zeny s krvotokom, pritomny v textoch a obrazoch
uz od ranokrest’anského obdobia. Aké vysledky
moze tato metodologicka suhra priniest’? S vedomim
priepustnosti hranic sa studia najprv sustred’uje na
ikonologické a antropologické citania a az potom
hlada ich vzajomné prepojenia.

Preklad 2 anglictiny M. Hrdina
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Poznamky k vizualnej topike

stredovekych obrazov martyrii na Slovensku

Ivan GERAT

Kultarnohistorické suvislosti obrazov sa rozpre-
stieraja roznymi smermi. Nasledujice poznamky sa
pokusaji podat’ strucny prehlad myslienok, ktoré
sa v starsej aj celkom nedavnej literatire spajaju
s opakovanymi kompoziciami a motivmi obrazov
martyria, s ich dobovym pochopenim a historickymi
funkciami. V prvej casti ide o v§eobecné myslienky,
v druhej casti o také, ktoré bezprostrednejsie sivisia
s vizualnou analyzou obrazov.

Ideové stradnice fenoménu martyria

Kult mucenikov sa rozvinul nielen v krest’anstve,
ale aj v inych ndbozenstvach, ba dokonca aj pri uc-
tievani martyrov svetského, politického charakteru.
Z politického, resp. sociologického hl'adiska sa da
povedat’, Ze martyrmi sa stavaju zvicsa privrzenci
mensinového presvedcenia, ktoré stoji v opozicii
proti vicsinovej kultare.! Predpokladom vzniku ta-
kejto situacie je usilie vladnucej moci homogenizovat’
spolo¢nost’ nasilnym potlacenim subjektivity, ktora
reprezentuje alternativne hodnoty. Mucenie a popra-
va odporcov vladnucej moci sa moze inscenovat’ aj
ako verejné predstavenie, aby mohol ich zastrasujici
efekt zasiahnut’ aj tych ¢lenov spolocenstva, ktorych

! KLAUSNER, S. Z.: Martyrdom. In: WUTHNOW, R. (ed.):
Encyclopaedia of Politics and Religion. Washington 1998, s. 494-497.

2 BURSCHEL, P. - DISTELRATH, G. — LEMBKE, S. (ed.):
Das Qudilen des Korpers. Eine historische Anthropologie der Folter.
Kéln 2000, s. 10.

> BAUMEISTER, Th.: Martyrinn, Hagiographie und Heiligenverehrung
im christlichen Altertum. Rom — Freiburg 1. B. — Wien 2009, s. 17.

sa priamo netyka.” Martyri v§ak vit'azia nad svojimi
mucitelmi, lebo sa nedaju zlomit’ a ostanu verni
tomu, ¢o sami pocit’uju ako zmysluplné. Svojou
obet’ou potvrdzuji hodnoty, nad ktorymi vladar
nema moc.

Sebaobetovanie ako formu vzdoru voci nasiliu
tyranskej moci poznali aj predkrest’anské kultary.
Hrdinstvo dobrovolnej smrti sa odévodnovalo
moralne, resp. nabozensky motivovanou tctou k za-
konu. Tym moze byt’ politicky zakon (napr. u Sokra-
ta), alebo zakon, dany jedinym pravym Bohom
v monoteistickom zmysle. Dolezitym prikladom zo
zidovskej tradicie je vzbura Machabejcov. Ich smrt’
bola alternativou voci respektovaniu rozhodnuti
vladnucej moci, ktora nasilne presadzovala odpad-
lictvo, ¢im ohrozovala identitu zidovskych veriacich
(1 Mach. 43-67; 2 Mach. 29-41).” Radsej podstupili
kruté mucenie a smrt’, nez by sa poddali kral'ovi,
ked’ ich nutil proti ich zakonu jest’ bravcové miso
(2 Mach. 7.1-42). Podobnost’ voci krest’anskym mar-
tyrom potvrdzuje aj liturgicka dcta, ktora stredoveki
krest’ania na mnohych miestach prejavovali siedmim
svitym machabejskym bratom a ich matke.*

Zidovské a helenistické tradicie krest’anstvo na-
novo prehodnotilo.” Namiesto individudlno-etickej

* SCHREINER, K.: Mdrtyrer, Schlachtenbelfer; Friedenstifter. Krieg
und Frieden im Spiegel mittelalterlicher nnd friibneuzeitlicher Heiligen-
verehrung. Opladen 2000, s. 2-53.

* K vyznamu antickej tradicie por. GEMEINHARD'T, P:
Mirtyrer und Martyriumsdeutungen von der Antike bis zur
Reformation. In: Zeitschrift fiir Kirchengeschichte, 120, 2009, s.
289-322, tu's. 292.
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dimenzie sa hlavnym ramcom stal eschatologicky
zapas medzi Kristom a diablom. Z teologického
hladiska sa nespravodlivé nasilie, vratane telesnych
trestov martyrov, vysvetluje prvotnym hriechom.
Jezis sice zlomil moc hriechu, no neobnovil strate-
ny raj.® Spravodlivost’ sa naplni az na konci sveta:
., Duse zabitych pre Bogie slovo a pre svedectvo, ktoré vydali
odpocivaji pod oltarom a ¢akaja, kym sa naplni ich
pocet (Zjv. 6.9-11).

Krest’anské chapanie martyria nadvizuje na
starsiu tradiciu, no vyznacuje sa aj osobitnou mo-
tivaciou. Mucenici podstupuju dobrovolna smrt’
z lasky k 'udom. Nasleduju Jezisov priklad. ,,Nzk
nemd valsin lasku ako ten, kto pologi Fivot za svojich
priatelo,” pise evanjelium (Jn. 15.13). Tato veta
platila aj v neskorom stredoveku. Tomas Akvinsky
vyzdvihoval martyrium ako najdokonalejsi spomedzi
cnostnych ¢inov, lebo najlepsie ukazuje dokonalost’
lasky.” Martyrium bolo aj v nasledujucich storoc¢iach
hrani¢nym pripadom a orientacnym bodom kres-
t'anskej existencie.®

Sv. Stefan, prvy mucenik krest’anstva, sa este
predtym, nez ho jeho zdrivi odporcovia ukame-
novali, prihlasil k starozakonnej tradicii prenasle-
dovanych prorokov (Sk. 7.52). Tesne pred smrt’ou
mal viziu — ,,uvidel BoZin slavn a Jegisa stat’ po pravici
Boha** — a podobne ako Jezis sa modlil za odpuste-
nie hriechu svojich vrahov (Sk. 7.55-60). Potom ho
swpochovali bohabojni mugi a velmi nad nim plakalf* (Sk.

¢ SCHREINER, K.: Si homo non pecasset... Der Stndenfall
Adams und Evas in seiner Bedeutung fiir die soziale, seelische
und kérperliche Verfal3theit des Menschen. In: SCHREINER,
K. — SCHNITZLER, N. (ed.): Gepeinigt, begehrt, vergessen.
Symbolik und Sozialbezng des Kirpers im spaten Mittelalter und in
der friihen Nenzeit. Miinchen 1992, s. 41-84, tu s. 46.

Summa theologiae, 11-11q, 124a 3c: ,,Martyrinm aunten inter omnes
actus virtnosos maxine demonstrat perfectionem charitatis. Cit. podla
GEMEINHARDT 2009, c. d. (v pozn. 5), s. 314.

¥ GEMEINHARDT 2009, c. d. (v pozn. 5), s. 322.

Pribeh Protomartyra Stefana zobrazili na levodskom oltari

sv. Alzbety. — RADOCSAY, D.: A kizépkor: Magyarorszdg

tablaképei. Budapest 1955, s. 376; CIDLINSKA, L.: Gotické

kridlové oltare na Slovensku. Bratislava 1989, s. 47.

" DUBOIS, J. — LEMAITRE, J.-L.: Sources et méthodes de
Lhagiographie médiévale. Paris 1993, s. 14.
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8.2).” Nespravodlivo popraveny vydava svedectvo
viery a prejavuje milosrdenstvo. Po jeho smrti mu
veriaci prejavuji uctu.

Aj pribehoch neskorsich mucenikov sa opakuje
podobna schéma. Martyra vypoc¢uvaju, pricom ¢asto
protestuje pohanskym bohom, resp. proti viere svo-
jich prenasledovatel'ov; neskor ho vystavia krutému
muceniu, ktoré nezlomi jeho vieru, takze ho popra-
via. Jeho dusa putuje na nebesa, telo s uctou prijimaju
zbozné osoby."’ Autoti legiend chapali martyrov pre-
dovsetkym ako svedkov viery, ktori svoje svedectvo
specatili krvou. Pisali v ¢ase, ked’ grécke slova martys
(naptug, svedok) a od neho odvodené martyrion
(paptdpvov, svedectvo) uz nadobudli svoj $pecificky
krest’ansky zmysel."! Najstarsim zachovanym opisom
mucenickej smrti v tomto zmysle je Martyrinm Poly-
carpi (okolo 160), ktoré sa stalo znamym aj preto, ze
ho cituje Eusebius."* Martyrov opisovali ako hrdinov,
ktorf obetovali svoje pozemské Zivoty v mene kres-
t'anskej viery vo vecny zivot."”” V rozpravani o mar-
tyriu nejde o uctievanie hrdinskej smrti ako takej,
pretoze dolezitu tlohu zohrava poskytnutie nadeje
v zachranu pred zanikom, vo vit'azstvo nad smrt’ou.
V tomto zmysle su vSetky rozpravania o martyroch
predovsetkym ,,velkono¢nymi pribehmi o vzkriese-
ni."* Kruty dej nadobuda v krest’anskej interpretacii
vyssi zmysel. Napriek mnohym sporom si martyri
zachovali velka vaznost’ v krest’anskom svete aj
potom, ked’ sa rozvinuli iné modely svitosti."” Pre

" K vyvoju jeho vyznamu por. CAMPENHAUSEN, H.
Freiherr von: Die Idee des Martyriums in der alten Kirche. G6t-
tingen 1964, s. 20-55.

2 EUSEBIUS: Historia Ecclesiastica, 4, 15; BAUMEISTER 2009,
c. d. (v pozn. 3), s. 12-13.

3 SCHOCKENHOTFF, E.: Martytium. In: Lexikon des Mittelal-
ters, 6, 1999, s. 353-355.

" HALBFAS, H.: Die Wahrheit der Legende. In: VOLGGER,
E. (ed.): Sankt Georg und sein Bilderzykius in Neubhaus/ Bohmen
(Jindichiv Hradec) (=Quellen und Studien zur Geschichte
des Deutschen Ordens, 57). Marburg 2002, s. 137-160, tu
s. 141.

5 VAUCHEZ, A.: Svétec. In: LE GOFF, J. (ed.): Stredovéky clovék
a jebo svét. Praha 1999, s. 263-290, tu s. 265.



I'udovi zboznost’ ostavalo martyrium rozhodujicim
kritériom svitosti.'

Vicsina martyrov, zobrazovanych v neskorom
stredoveku, zila na obrovskom uzemi Rimskej rise
v case, ked’ jej pravny systém este neuznaval krest’an-
stvo. Vnutorna protikladnost’ krest’anstva a rimske;
tradicie viedla k vzniku protikladnych, ¢i priam pa-
radoxnych myslienok, ktoré sa neskér propagovali
aj prostrednictvom obrazov. Preto st aj zobrazenia
martyria poznacené myslienkovymi paradoxmi stre-
dovekej antropologie.'” Vitazstvo zla nad martyrmi
ostro kontrastuje so scénami, v ktorych boli svitci
schopni zachranit’ obete nespravodlivosti. Prikladom
moze byt’ zachrana nevinnych mladikov pred st’atim
sv. Mikulasom, obl'ibeny namet neskorého stredove-
ku."® Tento kontrast obsahuje urcity paradox: svity
biskup zachranuje osoby, ktoré neboli svité, no Boh
dopust’a popravy svojich svitcov. Tento paradox je
pochopitel'ny len z krest’anského pohladu, pre ktory
bolo martyrium casto najlepsim predstavitel'nym
koncom pozemského Zivota, veducim priamo k spa-
se. Podobne ako Jezi$, ani martyri nezachranovali
sami seba pred nespravodlivym odsidenim.

Psychologicka a socialna funkénost
iracionality

Niektori autori legiend sa natolko usilovali
zdoraznit” moment nadeje, az vytvarali neuveritel-
né historky. Bezbreha iracionalita mohla ohrozit’

1 VAUCHEZ, A.: La sainteté en Occident anx derniers siécles dn Moyen
Age d’apres les proces de canonisation et les documents hagiographiques.
Rome 1981, s. 187-197.

7 Por. ZIMMERMANN, M. E: Art History as Anthropology.
French and German Traditions. In: ZIMMERMANN;, M.
F. (ed.): The Art Historian — National Traditions and Institutional
Practices. Williamstown — New Haven 2003, s. 167-188; BEL-
TING, H.: Bild-Anthropologie. Entwiirfe fiir eine Bildwissenschaft.
Miinchen 2001.

18 Zobrazili ho napriklad na oltari z Kremnice (okolo 1476, dnes
v MNG Budapest’) a vo Vel'kej Lomnici (okolo 1500).

1 Karl Krumbacher vo svojom prehl'ade grécky pisanych legiend
sv. Juraja (KRUMBACHER, K.: Der beilige Georg in der griechischen
Uberlieferung. Miinchen 1911) naratal spolu 116 rukopisov. V 45
rukopisoch, ktoré vznikli priblizne medzi 5. a 15. storo¢im, sa
rozprava najstarsia legenda. Dalsim pramenom pre najstarsiu

vierohodnost’ pribehov, takze cirkev ako instita-
cia ju nemohla prijimat’ bez vyhrad. Postoj cirkvi
k legendam martyrov sa preto vyznacuje urcitou
dvojznacnost'ou. Napriklad najstarsiu legendu sv.
Juraja, opisujucu opakované zabitia a zmftvychvsta-
nia svitca, obsahuje viac stredovekych rukopisov nez
triezvejSiu ,,oficialnu’ verziu pribehu, ktora vznikla
po cirkevnom odsudent prili§ nepravdepodobného
rozpravania.”

Iny priklad: najneskor od 5. storocia sa pouzivali
martyriolggid, liturgické knihy o martyroch (¢asto sa
Vv tejto stvislosti pouziva aj latinsky termin passionale),
usporiadané podla datumu ich oslavy v liturgickom
kalendari.” V roku 692 v$ak konstantinopolsky kon-
cil (63. kanon) na martyriologia uvalil kliatbu, zakazal
ich ¢itat’ v kostoloch a prikazal spalit’, pretoze ich
chapal ako produkt nepriatelov pravdy.” Na Zapade
zacal slovo martyriolégium v pozitivhom vyzname
pouzivat’ Beda roku 731.* Prive on rozpracoval
martyriol6gium do podoby, ktora okrem mena uctie-
vaného martyra podava aj jeho struény pribeh.

7.da sa, ze triezvejsim cirkevnym hodnostarom,
ktorf sa pokudsali bohatd I'udovi tradiciu ocistit’
od nepravdepodobnych iracionalnych momentov,
sa nepodarilo presvedcit’ Sirsie vrstvy veriacich
o opravnenosti racionalistické¢ho pristupu. Za silou
iracionalnych momentov legendy treba hPadat’ ich
psychologickt a socidlnu funkénost’. Zaluba vo
fantastickych rozpravaniach, Gzko suvisiaca s po-
vercivou vierou v cary a kuzla, koreni zrejme v ra-

verziu pribehu je koptska legenda, ktora vydal a do anglictiny
prelozil Ernest Alfed Wallis Budge. — por. BUDGE, E. A. W.
(ed.): The Martyrdom and Miracles of Saint George of Cappadocia.
London 1888; BRAUNFELS-ESCHE, S.: Sankt Georg. Legende,
Verehrung, Synbol. Miinchen 1976, s. 10.

2 DUBOIS, J.: Les martyloges du Mayen Age Latin. Turnhout 1978,
s. 29. Najstarsie dielo tohto druhu sa v stredoveku pripisovalo
sv. Hieronymovi (zomrel r. 420).

2 Sacrorum Conciliorum amplissima collectio, 11, stl. 971-972; DU-
BOIS 1978, c. d. (v pozn. 20), s. 13.

2 BEDA VENERABILIS: Historia ecclesiastica gentis Anglornm, L.
V, c. 24, esky preklad KINCL, J. - MORAVOVA, M. (ed.):
Beda Venerabilis. Cirkevnt déjiny ndroda Anglii. Praha 2008, s. 323;
DUBOIS 1978, c. d. (v pozn. 20), s. 13.

# DUBOIS — LEMAITRE 1993, c. d. (v pozn. 10), s. 103.
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nych vyvinovych stadiach I'udskej psychiky, takze sa
s prichadzajiacimi generaciami neustale obnovuje aj
napriek kritickym a skeptickym hlasom.

Aj z 15. storocia sa zachovali spravy o dobovom
vnimani obrazov martyria. Anonymny prazsky
augustinian roku 1395 napisal, Ze obrazy ,prenikaysi
olami a srdcom, pretoge Jrak je prvym poslom srdea’; ,,nikto
nenid srdce 3 kameria, aby pri poblade na mucensi osobu necitil
seif“.** Dominikansky kardinil Giovanni Dominici
doporucoval vo svojom pedagogickom diele Regola
del governo di cura familiare (1403), aby sa uz deti kon-
frontovali s obrazmi martyria.® Okolo roku 1430
odporical zobrazovanie martyria augustiniansky
pustovnik Andrea Biglia. Hovor, Ze martyrov treba
malovat’ na namestiach a na steny kostolov, aby po-
nukali divakom Ziarivy priklad svojej svitosti. Pohl'ad
na rozmanité mucenie martyrov ma vyvolavat’ v dusi
divakov prezivanie rovnakych muik.”

Na rozdiel od inych motivov obrazovej hagiogra-
fie, viznam scén martyria nepoklesol ani v ranom
novoveku. Zlozité historické okolnosti viedli k jeho
roz$ireniu o novych protestantskych martyrov, takze
do uctievania martyrov sa primiesali momenty vzajom-
nej konfesionalnej nevrazivosti. Opitovne sa prejavila
dolezita dloha, ktora pribehy a obrazy martyrif hraja
pri utvarani socilnych spolocenstiev, pri vytycovani,
testovani, porusovani, ruseni a novom vyjednavani
hranic medzi Fudskym a nel'udskym, svitym a profan-
nym, privom a nepravost’ou, vinou a nevinou.”

Stdenie
Mnohé obrazy martyrif sprevadza aj obraz sudenia

svitca ¢i svitice. Aj ked’ sidenie je aktom vykonu pra-
va, legalna rovina zobrazenych procesov autorov le-

# KALINA, P:: Cordium penetrativa. An Essay on Iconoclasm
and Image Worship arond the Year 1400. In: Uméni/ Art, 43,
1995, s. 247-257, tu s. 248 a 2506: ,,ymagines sunt magis oculorum
ac cordinm penetrativa, quia sensus visus primus est cordis nuncins'
S1emo tam lapidenm cor habet,qui videns honminem violenter iugulare
non compaciatur er’.

2!

G

ROSLER, A. (ed.): Kardinal Johannes Dominicis Erziehungslebre und
die 7ibrigen padagogischen Leistungen Italiens im 15. Jh. Freiburgi. B.
1894, s. 26 ff. Cit. podla TAMMEN, S.: Gewalt im Bilde: Tko-
nographien, Wahrnehmungen, Asthetisierungen. In: BRAUN,
M. — HERBERICHS, C. (ed.): Gewalt iz Mittelalter. Realititen
— Imaginationen. Minchen 2005, s. 307-339, tu s. 327 a 328.
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giend prilis nezaujimala. Pravny kontext zobrazenych
pripadov patril vo vicsine pripadov pohanskému sve-
tu, ktorého legitimitu krest’anski spisovatelia hodnotili
z novej, kritickej perspektivy. Z teologického hl'adiska
obrazy akcentuju podobnost’ sidenia martyrov pro-
cesu, ktory predchadzal JeziSovym pasiam. Popri tejto
hlavnej myslienkovej linii obrazy aj legendy rozvijali
dalsie motivy, napriklad konfrontaciu svitych panien
s eroticky motivovanymi navrhmi. Tieto ponuky st
pre martyrku neprijatelné. Ak si mladd Zena ako ty-
picka svita panna zvolila Krista za svojho nebeského
zenicha, tazko sa moze odovzdat’ beznému smrtel’-
nikovi. Ak sa presvedcila o pravde krest’anskej viery,
t'azko sa moze vratit” k uctievaniu idolov. Analyza
malieb, venovanych tejto tematike, preto stoji pred
sirokym komplexom otazok. Napriklad: aké kultirne
normy, modely a predstavy obrazy reprezentovali,
s akymi hodnoteniami sa spajali? Akym sposobom
sa inscenovalo konanie postav? Aku ulohu zohravalo
telo a telesnost’?

Sudenie svitca ¢i svitice sa obvykle modelova-
lo podl'a sudenia Krista, opisaného v evanjeliach
a stvarnen¢ho v pocetnych obrazovych cykloch.
Pouzivanie rovnakych motivov a kompozi¢nych
schém motivovalo hlavne tsilie o vyjadrenie svitosti.
V najobvyklejsej verzii vizualnej reprezentacie sude-
ny svitec ¢i svitica stoji pred hodnostarom, sediacim
na tréne. Podobne ako Jezis, martyr predstavuje
moralnu autoritu, zalozend na intfimnom kontakte
s krest’ansky pochopenymi nebeskymi mocnost’a-
mi a vecnost’ou. Legalna moc a autorita (auctoritas)
vladara kontrastuje s vaznost’ou a dostojnost’ou (gra-
vitas, resp. dignitas) svitca.”® Zakladny rozdiel medzi
oboma charaktermi spociva vo vysvetleni toho, co
je prava zboznost® (pietas).

2 TAMMEN 2005, c. d. (v pozn. 25), s. 328, cituje jeho Liber
de institutis, discipuli et doctrina fratiris Bernardini Ordinis minorum
podla PFISTERER, U.: Die Kunstliteratur der italienischen Re-
naissance. Eine Geschichte in Quellen. Stuttgart 2002, s. 134 ff.

2" Por. BURSCHEL, P: Sterben und Unsterblichkeit. Zur Kultur
des Martyriums in der friiben Nenzeit. Miinchen 2004, s. 3 a 288,
k novému uctievaniu katolickych martyrov po tridentskom
koncile s. 218.

* Tieto latinské pojmy sa ¢asto pouzivali ako synonymad. Pozri
BALSDON, J. P. V. D.: Auctoritas, Dignitas, Otium. In: The
Classical Quarterly, 10, 1960, s. 43-50.
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1. Paralelné ivoty svitice a Krista, ndstenné malby v presbytérin kostola so. Margity, Sivetice, 2. polovica 13. storoéia. Foto: I. Gerdt, 1999.

Martyr sa riadi apostolskou radou, ze ,,Boba treba
viac postichat’ ako ludi* (Sk. 5.29). Najstarsi priklad
v nasom regione predstavuje Siveticky cyklus, veno-
vany zivotu sv. Margity Antiochijskej.”” Podobnost’
panny ku Kristovi, jej christoformitas, je vyjadrena
priamou vizualnou paralelou sidenia svitice k sade-
niu Krista [Obr. 1]. Pozemsky vladar je kontrastnou
postavou. Jeho motivy mézu byt prirodzené (napri-
klad fyzicka tuzba po mladej zene), alebo kultirne
(napriklad snaha presvedc¢it’ sudentd osobu, aby
uctievala pohanskych bohov). Z krest’anského po-
hFadu vladar reprezentuje len docasni moc, pretoze
nerozumie vecnym pravdam, definovanym cirkvou.
Zo svojho vlastného pohl'adu je vernym uctieva-
¢om inych bohov a hodnét; tie vsak nerespektovali
ani hlavni hrdinovia, ani autori legiend a obrazov.

2 PROKOPP, M.: Kizépkori freskdk Gimirben. Samorin 2002, s.
12-14; DVORAKOVA, V. — KRASA, J. — STEJSKAL, K.:
Stredoveka nastenna malba na Slovensku. Praha — Bratislava 1978,
s. 151-153; TOGNER, M.: Stredoveka nastennd malba v Gemeri.
Bratislava 1989, s. 185-186; TOTH, M.: Az Arpdd-kori falfes-
tészer. Budapest 1974, s. 85-88, 238-239.

Potieranie pohanskych kultov motivovalo aj vyjavy
boja proti démonom, ktoré sa pravidelne objavuja
v obrazovych legendach.

Niekedy po roku 1400 namalovali na severnd
stenu kostola sv. Jakuba v Levoci pribeh sv. Doro-
ty.”’ V tomto obrazovom cykle sa nachidza aj scéna
nicenia pohanského bozika, zobrazeného ako socha
na stlpe uprostred kompozicie [Obr. 2]. Kym sviiti-
ca, pohruzena do napitého dialégu s vladarom, sa
obracia na divaka, z oblacikov v hornych rohoch
obrazu prilietaja anjeli, aby znicili sochu pohan-
ského boha, podobného diablovi. Predpokladom
zobrazenej konfrontacie charakterov je nedostatok
tolerancie v otazkach viery. Pre Dorotu socha pred-
stavuje objekt povercivej modlosluzby, pre Fabricia
stelesfiuje nabozenstvo, ktoré ma branit’. Podobna

% Pozti BURAN, D.: Studien zur Wandmalerei um 1400 in der
Slowakei. Die Pfarrkirche St. Jakob in Leutschan und die Plarrkirche
St. Franziskus Seraphicus in Poniky. Weimar 2002, s. 70-806.
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2. Nicente modly, scéna 3 legendy sv. Doroty, ndstennd malba v kostole
sv. Jakuba, Levoca, 1. stvrtina 15. storolia. Foto: UDU SAL, P.
Breier, 2007.

kompozicia vhodne ilustruje krest’ansky nazor,
podl'a ktorého maju byt idoly znic¢ené, lebo ich
uctievanie je urazkou pre jediného pravého Boha,
Jezisa Krista. Scény nicenia pohanskych soch a svityn
vyjadrovali po mnohé storocia krest’anské pohfda-
nie starsimi naboZzenstvami. Pravne a ideologické
vychodiska destruktivnych akcii voci idolom siahaju
spat’ k druhému prikazaniu dekalogu: ,,Neurobis si
modlu, ani nijaksi podobu toho, (o je hore na nebi, doln
na gemi alebo vo vode pod emon! Nebudes sa im klariat,
ani ich ncetievat’!* (Ex. 20.4-5) Tuto vetu uviedol do
krest’anského kontextu Tertulian, podla ktorého je

! Podla DOUZINAS, C.: The Legality of the Image. In: The
Modern Law Review, 63, 2000, s. 813-830, tu s. 814.
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3. Nicenie modly, scéna 3 legendy sv. Barbory, tabulova malba 3 oltdra
2. Bar{ao@/, kostol Nanebovzatia Panny Mrie, Banskd Bystrica, 1509.
Foto: UDU SAV, T. Leixcnerova, 1986 .

idolattia ,,blavnym locinom ludského pokolenia** Obraz
svitca ¢i svitice, ktorf nic¢ia idoly, znamenal z tohto
pohl'adu paradoxny obrat pravneho stavu: v oc¢iach
krest’anov nie je zlocincom sudeny, ale jeho sudca.
V spolocnosti, zalozenej na viere, nemohol tento typ
scény nikdy stratit’ svoj vyznam.

Banskobystricky obraz z raného 16. storocia
[Obr. 3] predstavuje humanistickejsiu verziu rovna-
kej témy, lebo vynechava zasah nadprirodzenych sil
a pridava d’alsiu historickd rovinu interpretacie.’” Sa-
motnd svitica sa rozhana kladivom, aby znicila sochu
bozika, ktory stojf ako obvykle na stipe. Heroizmus

2 Por. SUGAR, M.: Naért ikonografie oltara sv. Barbory vo
farskom kostole Nanebovzatia Panny Marie v Banskej Bys-



jej ¢inu podciarkuje aj obraz v obraze, predstavujici
starozakonny prototyp zenskej hrdinky — Juditu,
ktora st'ala Holoferna.

Pripad sv. Barbory inak predstavoval stredovekym
krestanom netolerantny pristup obhajcov nekres-
tanskych nabozenstiev ako vlastna pricinu marty-
ria svitice.” Ked'ze touto netolerantnou osobou
bol Barborin otec, netolerancia sposobila rodinna
tragédiu. Takato podoba pribehu si vyziadala mo-
difikaciu obvyklého obrazu diskusie s mocnarom,
resp. sudenia do inej podoby. Tabulova mal'ba z Ja-
zernice (1517) predstavuje zdanlivo nevinnu diskusiu
svitice s otcom pred stavbou poschodového domu.
Podrla legendy islo o vezu, na ktort nechala svitica
umiestnit’ tri okna ako symbol Svitej Trojice. Za
rozporom svitice s otcom v otazkach viery mozno
pocut’ Jezisove slova: ,,Ak niekto prichddza kn nne
a nemd v nendvisti svojho otca, matku, Zenu, deti, bratou,
sestry, ba aj svoj Zivot, nemizge byt’ mojim néenikom.* (Luk.
14.26) Opis konfliktu medzi otcom a dcérou mohol
povodne slazit’ ako emocionalne pésobiva vyzva
k opusteniu tradicného nabozenstva v prospech
krest’anstva. Jeho obraz v tradi¢ne krest’anskej spo-
lo¢nosti posival doraz od vyzvy k opusteniu vlast-
nych kultirnych korenov smerom k radikilnemu
prikladu obrany krest’anského ucenia.

V obrazoch svitic, odolavajicich lakavym ponu-
kam vladarov v mene vernosti svojmu nebeskému
zenichovi pribudali d’alsie motivy a detaily. Na ta-
bulovej malbe retabula sv. Zofie zo Sasovej (okolo
1440) [Obr. 4] stoji svitica pred vladairom Deciom,
pri¢om ju dvaja muzi bi¢uju hnedymi metlickami.**
Na polonahom tele svitice vidno stopy mucenia,
podobné Kristovi po bicovani. K obvyklému zdo-
razneniu podobnosti mucenicky a Krista sa pridava

trici. In: KUBIK, V. (ed.): Doba Jagellonskda v zemich éeské koruny
(1471 — 1526). Ceské Bud&jovice 2006, s. 329-346. Por. aj
CIDLINSKA, L.: Oltar sv. Barbory v Banskej Bystrici z dielne
Pavla z Levoce. In: Ars, 20, 1987, ¢. 2, s. 41-53.

¥V umeni strednej Eurépe ho najviac preslavilo vroclavské
retabulum. Pozti LABUDA, A.: Wroclawski oltary sw. Barbary
7 jego twircy. Poznan 1984.

* MALKIEWICZ, H.: O péznosredniowiecznej ikonografii
i kulcie $w. Zofii z trzema cérkami w Malopolsce. In: Folia
historiae artinm, 26, 1990, s. 27-70, tu s. 63, identifikuje svitice
na kridlach ako rand formu zobrazenia sv. Zofie, resp. pri

4. Bicovanie svitice, tabnlovd malba 3 oltira sv. Zofie 30 Sasovej, dnes
Stredoslovenské niizenm, Banskd Bystrica, okolo 1440. Foto: 1. Geradt,
1999.

dalsi vyznam: k svitici zozadu pristupuje starsi ple-
$aty muz s hnedou bradou, ktory ma nielen chlipny
pohlad, ale sa priam obaluje suknou svitice. Psy-
chologické napitie scény tak dostava urcity sexudlny
podton, ktory ma $pecialny vyznam prave v pribehu

bic¢ovani jej dcéry Fides. K tradi¢nej identifikacii postavy
ako Agaty pozri RADOCSAY 1955, c. d. (v pozn. 9), s. 461;
a CIDLINSKA 1989, c. d. (v pozn. 9), s. 72. STINTZI,
P.: Sophia mit ihren drei Téchtern Fides, Spes und Caritas
(Pistis, Elpis und Agape) von Rom. In: Lexikon der christlichen
Tkonographie. Zv. 6. Ed. W. BRAUNFELS. Rom — Freiburgi. B.
— Basel — Wien 1974, stl. 382-384, &ital jednotlivé obrazy ako
martyrid dcér sv. Zofie. Pri scénach predvadzajucich Zenské
telo viak vznikd problém s vekom, lebo dcéry mali podla
legendy 9, 10 a 12 rokowv. Por. SAXER, V.: Sophia v. Rom.
In: Lexikon fiir Theologie und Kirche. Zv. 9. Ed. W. KASPER.
Freiburg i. B. 2000, stl. 733-734.
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5. Siidenie papeza Sixcta IL., tabulvvd malba 2 oltdra sv. Vavrinca, kostol
sv. Vavrinea, Hrabusice, okolo 1510 — 1520. Foto: 1. Gerdt, 1999.

sv. Agaty, s ktorou zvykli zenu identifikovat’. Porov-
nanie s Agitou ma zmysel, aj ked islo o sv. Zofiu,
lebo v tomto pripade sa jej legenda skladala zo star-
sich hagiografickych topoi. Agata si podla legendy
dokazala uchovat’ svoje panenstvo aj napriek tomu,
ze konzul Quintilianus ju poslal do bordelu, kde ju
mala okrem mucenia priviest’ k povol'nosti aj skusena
prostitatka Afrodisia.”® Sisovsky obraz predstavuje
polonahé Zenské telo, zranované nielen udermi bicov,
ale aj chlipnymi pohPadmi a pohybmi muzov. Téma
panenstva v iom zaznieva s osobitnou nalichavos-
t'ou. Podobna interpretacia nie je len modernou pro-
jekciou. Uz zo zaciatku 15. storocia existuju doklady
o tom, ze obrazy svitic mohli vzbudzovat® fyzické
tazby. Roku 1417 radikalny husitsky kritik obrazov

» CARRASCO, M. E.: An Early Illustrated Manuscript of the
Passion of St. Agatha (Paris, Bibl. Nat., Ms. Lat. 5594). In:
Gesta, 24,1985, s. 19-32.

36 e e visione pulchrorum virginum... venit talibus solunm amor carnalis

ad sancts...” — KALINA 1995, c. d. (v pozn. 24), s. 254.

37 Téme sa venovali aj divadelné hry. — JEFFERIS, S.: “The Saint
Catherine Legend” of the Legenda Aurea, traced through its
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Jakoubek ze Stiibra v stopach Mikulasa z Drazd’an
a Jana Husa zdoraznoval, ze ,,poblad na krdsne panny
mige vzbudzovat’ Gsto telesndi lasku k svitician.>

Iné akcenty sa objavuji v obrazoch sudenia Ka-
tariny Alexandrijskej.”” Mlada princezni dokdzala
presvedcit’ filozofov, najatych cisarom Maxentiom.
Katarininu diSputu u nas zobrazili napriklad na olta-
roch z Levoce (1469), Turian (pred 1500) a Bardejova
(1510). Tieto kompozicie st riesené rozne: v Levoci
stojf argumentujica Katarina pod anjelom — symbo-
lom ins$piracie — na Favom okraji obrazu, oproti sku-
pinke ucencov; v Turanoch ucenci stoja po stranach
jej tronu, v Bardejove zasa vytvaraju spodnu cast’
polkruhovej kompozicie, ktorej vrchol tvori hlava
svitice. V kazdej z tychto kompozicif patri Katarine
dominantné postavenie, obrazovo zdoraznujuce jej
prevahu nad ucencami. Vyznam tejto tematiky pre
predstavivost’ I'udi neskorého stredoveku vystihuje
fakt, ze aj Jan Hus, kriticky a uceny nabozensky re-
formator, sa kratko pred svojim vlastnym upélenim
na kostnickom koncile odvolaval prave na priklad
Katarininej vytrvalosti v dispute s ucencami: ,,Tak
by aj svitd Katarina mobla odvolat’ svoju vieru a pravdu
Jezisa Krista iha preto, Fe jej oponovalo nejakych pat desiat
mudycop.

Dalsi okruh vyznamov, ktorj mohla pripominat’
kompozicia sidenia predstavuje pribeh sv. Vavrinca,
zobrazeny v Hrabusiciach (okolo 1510 — 1520). Pred
cisara privadzaji dvaja muzi papeza v brokatovom
ruchu s tiarou na hlave a so svitoziarou [Obr. 5].
Papez Sixtus I1. podlPa Zlate legendy pri svojom zajati
instruoval Vavrinca, aby rozdal cirkevné poklady
chudobnym a tak ich zachranil pred konfiskaciou.
Papezov pokyn sa stava origindlnym vedlajsim
motivom scény sudenia: mlady svitec v skvostnej
brokatovej dalmatike stoji kiisok za argumentujicim
cisairom a pozorne nacuva. Vyznam motivu potvr-
dzuje nasledujica kompozicia rozdavania pokladov,
ktora vyzera skor ako kazen Vavrinca, obklopeného

German Translations and other German Versions in Prose,
Verse, and as a Play. In: DUNN-LARDEAU, B.: Legenda
Aurea. Sept siécles de diffusion. Montréal 1986, s. 253-265, tu
s. 257.

¥ Jeho list z 26. juna 1415 cituje THOMAS, A.: Anne’s Bobemia.
Czech Literature and Society, 1310 — 1420. Minneapolis 1998,
s. 145.



mnozstvom chudobnych a chorych posluchacov.
Oproti tomu bardejovsky obraz rovnakej témy vy-
zera ako rozdavanie almuzny. V obidvoch pripadoch
znazornili pribeh svitca, pomahajiceho zajatému
papezovi sposobom, ktory napokon vedie k jeho
vlastnému odsudeniu. Podla legendy svitec pri
vysluchu pred cisarom vyhlasil, Ze prave chudobni
a chorf st ozajstnym pokladom Cirkvi.”” V tejto in-
terpretacii sa slovo ,,poklad* postuva od doslovného
k metaforickému vyznamu. Skrytym vyznamovym
podtéonom obidvoch obrazov ostava zdoraznenie
prava cirkvi na svoj majetok, jasne cielena odpoved’
na znepokojujicu otazku obdobia nastupujice;
reformacie.

Mocnari sa pokusali zlomit’ volu sidenych
svitcov a svatic aj vaznenim. Viznenie sv. Margity
najdeme uz v Sivetickom cykle. Svitica vychadza
z vezovitého vizenia a stava sa tercom vysmechu.
V levoc¢skom cykle sv. Dorotu opakovane privadza
do zalara muz so zdvihnutym kyjakom. Hrubé gesta
muza kontrastuju s jemnym a neznym pohybom
rik svitice, zobrazenym s novou citlivost’ou pre
psychologické vyznamy telesného prejavu postav.
Sv. Dorota kl'aci s prekrizenymi rukami, mucitelia ju
t'ahaja za vlasy a biju palicami. Vysledna kompozicia
pripomina ponizovanie Krista.

Jeden z dalsich obrazov levoéského cyklu sa
zameriava na zazracnu utechu, ktord uviznenej
poskytla Kristova navsteva. Dorota pred clenitou
architektarou vizenia vedie osamely dial6g s Kristom.
Podobnt tému znazornili aj na spisskosobotskom
oltari sv. Juraja [Obr. 6]. Kristus stoji na schodoch
jednoduchého vizenia a Zehna svitcovi, sediacemu
vo vautri.* Krvavé stopy po muceni na Jurajovom
tele zdoraznuji potrebu dtechy. Na moderného di-
vaka, zvyknutého respektovat’ logiku prirodzenych
suvislosti, posobi prekvapujuco, ze dvere v obidvoch
pripadoch st otvorené. Je zrejmé, Ze ciefom maliarov
nebolo zobrazit’ redlnu situaciu uviznenia. Mysleli
skor na duchovnu utechu viznenych. Namiesto alego-

¥ VORAGINE, J. de: Legenda anrea. Praha 1998, s. 218.

“ FAJT, J. - SUCKALE, R.: Hlavny oltir sv. Juraja v Spi$skej
Sobote. In: BURAN, D. (ed.): Dejiny slovenského vytvarného
umenia. Gotifka. Bratislava 2003, s. 753-755; GERAT, 1.: The
Afterlife of the Stoss Style and Its Contexts — the High Al-
tar of St George in Spisska Sobota. In: Wokd/! Wita Stwosza.

6. Kristus navstevuje sv. Juraja vo vazent, tabulovd malba 3 oltdra sv.
Juraja, kostol sv. Juraja, Spisska Sobota, 1517. Foto: 1. Gerdt, 1999.

rickej postavy filozofie, znamej z Boethiovej Filozofie
utesitel Ry, vystupuje Jezis, ktory vyzera ako obycajny
navstevnik alebo putnik. Vizualne jeho mimoriadny
status oznacuje svitoziara a zehnajuce gesto. Nabo-
zensko-symbolické vyznamy scény prevazuju nad
filozoficko-alegorickymi. Symbolicky zmysel tichého
stretnutia martyrov s Kristom sa vizualne vyjadruje
tesnym spojenim Jezisa s branou, ktora vedie ku slo-
bode (por. Jn. 10.9:,,Ja som brina. Kto vojde cez0 mria, bude
spaseny; bude vehdadzat’i vychddzat’ a ndajde paston.*)."!

Krakow 2006, s. 295-303; RICHES, S.: §7 George. Hero, Martyr
and Myth. Stroud 2000, s. 36-67.

1 Por. PANOFSKY, E.: Suger, opat ze Saint-Denis. In: Skutky
opata Sugera. Praha 2003, s. 8-51, tu s. 34; SCHLINK, W.: Der
Beau-Dien von Amiens. Das Christusbild der gotischen Kathedrale.
Frankfurt a. M. — Leipzig 1991, s. 13.
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UteSujucu navstevu vo vizeni zobrazovali aj
stredoveké cykly skutkov milosrdenstva.* Podobne
vyznieva levocsky obraz sv. Doroty, ktora vo vizeni
presviedca svoje sestry, aby neodpadli od krest’anstva
napriek hrozbe smrti. Doraz lezi na motive knihy,
predstavujicej krest’anska doktrinu. Iné akcenty
spaja s navstevou vo vizeni obraz levocského ol-
tara sv. Petra a Pavla (pred 1500). Na obloku cely
je polozené jedlo. Pavol priklada ruky k Petrovym
ustam, akoby ich chcel otvorit’. Podla legendy vladca
Antiochie Teofilus dal Petra zatvorit’ do Zalara a drzal
ho o hlade. Ked’ mu Pavol priniesol jedlo, Peter uz
nevedel ani otvorit’ dsta.*

Legenda sv. Margity spaja s uviznenim martyrky
vyznamovo protikladni a dejovo dramatickejsiu
udalost’ navstevu utoc¢iacim drakom.* Na mlynic-
kom oltari (1515 — 1520) stoji mlada Zzena pokojne,
aj ked’ mohutnd obluda uz hryzie do jej Siat a chysta
sa zadrapit’ do jej nohy labou s velkymi pazarmi.
Velky kriz v ruke svitice odkazuje na znamenie
kriza, ktoré bolo podla legendy dostatocne silné,
aby priSeru znicilo.

Mucenie

V spdsobe zobrazenia mucenia svitcov sa pre-
javili rozne predstavy umelcov o psychickom pre-
zivani utrpenia — od spiritualistickej povznesenosti
nad pominutel'né hrézy tohto sveta az po obraz
prirodzeného Pudského utrpenia. Casté opakovanie
scén mucenia provokuje aj otazku motivacif objed-
navatelov: ¢o chceli dosiahnut’ obrazmi krutého
tyrania?

Cesta k odpovedi na tato otazku vedie opit’ cez
analyzu zachovanych vizualnych pramenov a textov,
ktoré nas informuju o vyznamoch zobrazeného.

2 Por. BUHREN, R. van: Die Werke der Barmbersigkeit in der
Kunst des 12. — 18. Jabhrbunderts. Hildesheim 1998; najnovsie
BOTANA, E: The Works of Mercy in Italian Medieval Art (.
1050 — ¢. 1400). Turnhout 2011. K situacii na Slovensku pozri
KRASA, J.: Levocské morality. In: VAROSS, M. (ed.): Zo
starsich vytvarnych dejin Slovenska. Bratislava 1965, s. 245-264;
BURAN 2002, c. d. (v pozn. 30), s. 43-70.

# Koltaru (1490 — 1500) pozti RADOCSAY 1955, c. d. (v pozn.
9), s. 375-376. Tato téma mohla byt v Uhorsku znama uz
z tzv. Anjouovského legendaria (Cod. Vat. Lat. 8541, fol. 9r,
okolo 1330). Por. LEVARDY, F. (ed.): Magyar Anjou 1egen-
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V textoch legiend sa mucenie chape ako posledna
moznost’ vladara presadit’ svoju moc aj v nabozen-
skej sfére. Mucenie vyuziva, aby zlomil vol'u svojej
obete, ked’ uz neuspel s vyhodnou ponukou alebo
intelektudlnou argumenticiou.”” Mucend osoba
ostava verna svojej pravde. Vladar ju moéze znicit’
fyzicky, ale na kultarny systém, v ramci ktorého jej
konanie nadobuda zmysel, nema ziaden dosah. V re-
prezentacii mucenia mozno rozlisit’ dve fazy: najskor
vladar este veri vo svoj uspech, neskor uz chape,
ze neuspeje, a tak sa mucenie meni z prostriedku
presviedc¢ania na nastroj pomsty, resp. na odstrasu-
juci priklad.* Obrazy mucenia podobne ako obrazy
stdenia predvadzaju prinajmensom v prvej faze deja
inscenovany suboj o pravdu. Svitec alebo svitica,
reprezentujici krest’ansku verziu pravdy, sa stre-
tavaju s mocnym muzom (mucitefom nikdy nie je
zena), ktory je navyse bezohladne kruty a brutalny.
V zmesi jeho motivov sa neraz objavuje tizba po
svitici ako Zene. Analyza obrazov sa musi zamerat’
hlavne na otazku akymi prostriedkami, akymi mo-
tivmi a formami maliar vyjadril hodnotovy siboj,
ktory je podstatou zobrazeného deja. Je z jeho diela
zrejmé zameranie na ideovo rozhodujice hodnoty,
alebo odvadza pozornost’ inym smerom? K akym
nahl'adom a ako vedie divakovo vnimanie? Ako sa vo
formach zobrazenia jednotlivych postav a motivov
prejavuje ich hodnotenie?

Tyranie na mudidlach

Uz v sivetickej rotunde sv. Margity zobrazili mu-
cenie, ktorym sa Olibrius usiloval zlomit’ volu a vieru
svitice. Margita najskor vzbudila eroticku tuzbu vla-
dara, no ked’ Olibrius zistil, Ze jeho sukromné emocie
a potreby ostant neuspokojené, Margitine telo sa

darinm. Budapest 1973, s. 27; SZAKACS, B. Zs.: A Magyar
Anjou Legenddrium képi rendszerei. Budapest 2000, s. 230.

“ VORAGINE, c. d. (v pozn. 39), s. 190.

# SCHIRRMEISTER, A.: Folter und Heiligung in der Legenda
Aurea. In: BURSCHEL — DISTELRATH — LEMBKE 2000,
c. d. (v pozn. 2), s. 133-149, tu s. 137.

* BOUREAU, A.: La Légende dorée. 1e systéme narratif de Jacques
de Voragine (f 1298). Paris 1984, s. 116.



zmenilo na predmet mucenia, podriadeny verejne;
autorite svetskej moci. Sexualna tdzba sa zmenila
na tizbu mocensky kontrolovat’ duchovnu vieru
a praktiky.*’ Sviticu mucia pripevnenu na drevené
lesenie tvorené dvomi do zeme zatlcenymi kolmi
a hornym priecnym tramom [Obr. 7]. Na jej rukach
pribitych k bo¢nym kolom vidno krvavé skvrny,
pripominajice Kristove stigmy. Drzanie rik mucene;j
(nie celkom nepodobné pozicii oranta) méze odka-
zovat’ aj na poziciu ukrizovaného Kirista (aj v obraze
na rovnakej stene v Siveticiach ma Ukrizovany po-
dobne pokrcené ruky). Popri odkaze na Margitinu
christoformitas bola dobre Citate'na aj Zenskost’ sviitice.
Jej dlhé hnedé vlasy, omotané okolo horného tramu,
st jedine¢nym poetickym ozvlastnenim scény, ktoré
ostalo bez nasledovnikov. Individualny napad tvorcu
sa vSak uplatnuje v tradicnom ramci.

Zakladna kompozicna schéma scény mucenia
bola v ¢ase vzniku sivetického obrazu dobre znama.
V strednej Eurépe sa objavila najneskér okolo roku
900 v zivote sv. Barula.* Samotni Margitu podobne
tyraja v obraze, ktory vznikol vo Fulde okolo roku
970.* Podobné kompozicie zavesenia na mucidlach
sa najdu v iluminaciach Stuttgartského pasiondlu
z 12. storocia.”’ O prezivani tejto tradicie v 13. sto-
roci svedci aj vitraz v dolnorakiaskom Ardaggeri, kde
Margitino vyvesené telo trhaji hakmi dvaja mucite-
lia.>" Aj v nasledujucich storociach na Slovensku — na-
priklad v levoc¢skom cykle sv. Doroty a v pocetnych
tabulovych mal'bach — sa tito kompozi¢na schéma
pravidelne vyuzivala. Jej mimoriadna obl'dibenost’

7 FROMER, J. E.: Spectators of Martyrdom. Corporeality and
Sexuality in the Liflade ant te Passiun of Seinte Margarete.
In: CHEWNING, S. M. (ed.): Intersections of Sexuality and
the Divine in Medieval Culture. The Word Made Flesh. Aldershot
— Burlington 2005, s. 89-106, tu s. 96-97.
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Bern, Burgerbibliothek, Cod. 264, s. 137. Dielo vzaiklo v Rei-
chenau okolo r. 900. Pozri HAHN, C.: Portrayed on the Heart.
Narrative Effect in Pictorial Lives of Saints from the Tenth through the
Thirteenth Century. Berkeley — Los Angeles — London 2001, obr. 1.
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)

Hannover, Niedersichsische Landesbibliothek, Ms. 1. 189,
fol. 28v. Pozri HAHN, C.: Kommentarband 3u Passio Killiani/ Ps.
Theotimus, Passio Margaretae/ Orationes. Vollstindige Faksinile-
~Ausgabe des Codex Ms. 1. 189 aus dem Besitz der Niederséichsischen
Landesbibliothek Hannover. Graz 1988.

0 Por. BOECKLER, A.: Das Stuttgarter Passionale. Augsburg
1923, obr. 12; CAVINESS, M. H.: Visunalizing Women in the

7. Mucenie svitice, ndstennd malba v presbytérin kostola sv. Margity,
Sivetice, 2. polovica 13. storocia. Foto: 1. Gerdt, 1999.

mozno vyplynula z toho, ze dobre vyjadruje podstatu
tyrania. Mucena osoba je priviazand, takze je jasné,
ze nemala prileZitost’ bojovat’. Mucené telo prestava
vyjadrovat’ vlastni vol'u osoby, pretoze sa postupne

Middle Ages. Sight, Spectacle, and Scopic Economy. Philadelphia
2001, s. 103-104.

' Pozti FILLITZ, H. (ed.): Geschichte der bildenden Kunst in
Osterreich. Friih- und Hochmittelalter. Miinchen — New York
1998, 5. 127, 447-449 (E. LANC, so star$ou literatirou). Ako
kuriozitu mozno spomenit’, ze podobna kompozi¢na schéma
sa uplatnila aj zobrazeni kamefiovania zlodeja koni v Zivote
sv. Liudgera (okolo 1100). Por. FREISE, E. (ed.): ita Sancti
Lindgeri. Faksimile-Ansgabe der Ms. theol. lat. fol. 323 der S taatsbib-
liothek zu Berlin. Graz 1999, fol. 13v. Vizudlne rieSenie scény
pripomina martyrium. Por. KLOSSEL, B.: Bildausstattung,
Bildprogramm und Bildgestaltung der Vita secunda Sancti
Liutgeri. In: Ibidem, zv. 2, s. 85-111, tu s. 96. Kamenovany
zlodej Buddo je priviazany na 2 koly s roztiahnutymi rukami
a nohami; z Gst mu vychadza homunculus predstavujici jeho
dusu, ktora prebera Kristus, sklanajici sa z neba. Svitca,
ktory ukamenovaného napokon zachranil, v ilumindcii vobec
nevidno.
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8. Mucenie sv. Zofie, tabulovi malba 3 oltdra sv. Zofie 0 Sdsovej, dnes
Stredoslovenské niizenm, Banskd Bystrica, okolo 1440. Foto: 1. Gerat,
1999.

stava obet’ou zasahov inych osob, ktoré nad nim
maju moc. Z pozemského hl'adiska znamena takato
situdcia pre mucencho totalne ponizenie, likvidaciu
a prehru. Krest’anska interpretacia kladie doraz na
zmyslovo nevnimatelné vyznamy situacie — prehru
interpretuje ako vit'azstvo.

Telo, tyrané na mucidlach, je dobre vidite'né,
priam vystavené v centre kompozicie, takze okam-
zite uputa pozornost’ divaka. Adresuje mu mno-
hostranné emocionalne posolstvo: vyzyva k osobne;
obeti, vyvolava sicit, mozno aj erotické asociacie. Je

> CARLSON, M.: Spectator Responses to an Image of Vi-
olence. In: DUBRUCK, E. — EVEN, Y. (ed.): Violence in
Fifteenth-Century Text and Image (=Fifteenth Century Studies,
27). Rochester 2002, s. 7-20, tu s. 15.

3 CAVINESS 2001, c. d. (v pozn. 50), s. 93: ,cathartic power.
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zrejmé, ze pri uvazovani o reakcii divakov na obraz
muceného tela treba ratat’ s viacerymi moznost’ami
vysvetlenia, od distancovaného pristupu k telu ako
objektu, cez dialég az po sebaidentifikaciu.”* Okrem
modernych pojmov sa pri interpretacii tychto ob-
razov moze zmysluplne uplatnit’ aj tradicny pojem
katarzie.” O¢istenie afektov prostrednictvom strachu
a sucitu sa tymto pojmom oznacovalo uz od cias
Aristotela, takze podobné tvahy st menej podozrivé
z anachronizmu, nez spitné projekcie modernych
koncepcif.**

Divaci v ramci obrazu neraz patria k mucitel'om,
takze ich reprezentacia predvadza pravy opak vzoro-
vej reakcie ¢i svedectva, ktorych nositelmi spravidla
byvaju asistencné figury. Zobrazovanie tyranov
otvorilo maliarom aj moznosti vyjadrit’ svoj skepticky
pohlad na 'udskud povahu. Pritom mohli nadobud-
nat’ dolezitd tlohu detaily. Jeden z Margitinych muci-
telov v Siveticiach ma na hlave $picaty klobuk, ktory
v stredovekych obrazoch obvykle oznacoval Zidov.
Zmysel tohto motivu moze suvisiet’ s myslienkou
sv. Augustina, podla ktorého ,,krutost’ je prirodzenym
stavom tych, ktori este nedosiahli milost* — napriklad po-
hanov a Zidov.*® Detail obrazu pripomina diskurz
stredovekého antisemitizmu, ktory mohol dielu
v urcitej situacii dodat’ relny politicky vyznam.
Tieto vyznamy nevymizli ani v 13. storoci, aj ked
Tomas Akvinsky posunul viznam pojmu krutost’ do
psychologickej roviny a na oznac¢ovanie podobnych
vonkajskovych prejavov navrhol pouzivat’ termin
nespravodlivost’. Prave v neskorom stredoveku sa
obraz krutosti zacal vyuzivat’ na politicku, socialnu
¢i ndbozensku manipulaciu, na delegitimizaciu tych,
¢o sa odlisovali od pravovernych krest’anov.”

Popri politickych vyznamoch prichadza opit
k slovu aj zobrazenie telesného prejavu postav. Kri-
dlo retabula sasovského oltira sv. Zofie predstavuje
zakladni kompoziciu tyrania na mucidlach v uprave-
nej podobe [Obr. 8]. Sviiticu s velkymi krvavymi ra-

** Por. diskusiu o produktivite anachronizmov v dejinich ume-
nia — DIDI-HUBERMANN, G.: Pred lasom. Dejiny umenia
a anachronizmus obrazgov. Bratislava 2006.

% Por. napr. De cvitate Dei, 2:18, 3:15; BARAZ, D.: Medieval
Cruelty: Changing Perceptions. Late Antiquity to the Early Modern
Period. 1thaca 2003, s. 16.

% BARAZ 2003, c. d. (v pozn. 55), s. 20-23, 179.



nami po odstranenych prsnikoch zavesili na mucidla
dolu hlavou.”” Dvaja mucitelia jej zarezavaji do od-
halenych noh. Svitica znasa drastické mucenie s po-
kojnym vyrazom a zopitymi rukami. Mnohi muceni
martyri si na obrazoch zachovavaja pokojny vyraz,
motivovany hlbokou vierou v definitivne vit'azstvo
nad smrt’ou. Uz Tertulian vo svojom slavnom pri-
hovore k martyrom prisl'abil, Ze telo nebude trpiet’
ani pocas mucenia, ak bude duch prebyvat’ v nebi.”®
Podla Tomasa Akvinského znasaju svitci bolest’
preto, ze do ich tiel pradi utesujica visio beatifica.”
Podobné tvahy do istej miery protirecia poznamke
Gregora Vel'kého, parafrazovanej Brunom z Quer-
turtu: ... keby smrt’ nebola spojend so Ziadnym utrpenin...
nebola by sliva muienikov tak velka.””

Dobové vnimanie a interpretaciu muceného tela
pomaha pochopit’ vizualna analyza obrazu, hlavne
jeho porovnavanie s inymi dielami, venovanymi
podobnej problematike.

Starostlivo vykalkulované inscenovanie nahoty
martyrok pomocou zavojov a bedrovych rasok sa
zda byt ptizna¢nou ¢rtou umenia 15. storoéia.”" Via-
cero autorov vyjadrilo nazor, ze v mysli divakov sa
miesala krest’anska interpretacia pribehu muceného
nahého tela s inymi pristupmi. Scény mucenia urcite
neslazili len na predvadzanie odhalené¢ho Fenského
tela. Mal'by hrabusického oltara sv. Vavrinca a spis-
skosobotského oltara sv. Juraja zobrazuji muzské
telo [Obr. 9]. Obaja svitci su vyzleceni od pasa na-
hor, a maju aj holé nohy. Niektoré autorky a autori
v suvislosti s podobnymi obrazmi vyzdvihuji mozné
erotické asociacie rozneho druhu. V radikélnejsich
verziach dokonca hovortia o ,,ndbogenskej pornografic
&, sadoerotickych predstaveniach.* Podobné terminy

T MALKIEWICZ 1990, c. d. (v pozn. 34), s. 63, identifikovala
pribeh ako §tvrté a piate martyrium sv. Zofie. K pramefiom
pribehu ibidem, s. 54-60. Ani tito identifikicia nevylucuje
nekritické prevzatie hagiografického toposu napriklad z le-
gendy sv. Agaty.

58| Nihil crus sentit in nervo, cum animus in caelo est.* — TERTULLIA-
NUS: Ad martyras, 11, 10. Por. TERTULLIANUS: Povzbuzeni
mucenikam. Ad martyras. Ed. P. KITZLER. In: Teologicky
shornik, 4, 2002, s. 55-62.
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TAMMEN 2005, c. d. (v pozn. 25), s. 317. Prislusné miesta
Summa Theologica cituje BYNUM, C. W.: Resurrection of the Body
in Western Christianity, 200 — 1336. New York 1995, s. 310,
pozn. 116.

9. Mucenie sv. Juraja na mucidldch, tabulova malba 3 oltdra sv. Juraja,
kostol sv. Juraja, Spisskd Sobota, 1517. Foto: 1. Gerat, 1999.

pochadzaji z tedrii a senzibility nasej doby. Vnima-
nie nahoty je kultirne kédované, takze zavisi aj od
situdcie, v ktorej sa nahota prejavuje.”’ Je otazne,
nakol'ko prichadzali erotické asociacie do uvahy
v dobovej situacii vnimania obrazov, ktora cielene

60 e 52 es5et nutlla mortis molestia... non esset tanta martyrum gloria...

— BRUNO Z QUERFURTU: Zivot svatého Vojtécha. 1.egenda
Nascitur purpurens flos. Praha 1996, s. 122.

S TAMMEN 2005, c. d. (v pozn. 25), s. 325.

© MILES, M. R.: Carnal Knowing. Female Nakedness and Religions
Meaning in the Christian West. New York 1991, s. 156: ,, religions por-
nography™; CAVINESS 2001, c. d. (v pozn. 50), s. 84-124: , sadv-erotic
spectacles’. Por. aj MILLS, R.: “For They Know Not What They
Do”. Violence in Medieval Passion Iconography. In: DUBRUCK
— EVEN 2002, c. d. (v pozn. 52), s. 200-216, tu s. 205-208.

 JUTTE, R.: Der anst6Bige Korper. Anmerkungen zu einer Se-
miotik der Nacktheit. In: SCHREINER, K. — SCHNITZLER,
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10. Varenie sv. Juraja v kotle s roztavenym olovom, tabulovd malba
g oltdra sv. Juraja, kostol sv. Juraja, Spisskd Sobota, 1517. Foto: 1.
Gerdt, 1999.

orientovala tvorbu mentalnych obrazov u divakov
inym smerom.* Je pravdepodobné, ze pod tlakom
tejto situacie sa prinajmensom vedomé zlozky ich
predstavivosti uberali inym smerom. Ak by obraz
u niektorych divakov predsa vzbudzoval tazby, ktoré
kultara ich okolia hodnotila a sankcionovala ako ne-
dovolené, mali dost’ dovodov, aby ich zatajili, mozno
dokonca aj sami pred sebou. Nedostatok historickych
svedectiev o podobnom vnimani obrazov stredove-
kymi divakmi preto mozno vysvetl'ovat’ alebo tym,
ze podobny pristup v tejto dobe neexistoval, alebo
alternativne ako dosledok cenziry ¢i autocenzury.

N. (ed.): Gepeinigt, begehrt, vergessen. Symbolik und Sozialbezng des
Kdrpers im spiten Mittelalter und in der friiben Neuzeit. Minchen
1992, s. 109-129, tu s. 120.
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Pre vyvoj obrazov mucenia v priebehu 15. sto-
rocia je charakteristické aj prehlbovanie obrazového
priestoru a rozmnozovanie poctu zobrazenych moti-
vov. Na kridle levocského oltara sv. Katariny (1469)
sa zaujem o priestor prejavil napriklad vzajomnym
prekryvanim postav mucitelov a cisarovej druziny,
priestorovost’ou postavy katana s klie§t’ami, ktory sa
k mucenicke naklana spoza plota, ale i sformovanim
spodnej ¢asti mucidiel do podoby akéhosi podstavca
ubiehajiceho do hibky v akejsi neobratne obritene;
perspektive. Zvlastnym motivom vyjavu je anjel,
ktory prilieta z neba, aby odviazal ruku svitice od
mucidiel.

O dobovom vnimani podstaty zobrazeného deja
moze poskytnut’ zaujimavé informacie aj reprezenta-
cia svedkov mucenia. Ich zobrazenie neraz vyjadruje
socialne rozdiely. Na spisskosobotskom obraze mu-
cenia sv. Juraja sa muzi v honosnom mestianskom
odeve, resp. v médnom rytierskom brnen{ vyhybaja
osobnym fyzickym zasahom do mucenia. Driapanie
martyrovho tela kovovymi hrablickami ¢i opal'ovanie
fakPou prenechavaji najatym sluhom, patriacim oci-
vidne do nizsich socidlnych vrstiev. Podobné sa da
povedat’ aj o obraze mucenia sv. Vavrinca v Hrabu-
Siciach: prinajmensom cisar nalavo a mest’an vpravo
st ,,iba® inicidtormi ¢i svedkami, no nie priamymi
vykonavatel'mi mucenia.

Varenie v kotle a iné spdosoby mucenia

Jurajova obrazova legenda v Spisskej Sobote
obsahuje aj d'alsiu scénu, opakovani v mnohych
cykloch. Varenie v kotle s roztavenym olovom podl'a
legendy svitca osviezilo ako prijemny kapel [Obr.
10]. Podobne koncipované varenie sv. Jana Evanje-
listu v oleji zobrazili na kridle levo¢ského hlavného
oltara. Kvoli znamym dielenskym kontaktom vynika
v tomto pripade paralela este zretel'nejsie — podoba
sa 1 vedl'ajsi motiv mucitela, ktory pomocou nadoby
na dlhej palici vylieva hordcu tekutinu na modliaceho
sa svitca a aj figara starsicho bradatého muza medzi
okolostojacimi.

Kosicka mal’ba z druhého desat’rocia 16. storocia
spaja varenie Jana Evanjelistu v kotle s utesujicou

 Por. TAMMEN 2005, c. d. (v pozn. 25), s. 321.



viziou, typickou pre autora Zjavenia. Necudo, ze
hlavnou inspiraciou bola Diirerova ilustracia k Apo-
kalypse (B 61, 1498).% Celkovy tén obrazového
rozpravania je vSak ovela pokojnejsi. Divakovu
pozornost’ uputa aj zjavenie madony na polmesiaci,
spoza ktorej Ziaria slnecné luce, odkazujtice na apo-
kalypticku Zenu odetu slnkom.

Varenie svitice v kotle vidno aj v obrazovych
legendach svitych panien. Na Spisi ho najdeme uz
okolo 1420 v dorotovskom cykle na severnej stene
levocského farského kostola, o sto rokov neskor na
mlynickom oltari sv. Margity [Obr. 11]. Porovnanie
obidvoch scén vedie k viacerym zaujimavym ziste-
niam. V obidvoch pripadoch sa v centre kompozi-
cie objavuje odhalené telo svitice s dlhymi vlasmi.
Zopité ruky vyjadruji odovzdané pohrizenie do
modlitby. Koruna, ktor ma na hlave Dorota, nepatri
k realistickym detailom, nezaklada sa na spravach
o historickom statuse svitice, ale oznacuje vit'azstvo
martyrky nad utrpenim. Mlynicky obraz vyjadruje ne-
besky povod martyrskej koruny priamo: prostovlasej
Margite prinasa korunu biela holubica, symbolizujica
Ducha Svitého. Tento obraz je navyse syntetickou
scénou, lebo obsahuje aj motiv potrestania mucitel'ov
kamenmi, padajucimi z neba. Kamene padaji z lavej
strany, holubica prilieta sprava. Pre punitivny zazrak
sa nenajde opora v texte Zlate legendy. Do Gvahy
prichddza skor vizualny zdroj — scéna potrestania
Jurajovych mucitel'ov v Spisskej Sobote.

Iné podoby mucenia zobrazovali zriedkavejsie.
Vlacenie sv. Juraja za konom na Slovensku najdeme
len na jeho spisskosobotskom oltari.* DIhé plavé ku-
Cery svitca sa napriek jeho svitoziare t'ahaju po zemi
za uslachtilou tvarou s Gstami otvorenymi na sposob
gréckej tragickej masky. Jeho biele richo s cervenym
krizom na prsiach sa pri vleceni mierne zhfnia pod chr-
bat, na bruchu ho pridrziavaji svitcove zviazané ruky.
Lionello Puppi poukazal vo svojej analyze pribuzného
obrazu od Bernarda Martorellana precizne detaily pri
zobrazeni mucenia, ktoré mali byt’ inpirované osob-
nym pozorovanim podobnych trestov, stupnujicich
v ramcli ritualu verejnej popravy intenzitu vysmechu

8 GLATZ, A. C.: Gotické nmenie 3 kosickych 3bierok. Kosice 1995,
s. 77-79 a obr. 35 na s. 207.

% Podobnu formu mucenia zobrazili na vroclavskom oltari sv.

Barbory (1447). — LABUDA 1984, c. d. (v pozn. 33), obr. 14.

11. Varenie sv. Margity v kotle, tabulovi malba 3 oltdra sv. Margity,
kostol sv. Margity, Mynica, 1515 — 1520. Foto: 1. Gerit, 1999.

a ponizenia.” Postroj kora v Spisskej Sobote je jed-
noduchsi ako v parizskom diele a miesto priviazania
svitcovych noh prekryva postava mucitela. Menej
detailov znamena menej argumentov v prospech tézy
o osobnom pozorovani podobného trestu. Zaujme aj
motiv ozbrojencov, ktorf idermi kyjakov zvysuja svit-
covo utrpenie. Naturalistické pozorovanie detailov
pohybu, brutalnej fyziognémie ¢i naznaku vrhnutého
tiena sa tu kombinuje s nadmernou relativnou vel-
kost’ou postav (po druhé poschodie domu). Fyzicka
velkost” muzov rozhodne neoznacuje ich duchovnu
mohutnost’, ako pri beznom pouziti hierarchicke;
perspektivy v stredoveku. Motivovalo ju skor usilie
o zlepSenie citatel'nosti oltarneho obrazu, ktory veriaci
vnimali z viacmetrovej vzdialenosti.

7 Maliar ¢inny 1427 — 1452, obraz dnes v Louvti. Por. PUPPI,
L.: Torment in Art. Pain, Violence and Martyrdom. New York
1991, s. 79.
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Spisskosobotsky cyklus o sv. Jurajovi obsahuje aj
scénu znicenia kolies, v ktorych mali svitca lamat’.
Maliar si vybral okamih dramatického napitia: Juraj
v kratkom bielom rachu klaci so zopitymi rukami
a s obavami sa pozera na nastroj mucenia. Ten sa
vsak uz zacina lamat’ a na pomoc prilieta 1 anjel
s mecom. Aj pre tento vyjav mozno najst’ paralelu
v zivote svitej panny — v obrazovych legendach sv.
Katariny. Na levo¢skom katarinskom oltari nado-
budlo znicenie nastroja tyrania podobu trestajuceho
zazraku. Svitica kl'ac¢i v centre obrazu, s rukami
prekrizenymi na prsiach. VIavo vidno dolamané
kolesa, pod ich troskami mftvych mucitelov. Anjelik
s kladivom, ktory sa vyklana v Favom hornom rohu
kompozicie, pokracuje v rozbfjani mucidla. Cisar
a cisarovna pri pravom okraji obrazu prekvapene
gestikuluju. Mierne zjednodusenu verziu kompozicie
(bez anjela) mozno vidiet’ na kridle oltara sv. Katariny
v Turanoch; zrkadlovo obratené stvarnenie rovnake;j
témy v Bardejove sa odlisuje mnohymi detailmi, na-
priklad chyba cisarsky par a kolesa rozbijaja kamene,
padajice z neba.

Vynechanie momentu potrestania v spisskoso-
botskej scéne mozno suvisi s tym, ze priamo pod
fou samostatne zobrazili vyssie spominany punitivny
zazrak: nebesky ohen ni¢i pohansky chram a spolu
s padajicimi kamenmi tresta mucitelov.

Mucenie Félixa, Reguly a Exuperantia namal'oval
okolo roku 1480 majster apostolskych martyrii.®®
Po uteku a predvedeni pred sudcu proces pokra-
coval varenim v oleji (spolo¢ne vsetky tri postavy),
lamanim na mucidlach a st’atim. Obraz lamania
vynika mnozstvom drastickych detailov: dvoch zo
svitcov vidime s polamanymi tdmi priputanych ku
kolesam, dvihnutym na koloch. Treti z nich leZi tiez
skoro celkom nahy s dolamanou pravicou priputany
k akymsi rebrinam a s ulakom sleduje katana, ktory

% Tychto nie prili§ znamych martyrov — prislusnikov tébskej
légie — popravili po jej porazke na tteku v Zirichu, kde sa aj
vytvorilo centrum ich kultu. Por. SCHUTZ, L.: Felix, Regula
und Exuperantius. In: Lexikon... c. d. (v pozn. 34), stl. 235.
Obrazy boli pévodne pravdepodobne urcené pre kosicky
dém. Dnes st v KM Ostrihom (inv. ¢. 55.51-55.57); tabul'a
s prenasanim odt’atych vlastnych hlav do hrobu vo Viedni,
resp. Linzi (ONG, inv. & 1889). Por. CSEFALVAY, P. (ed.):
Christliches Museum Esztergom. Szeged 1993, . 192-195 (J. Végh).

¥ BRUNO Z QUERFURTU, c. d. (v pozn. 60), s. 114-129.
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sa nanho chysta vrhnut' koleso. O povznesenosti
nad utrpenim vlastnej popravy sa v tomto len t'azko
da hovorit’ — strach tyranej I'udskej bytosti vyznieva
s plnou existencialnou nalichavost’ou. Napokon, je
takmer isté, ze prinajmensom niektor{ martyri pre-
zfvali strach zo smrti a utrpenia. Dokazuje to aj opis
martyria sv. Vojtecha od Bruna z Querfurtu.”” Jeho
autor sa o niekol’ko rokov sam stal martyrom.

Sv. Ondreja mucili podobnym sposobom ako sv.
Erazma: vrazanim ostrych sidiel pod nechty. Na kridle
oltara z Liptovského Ondreja Ondrej sedi medzi
svojimi troma mucitel'mi podobne ako vysmievany
Kiristus.”” Gesto jeho trpiacich rik, otoc¢enych dlana-
mi vopred, pripomina ranokrest’anského oranta.

Na bardejovskom oltari Panny Marie a sv. Erazma
zobrazili pred popravou svitca jeho bicovanie. Kom-
pozicia s vyzle¢enym svitcom, pripitanym k stlpu
uprostred, by vyzerala ako bicovanie Krista, nebyt’
biskupskej mitry na Erazmovej hlave. Uplatnenie
vseobecného myslienkového principu nasledovania
Krista sa viaze so svitcom prostrednictvom indivi-
dualizacného atributu.

Popravy

Obraz popravy obvykle nahana hrézu. Pre stredo-
vekych veriacich vsak bolo martyrium vyvrcholenim
krest’anského Zivota aj preto, ze pripominalo Kris-
tove utrpenie a ukrizovanie. Uz aj niektori apostoli
— napriklad sv. Filip — boli popraveni podobne ako
Jezis. U nas o tom sved¢i pribijanie sv. Filipa na kriz,
zobrazené na mosovskom oltari sv. Filipa a Jakuba
ml. (1518).” Prave o pribijani na kriz (a nie o ukri-
zovani) apostola rozprava aj Zlati legenda.”

V' Zlatej legende sa pise, ze sv. Peter ,jasal velkou
radoston’ pri pohlade na svoju Zenu, odvadzanua na
popravu a pripominal jej Jezisov priklad.” Apostol

"0 R. 1512, dnes MNG Budapest’, inv. ¢. 53.569. Por. MOJZER,
M. (ed.): A Magyar Nemszeti Galéria régi gyijteményei. Budapest
1984, obr. 97 (text J. Végh).

' SNM Martin, KH 4977. Por. GLATZ, A. C.: Gotické umenie
20 Zbierok Slovenského narodného mizea v Martine. Martin 1985,
s. 56-58 a obr. 37.

> VORAGINE, c. d. (v pozn. 39), s. 168.

> Tbidem, s. 180.



sam sa vraj zo skromnosti necitil byt’ hodnym zo-
mriet” ako Jezis. Ked mu v Rime ako cudzincovi
prisudili tento potupny spésob popravy, poziadal,
aby ho ukrizovali dolu hlavou. Podla Zlate legendy
chcel otoc¢enim kriza naznacit’ nielen svoju odlisnost’
od Spasitela, ale 1 fakt, ze ho Kristus povolal zo
zeme na nebo.” V tomto zjednodusenom vyklade
moze apostolova ziadost’ o otocenie kriza vyznievat’
takmer banalne. Najstarsie pramene v$ak nechavaja
Petra tesne pred Ukrizovanim predniest’ kompli-
kovanu teologickd tvahu, zameranu aj na interpre-
taciu kriza a jeho pozicie.” Je pravdepodobné, ze
obsah jeho myslienok sa ani neda presne vysvetlit,
lebo Peter sa pokusal vyslovit’ najhlbsie tajomstva
I'udskej existencie, ktoré sam opisuje ako Fudskou
recou nevyslovitel'né, pripadne vyslovitelné len
nevnimatelnym hlasom, vychadzajicim z najhlbse;
hibky Pudského vnutra, ml¢anim.” Samotny krfz je
paradoxom, a kri otoceny dole hlavou hibku tohto
paradoxu este prehlbuje poukizanim na potrebu
otocenia vsetkych hierarchif: ,,... &ym neurobite pravé
lavym a lavé pravym, spodné vrchnym a predné adnyn...
nevstipite do krdlovstva Bogieho* " Aj obraz Petrovho
ukrizovania dolu hlavou sa vo svetle tychto pramenov
javi ako pozvanie ku kontemplacii, sledujicej vyssie
ciele, nez ¢okol'vek, ¢o sa da povedat’ prirodzenou
recou, vratane tychto riadkov. Kazda, aj skutocne
podarena interpretacia obrazu nechava niektoré jeho
prvky nepovsimnuté. Napriek neiplnosti analyzy
diela vSak mozno pochopit’ mnohé z jeho dolezitych
vyznamov a funkci.

Ukrizované¢ho dolu hlavou zobrazuje Petra aj
malba levocského oltara sv. Petra a Pavla. Pritom-
nost’ cisira v tejto scéne protireci pramenom, podla
ktorych sa Nero vel'mi nahneval, ked’ prefekt Agrip-
pa nechal Petra popravit’, lebo ho chcel mucit’ ovela
horsim sposobom.™ Podobné plati aj o relié¢f kridla
banskobystrického oltara sv. Barbory (1509) [Obr.
12], hoci v tomto pripade vladarova koruna nema
priecne obluky, ktoré by oznacili jej Specificky cisar-
sky charakter. V pozadi obidvoch obrazov vidno kra-

™ Ibidem, s. 184.

» ZWIERLEIN, O.: Petrus in Rom. Die literarischen Zengnisse.
Mit einer kritischen Edition der Martyrien des Petrus und Paulus auf
nener handschriftlicher Grundlage. Betlin — New York 2009, s.
415-421.

12. Ukrigovanie sv. Petra, polychrimovany reliéf 3 oltara sv. Barbory,
kostol Nanebovzatia Panny Marie, Banskd Bystrica, 1509. Foto: 1.
Gerat, 1999.

jinu a mesto, ktoré sice nie su realistickym obrazom,
no predsa viac zasadzuji udalosti do stredoeuropsky
posobiaceho prostredia, nez by sa pokusali o zo-
brazenie Rima. Neskorostredoveké obrazy poprav
vo viacerych momentoch posuvali a aktualizovali
vyznamy zobrazenych tém. Variovanie jednotlivych
motivov mozno najlepsie demonstrovat’ pri najfrek-
ventovanejsom sposobe popravy — stinani.

¢ Tbidem, s. 419.
7 Ibidem, s. 417.

8 Tbidem, s. 423.
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13. Poprava sv. Doroty, scéna 3 legendy svitej Doroty, ndstennd malba v
kostole sv. Jakuba, Levola, 1. Stvrtina 15. storoia. Foto: UDU SAV,
P. Brezer, 2007.

Stinanie

Statie umoznovalo usmrtit’ martyra aj v tych
pripadoch, ked’ vd'aka zazrakom zlyhali iné met6dy.
Mozno aj preto sa stalo najcastejsie zobrazovanym
sposobom popravy. Frekventované kompozicie sti-

7 Spomefime napr. navijanie ¢riev sv. Erazma, zobrazené na
bardejovskom oltari Panny Marie, Mikuldsa a Erazma a na
tabuliach z oltara apostolov sv. Filipa a Jakuba ml. z Mo$o-
viec (dnes SNM Martin, inv. ¢. KH 4978, KH 4977 a KH
4979), stiahnutie z koze sv. Bartolomeja (ndstennd mal’ba
v Kvacanoch), ubitie Jakuba ml. valcharskou palicou (kostol
sv. Egidia v Poprade) ¢i prebodnutie sv. Tomasa kopijou
(Svabovee), ukrizovanie sv. Ondreja na kriz v tvare X (MNG
Budapest, inv. ¢. 53.569; kostol sv. Egidia v Poprade), ¢i
masové popravy sv. Achdtia s desat’ tisicami vojakov a sviitej
Usrsuly s jedenast’tisic d’alsimi pannami (Banska Bystrica,
Mlynica, Rokycany, Bardejov, Sabinov). Upalenie sv. Vavrinca
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nania poskytuji komparativnej analyze ovela viac
latky nez individudlne priznac¢né popravy.” V pocetnej
skupine scén sa mozno pokusit’ o vytvorenie urcitej
vnutornej typologie, zameranej na rozliSenie konstant-
nych prvkov od premenlivych motivov, ktoré modi-
fikovali vyznam obrazu a dodavali mu individualitu.

Maliari najcastejsie znazornovali dramaticky oka-
mih tesne pred definitivnym vykonanim popravy.
Zakladny motiv vytvarného rieSenia scény tvoril
obraz kata, ktory sa rozhana mecom nad martyrom
¢i martyrkou, klaciacou v odovzdanej modlitbe.
Najstarsie verzie tejto kompozicie obsahovali rela-
tivne menej vedlajsich motivov. Dej sa odohrava na
jednoduchom, plosnom pozadi. Pred kl'aciacou sv.
Dorotou v nastennej mal'be levoc¢ského farského
kostola [Obr. 13] vidno chlapca, ktory prinasa kosik
s kvetmi z rajskej zahrady, napriek tomu, ze udalost’
sa podl'alegendy stala vo februari.* Zazra¢nu utechu
v okamihu smrti potvrdzuje aj obraz prilietajuceho
anjela v pravom hornom rohu obrazu. Obraz za-
zrakov, sprevadzajucich popravu, sluboval divakom
urcita ochranu (alebo aspon utechu) aj v neriesitel’-
nych situaciach. Tento pozitivny moment zohraval
ddlezita dlohu pri propagovani vplyvu cirkvi v ociach
vaimatel'ov.”!

Okolo polovice 15. storocia sa aj v obrazoch
stinania zacina prejavovat’ radost’ so zobrazovania
detailov postav i pozadia. Obrazy st spravidla ovel'a
prepracovanejsie, takze rastie aj pocet vedl'ajsich mo-
tivov a dodato¢nych vyznamov. Prvym z prikladov
tohto druhu u nds s obrazy stinania mucenikov
zo Zlatych Moraviec.” Jeden z nich je Jan Krstitel,
¢o vidno podrla typického odevu — t'avej srsti — aj
podla Salome s misou v ruke, ktora sa prizera po-
prave. Druhy sa povazuje za stinanie Jakuba st., hoci
apostolovi chyba jeho tradi¢ny odev ¢i individualne

mozno porovnat’ s upalenim ucencov, obratenych na vieru
sv. Katarinou, a upalenim sestier sv. Doroty.

% VORAGINE, c. d. (v pozn. 39), s. 386-387.
8 HAHN 2001, c. d. (v pozn. 48), s. 79.

8 K blizkost ich $tylu vroclavskému oltiru sv. Barbory pozri
LABUDA 1984, c. d. (v pozn. 33), s. 185. Kriticky sa k tomuto
predpokladu stavia Gyéngyi Torok. Pozti CSEFALVAY 1993,
c. d. (v pozn. 68), s. 176.



atributy.* Pozoruhodnym detailom tohto obrazu
je démonizacia postavy vladara, ktory ma namiesto
n6h pazary.

Vladarov aj katov turban méze byt’ odkazom na
coraz blizsie turecké nebezpecenstvo. Neprekvapuje,
ze tento motfv sa nachadza aj vo viacerych neskorsich
obrazoch, napriklad v st’atf sv. Jakuba na levo¢skom
hlavnom oltari (aj ked’ pri zobrazeni rovnakej témy
v Jakube pri Banskej Bystrici este chybal). Medzi
tymito obrazmi vsak exituje také mnozstvo rozdie-
lov, Ze tloha jedného motivu nie je prili§ vyznamna.
Otazka rozdielov savisi aj s roznymi vizualnymi
zdrojmi, resp. paralelami oboch obrazov. Na tabu-
liach z Jakuba kl'aci svitec pred d’alsim popravenym
tak, Ze ciastocne zakryva jeho bezhlavé telo. Podob-
ny motfv sa nachadza aj na tabuli z Marktkirche
v Hannoveri (okolo 1480).* Levocsky obraz sa zasa
v mnohom inspiroval grafikou Vita Stossa (L..7).%

Na banskobystrickom oltari sv. Barbory vidno
namiesto jedného anjela obraz Boha-Otca, ktory
prijima dusu svitice v podobe malej nahej posta-
vicky, nesenej anjelmi. Kalich s hostiou pred kl'a-
¢lacou sviticou nie je len jej osobnym atributom,
ale aj vizualnym odkazom na Kristovu modlitbu na
Olivovej hore.

Kat obvykle stoji za popravovanou osobou. Vy-
nimkou je bardejovsky oltar, kde Katarina kl'aci opro-
ti katovi, ktory sa rozhana mecom a druhou rukou ju
drzi za vlasy. V hornej ¢asti tizkeho obrazu ¢aka anjel
so Satkou, pripraveny prevziat’ dusu svitice.”

Vyber momentu stinania, ktory sa mal stvarnit’
v obraze, suvisi so zvlastnymi motfvmi jednotlivé-
ho pribehu. V obraze popravy Jana Krstitela na
levocskom oltari sv. Janov (1520, Majster TH) vidno
Salome s misou, na ktorej je svitcova odt’atd hlava.”’

8 KAKUCS, L.: Der mittelalterliche Jakobuskult in Ungarn.
In: BAUER, D. R. — HERBERS, K. (ed.): Der Jakobuskult in
Ostmittelenropa. Anstansch, Einfliisse, Wirkungen. Tibingen 2003,
s. 285-352, tu s. 347.

# ROCKELEIN, H.: Kult und Ikonographie Jacobus d. A. und
die Entstehungsgeschichte des Altaraufsatzes. In: CARQUE,
B. — ROCKELEIN, H. (ed.): Das Hochaltarretabel der St. Jacobi-
-Kirche in Gattingen. Géttingen 2005, s. 177-205, tu s. 184-189.

% GLATZ, A. C.: Ikonografické a motivické inspiracie a vzory
skulptur a tabulovych malieb levoc¢ského hlavného oltara. In:
Ars, 34,2001, ¢. 2-3 5. 153-203, tu s. 168-169.
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14. Poprava sv. Pavla, tabulovd malba 3 oltdra sv. Petra a Pavia, kostol
sv. Jakuba, Levola, pred 1500. Foto: 1. Gerat, 1999.

% Motiv anjela sa pri stinani svitice objavil uz na levoé¢skom
oltari sv. Katariny, v Turanoch chyba.

¥ RADOCSAY 1955, c. d. (v pozn. 9), s. 381-382; GLATZ,
A. C.: Pokus o vymedzenie maliarskych okruhov na Spisi
v prvej polovici 16. storocia. In: Ars, 20, 1987, ¢. 2, s. 55-100,
tus. 62; VEGH, J.: Der Johannesaltar des Stadtpfarrers von
Leutschau Johannes Henckel. In: Wiener Jahrbuch fiir Kunstge-
schichte, 46-47, 1993 — 1994, s. 763-774. Por. aj byvaly hlavny
oltar sv. Jana Krstitel'a zo Sabinova, po 1500, dnes MNG
Budapest’. — TOROK, Gy.: Gdtikus szirnyasoltirok a kizépkori
Magyarorszdgon. Allands kidllitds a Magyar Nemszeti Galéridban.
Budapest 2005, s. 15-17.
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15. Poprava sv. Margity, tabulovd malba 3 oltdra sv. Margity, kostol sv.
Margity, Mynica, 1515 — 1520. Foto: 1. Gerat, 1999.

Maliar zvolil okamih tesne po dokonani popravy.
Janovo bezhlavé telo este stale kP'a¢i s rukami zvia-
zanymi za chrbtom, z jeho krku stricka krv, kat si
utiera zakrvaveny me¢. Nedd sa povedat’, Ze by vol'ba
neskorsicho momentu pri tejto $pecifickej téme bola
nevyhnutnym pravidlom. Maliar retabula z Mosoviec
(okolo 1470) sa rozhodol tradi¢ne — zvolil okamih
pred popravou: svitec kP'a¢i v modlitbe, kat sa roz-

% SNM Martin, KH 2287. Por. GLATZ 1985, c. d. (v pozn.
71), 5. 24-27.

% NOVOTNA, M.: Re§taurovanie oltira sv. Petra a Pavla v Le-
voci. In: Pamiatky a mized, 44, 1995, ¢. 4, s. 40-45, tu s. 42.

% ZWIERLEIN 2009, c. d. (v pozn. 75), s. 445.

I Okolo r. 1490, dnes v KM Ostrihom, inv. €. 55.51-55.57.
Por. CSEFALVAY 1993, c.d. (v pozn. 68), s. 193 (J. Végh).

2 Podla MALKIEWICZ 1990, c. d. (v pozn. 34), s. 63, ide
o samotnu sv. Zofiu. Por. ) RADOCSAY 1955, c. d. (v po-
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hana mecom, vyparadena Salome stoji v pozadi,
ciastocne prekryta Janovou svitoziarou.®

V pripade sv. Pavla zvolili tvorcovia obraz uz
dokonanej popravy aj preto, aby sa odovodnil motiv
troch zazra¢nych pramenov, ktoré vytryskli z miest,
kam dopadla svitcova hlava [Obr. 14].* Mimocho-
dom, najstarsie legendy o Pavlovom martyriu vravia,
ze vojakovi, ktory mu ut’al hlavu, postriekalo odev
mlieko; zazrak s pramenmi prenikol do legiend ne-
skor.” Na obraze popravy Félixa, Reguly a Exupe-
rantia prave stinaju hlavu tretiemu zo svitcov.” Dvaja
d’alsf kPacia a drzia si pred sebou svoje ut’até hlavy
tak, ze tvare ukazuju divakovi. Podstata zobrazeného
zazraku sa podoba slavnej prechadzke sv. Dionyza
s vlastnou hlavou pod pazuchou —ani fyzicka popra-
va martyrom celkom nezobrala ich zivot. Podobné
sa mozno da povedat’ aj o poskodenom kridle sa-
sovského oltara sv. Zofie, kde stinaji sviticu, ktorej
hrud’ je uz prepichnutd dvoma meé¢mi.”

V suvislosti s prenikanim renesanc¢nych prvkov
sa maliari ¢oraz viac zaujimali aj o vedl'ajsie postavy
vyjavu. Okrem nezriedka pritomnej skupiny vladara
s druzinou sa niekedy v obrazoch najdu aj textovo
menej motivované, zato vsak zaujimavé postavy, na-
priklad dvaja muzi s kyjakmi v jazernickom stinani sv.
Barbory (1517).” V priebehu vyvoja mohli pridané
postavy nadobudnut’ protikladny vyznam —ucast’ pri
poprave svitice nemusi znamenat’ hanebnd spolu-
pracu na krutom c¢ine. Na obraze stinania sv. Margity
v Mlynici (1515 — 1520) si kat vyt’ahuje mec z posvy
[Obr. 15]. Oproti svitici, pripravenej na popravu,
kl'aci objednavatelka oltara, nedavno identifikovana
s Hedvigou, vdovou po Stefanovi Zapolskom.” Aj
ked’ sa v obraze uplatiuje novy renesanény sposob
videnia, vratane robustnej, anatomicky nie celkom

zn. 9), s. 401; a CIDLINSKA 1989, c. d. (v pozn. 9), 5. 72
(4dajne sv. Zuzana), resp. STINTZI 1974, c. d. (v pozn. 34),
stl. 384 (dcéra sv. Zofie). Na sabinovskom oltri Ukrizovania
zobrazili brutalne rozsekavanie svitca: jeho ut’até ruky drzi
zena v pozadi, kat mu prave utina nohu. Je mozné, ze ide
o popravu sv. Stanislava, uctievan¢ho v Krakove.

 Por. ENDRODI, G. — SUGAR, M.: Hlavny oltar sv. Anny
Samotretej a sv. Barbory v Jazernici. In: BURAN 2003, c. d.
(v pozn. 40), s. 764-765.

% FAJT, J. — ROLLER, S.: Majster Pavol z Levoce. In: BURAN
2003, c. d. (v pozn. 40), s. 429-461, tu s. 453.



zvladnutej telesnosti postav, donatorku znazornili
zmensenu v duchu stredovekej hierarchickej perspek-
tivy. Dalsie kontrasty v sposobe zobrazenia oboch
zien vyniknua pri porovnan{ netypicky nadhernych
Siat sviitice, jej Sperkov a vzorne upravené¢ho ucesu,
ozdobeného zlatou korunou so skromnym odevom
donatorky a jej vdovskym cepcom.

Zaver

Pochopenie fenoménu martyria vo vizualnej
kultare stredovekého Slovenska si vyzaduje venovat’
pozornost’ vSeobecnym vyznamom tejto tematiky,
ale aj sposobu ich konkrétneho uplatnenia v danom
obraze. Pre d’al$f analyticky vyskum ostava viacero
otvorenych otazok. Jednym z nich je historické po-
tvrdenie pritomnosti urcitych vSeobecnych charakte-
ristik na urcitom mieste a v ur¢itom case. Odpoved
na tato otazku si vyzaduje prekracovanie hranic
dejepisu umenia smerom k dejinam spolocnosti,
cirkvi a literatary, konkrétnejsie napriklad k vysku-
mu kéazni, prednasanych na sviatok svitca. Medzi
zachovanymi pramenmi na tento vyskum mozno
spomenut’ kazne, ktoré predniesol uhorsky frantis-
kan Pelbartus Ladislaus de Temesvar, ¢inny pred ro-
kom 1504, a ktoré ovplyvnili aj jeho nasledovnikov.”

% Por. napr. BARCZI, 1. (ed.): Planstrum seculi 1. Budapest
2003, dostupné na http://sermones.clte.hu/, navitivené 6.
8.2011.

Porovnanie dobového kazatel'ského vykladu legendy
s obrazmi umozni presnejsie spoznat’ komunikacnu
situaciu, pre ktorua boli obrazy vytvorené a kde boli
vnimané. Druhy smer takto orientovaného vyskumu
predstavuje prehibend vizuilna analyza jednotlivych
kompozicii, zamerana na otazku vzorov, predloh
a paralel. Aj na tejto ceste su mozné urcité interme-
dialne premostenia, ktoré poskytni odpoved’ nielen
na formalnu podobu urcitej kompozicie, ale prinesa
historickému vyskumu aj nové texty, ovplyviujice
vnimanie obrazu v danej situacii. NajvyznamnejSou
prilezitost’ou tohto druhu je skimanie grafickych ilu-
stracii tlacenych vydani legiend. Zlata legenda dosiahla
len v poslednej tretine 15. storocia, ked’ sa rozsirila
knihtla¢, viac ako sto vydani v naklade priemerne
1000 kusov.” Viacero z tychto vydani obsahuje ilu-
stracie, ktoré sa mozu stat’ vyznamnym pramenom
pre porovnavaci vyskum aj v pripadoch, ked’ sa ich
formalna podoba odlisuje od skimanych tabulovych
malieb. Realizacia podobnych vyskumov si vyza-
duje zaostrit” pozornost’ na jednotlivé diela ovela
dokladnejsie, nez sa stalo v predchadzajucich riad-
koch. Analyticky zamerané pripadové studie mozu
priniest’ nielen mnozstvo detailnych poznatkov, ale
aj potvrdenie ¢i korekciu veobecnejsich poznatkov
o fungovani vizualnej kultary stredoveku.

% BRUCKNER, A. — BRUCKNER, W:: Zeugen des Glaubens
und ihre Literatur. In: BRUCKNER, W. (ed.): Vo/kserséiblung
und Reformation. Ein Handbuch zur Tradierung und Funktion von
Erzdblstoffen und Erzablliteratur im Protestantismus. Berlin 1974,
s. 521-578, tu s. 523.
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Notes on the Visual Topic of Medieval Pictures of Martyrdom in Slovakia

Summary

The article offers a brief review of the ideas as-
sociated in older and more recent literature with the
repeated compositions and motifs of martyrdom, the
original understanding of them and their historical
functions. The first part considers general ideas,
while the second part is more directly concerned
with visual analysis of the pictures.

The Christian understanding of martyrdom con-
tinued older traditions, but also had a special charac-
ter as the most perfect of acts of virtue, as something
that shows perfect love (Thomas Aquinas). It stands
out as the extreme case and orientation point of
Christian existence. Pictures of martyrdom provided
examples of perseverance in faith, which aroused the
sympathy of believers. The victory of evil over the
martyrs sharply contrasts with the scenes in which
saints were able to protect the victims of injustice.

The psychological and social functionality of ir-
rationality is based on providing hope of victory over
death. The attitude of the Church to the legends of
martyrs is rather ambiguous. The more sober Church
dignitaries attempted to free the rich folk tradition
from improbably irrational elements, but they never
succeeded in convincing the wider mass of believers
to accept a rationalist approach. The popularity of
fantastic stories, rooted in the early developmental
stages of the human psyche, was constantly renewed
in spite of critical and sceptical voices.

The condemnation of the saint was usually mod-
elled on the condemnation of Christ as described
in the Gospels and depicted in numerous pictorial
cycles. Use of the same motifs and compositional
schemes was chiefly motivated by an effort to express
sanctity. Analysis of paintings devoted to this theme
is faced with a wide complex of questions. For ex-
ample: what cultural norms, models and ideas did the
pictures represent? What values are associated with
them? How did they see the action of the figures?
What was the role of the body and corporeality?

The struggle against idolatry often appears in the
context of the condemnation of martyrs. According
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to Tertullian, idolatry is the “chief crime of the human
race’. From this point of view, the picture of the
saint who destroys idols meant a paradoxical reversal
of the legal state prevailing in the picture. In the
eyes of Christians, the criminal is not condemned,
but the judge. In a society based on faith, this type
of scene could never lose its significance mainly
because it provided a radical example of the defence
of Christian doctrine.

Pictures of female saints resisting the enticing
offers of rulers in the name of faithfulness to their
heavenly bridegroom sometimes acquired motifs
and details with a possibly erotic meaning in addition
to the usual emphasis on the similarities between
the martyr and Christ. The perception of nudity is
culturally coded. It is questionable how far erotic
associations are relevant to the original perception
of the pictures, which oriented the creation of the
viewers’” mental images in a different direction. It is
probable that under pressure from this situation, at
least the conscious elements of viewers’ imagination
took a different direction. If a picture aroused desires
in some viewers, the culture of their surroundings
did not permit such feelings, and people would keep
them secret, perhaps even from themselves.

Many cycles include pictures of the body tor-
mented by instruments of torture. The body ex-
posed in the centre of the composition addresses
the viewer with a multiple emotional message. It
appeals for personal sacrifice, evokes sympathy and
may also have erotic associations. When considering
the reactions of viewers to the image of a tortured
body, it is necessary to take into account various
possible interpretations from a distant approach to
the body as an object, through dialogue to identifica-
tion. When interpreting these and similar images, it
may be meaningful to apply the traditional concept
of catharsis in addition to modern terms. It evokes
less suspicion of anachronism than retrospective
use of modern conceptions. The tortured person
remains faithful to his or her truth. The ruler may



destroy him or her physically, but in the cultural
system within which the action acquires meaning,
he has no power.

Many tortured martyrs in pictures retain a calm
expression, motivated by deep faith in definitive
victory over death. Tertullian already promised the
martyrs that their bodies would not suffer from the
torture if their souls were going to heaven. Gregory
the Great to some degree contradicted this view
in a comment paraphrased by Bruno of Querfurt:
“If death was not associated with any suffering... the glory
of martyrs wonld not be so great”” Depiction of martyrs
gave painters space to express a sceptical view of
human natutre. In some cases, details of their dress
(pointed hat or turban) aimed the message of the
picture beyond the Christian community. An im-
age of cruelty could be used for political, social or
religious manipulation, to delegitimize those who
differed from true-believing Christians. The pic-
tures sometimes indicate social differences between
the torturers not only by their clothing, but also
by their actions. People from the higher classes are
often “only” initiators or witnesses, not the direct
perpetrators of torture.

Images of execution, such as the picture of the
crucifixion of St. Peter with his head at the bottom,
can also be seen as invitations to contemplation pur-
suing a higher aim than can be described in ordinary
language. The language of the image could also fail
when attempting to express the deepest mysteries
of human existence. Most frequently, the language

of interpretation is inadequate. Even a successful in-
terpretation of a picture leaves many of its elements
unnoticed. However, in spite of the incompleteness
of analyses, many of the important meanings and
functions of a work can be understood. Late medi-
eval pictures of executions changed and updated the
meaning of the theme in various ways. The variations
of individual motifs can best be demonstrated in
the case of the most frequent method of execution:
beheading. The numerous group of scenes enables
us to attempt to create an internal typology directed
towards distinguishing the constant elements from
the changeable motifs, which modified the meaning
of the picture and gave it individuality, for example,
the selection of the moment of depiction or the
visual references to various miracles. In the course
of development, additional figures could acquire
opposite meanings, as in the case of the picture of
the donor in the painting of the execution of St.
Margaret at Mlynica.

Various questions remain open for further
analytical research. One of them is the historical
confirmation of the presence of certain universal
characteristics in a certain place and a certain time.
Apart from improvement of the means of visual
analysis, an answer to this question requires that
we cross the boundary separating the history of art
from the history of society, the Church and literature,
for example, to research the sermons given on the
feastdays of saints.

English transtation by M. C. Styan
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Images from the Production Line. Constructing Saints’ Lives

in the Hungarian Angevin Legendary

Béla Zsolt SZAKACS

The Hungarian Angevin I egendary is an extremely
rich treasure house of medieval iconography. Even
in its fragmented state (its pages dispersed to six
collections of four countries'), this luxutious manu-
script depicts in 549 miniatures 58 cycles of the life
of Christ, the Death of the Virgin, and the legends
of John the Baptist, the apostles, martyrs, confes-
sors, virgins and holy women in hierarchical order.
The narrative follows the Legenda anrea of Jacobus
de Voragine and, in the cases of East Central Euro-
pean saints (Gerhard of Csanad, Ladislas, Emeric,
Stanislas), other local legends. The selection of saints
points to a commission from the Hungarian Angevin
court. Its style, typical of the second quarter of the
14™ century, is closest to Bolognese manuscripts but

! The biggest part is preserved in the Vatican (Biblioteca
Apostolica, Vat. Lat. 8541, 106 fols.),while single pages are
kept in St. Petersburg (Hermitage, 16930-16934), Berkeley
(University of California, Bancroft Library, 2MSA2M21300-
37), New York (Metropolitan Museum, 1994.516) and Paris
(Louvre, RF 29940), and 85 miniatures are in the Pierpont
Morgan Library, New York (M.360.1-20).

> The literature on the Hungarian Angevin Legendary is vast.
Recent articles in international languages include TOROK,
Gy.: Problems of the Hungarian Angevin Legendary. A New
Folio in the Louvre. In: Arte Cristiana, 89, 2001, pp. 417-420;
and SZAKACS, B. Zs.: Le culte des saints 4 la cour et le
Légendaire des Anjou-Hongrie. In: I’Europe des Anjou. Paris
2001, pp. 195-201. For a full bibliography, see SZAKACS, B.
Zs.. A Magyar Anjou 1 egenddrinm képi rendszerei. Budapest 2000,
pp- 297-301. The present article is based on my monography
which is to be published in English in the near future.

There are a relatively large number of early cycles that we
know of and a serious tradition exists especially for the first
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with unique features, and as such Hungary has also
been proposed as the place of execution.”
Evidently, for such a large amount of images the
existing visual hagiographic repertory was hardly
enough. Even in the Bolognese workshops, pre-
pared for mass production of illuminated manu-
scripts, fabrication of such an enormous illustrated
encyclopedia of the saints’ life was unusual. Some
of the legends could have been based on existing
prototypes, e.g. we can find rather close parallels to
the cycles of Vincent’ and George." In many other
cases, and especially for the rarely depicted figures
(Fabian, Brice, Hilary, Remy etc.) or “exotic” East
Central European saints, no established tradition for
the depiction was available. Moreover, even some

three (arrest, torture with an iron claw and fiery spikes) and
the last three images (a raven guarding the body, which is
then tossed in water, and finally buried by Christians). Cf.
KAFTAL, G: Iconography of the Saints in the Painting of North
West Italy. Florence 1952, p. 660; KAFTAL, G.: Iconography of
the Saints in Central and South Italian Painting. Florence 1965, p.
1132; Lexikon der christlichen Ikonographie. EA. W. BRAUNFELS.
Rom — Freiburg i. B. — Basel — Wien 1968 — 1976, Vol. 8, pp.
568-572.

The closest analogy to the image sequence assembled in the
codex is the ca. 1410 — 1420 altar of St. George from Valencia,
usually attributed to Marzal de Sas, now in the Victoria &
Albert Museum, London. All eight of the surviving images
from the Hungarian Angevin Legendary have an analogue among
the eighteen scenes from this altarpiece. The connection is
obviously not direct, but C. M. Kauffmann has suggested that
the Spanish altar may have had a similar codex as a prototype.
—KAUFFMANN, C. M.: The Altar-Piece of St. George from
Valencia. In: Victoria and Albert Museum Yearbook, 2, 1970,
p- 90.



of the better-known saints were to be discussed in
unusually long cycles, such in the cases of Augustine’
ot Bernard of Clairvaux.® Thus, the painters were
forced to create new images without relying on con-
crete prototypes. Furthermore, the lack of pictorial
tradition was a problem not only from the produc-
tion side. Since the manuscript consists of pictures
exclusively, without the full texts of the legends
(only one-line #tuli are written in rubrics beside the
images), the individual image types had to be easily
decipherable by the future audience.

Certainly, there existed illuminated manuscripts
with great amount of images. Creating large amount
of more-or-less similar images, applying pictorial
stereotypes was a task if detailed illustration was
needed for longer texts, such as the Bible or the
collection of legends. Let me mention the so-called
Pamplona Bible, an unusual codex type, of which three
copies are known.” Two of these were made at the
same time at the end of the 12" century for Sancho
el Fuerte (1194 — 1234), the king of Navarre, prob-
ably compiled by the provost Petrus Fernandus, the
king’s chancellor.® A characteristic feature of the
codex is that only single lines of text accompany the
full- and half-page images. Two thirds of the codex is
devoted to the Old Testament, and only one-ninth to
the New Testament, while a fifth of the codex is as-
signed to the saints. A total of 173 saints are featured
in a hierarchical arrangement.’ In this manuscript,
the returning scenes, such as the martyrdoms, are

* The majotity of depictions of St. Augustine show him as a
scholar or as an author, since most are found accompanying
his works. The majority of scenes consist of the events in the
life of Augustine: the beginning of the cycle is generally a se-
ries of conversion episodes based on the Confessions, followed
by the activities of Augustine as bishop (arguing with heretics,
writing the Regrla, and contemplating the Trinity), and finally
the scenes of burial and #ranslatio. In contrast, the cycle in the
Hungarian Angevin Legendary is given a completely individual
face, with special emphasis on the posthumous miracles. Cf.
COURCELLE, J. et P.: Iconographie de saint Augnstin. Les cycles
dn XIV” siecle. Paris 1965; COURCELLE, J. et P: Iconggraphie
de saint Aungnstin. Les cycles du X177 siéele. Paris 1968.

Bernard was never depicted in an extensive cycle before the
15" century. The cycle in the Hungarian Angevin Iegendary also
appears to be a unique creation. See PAFFRATH, A.: Bernhard
von Clairvanx. Leben und Wirken — dargestellt in den Bilderzyklen
von Altenberg bis Zwettl. Koln 1984; PAFFRATH, A.: Bernbard
von Clairvanx 2. Die Darstellung des Heiligen in der Bildenden

1. Hungarian Angevin Legendary, St. Louis of Tonlouse Taking the Sac-
rament before His Death. Repro: LEVARDY 1973 (see in note 14).

regularly repeating the same patterns. This repetitive
technique was applied in many manuscripts; let me
just shortly mention in Central European context

Kunst. Bergisch Gladbach 1990; DAL PRA, L.: Bernardo di
Chiaravalle. Realta e interpretazione nell’arte italiana. In: DAL
PRA, L. (ed.): Bernardo di Chiaravalle nell'arte italiana dal XI1
al XV1II secolo. Milano 1990, pp. 29-88.

" BUCHER, E: The Pamplona Bibles. New Haven — London
1970.

¢ Amiens, Bibliotheque Municipale, Ms. Lat. 108; Schloss
Harburg, Firstlich Oettinger-Wallernsteinsche Bibliothek,
Ms. 1, 2, Lat. 4°, 15; the third example is a copy of one of
the previous ones — New York, Public Library, Spencer Col-
lection, Ms. 22.

The codex does not follow the sequence of its sources (Ado’s
Martyrologium and other collections). However, the editor
did not realize that the sequence of the codex is hierarchical
and supposed that the primary principle is the division of
male and female saints, while the secondary is chronological.
— BUCHER 1970 (see in note 7), p. 24. On the contrary, it is
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2. Hungarian Angevin Legendary, St. Dominic Sleeping on the Floor as
a Sign of His Ascetism. Repro: LEV ARDY 1973 (see in note 14).

the Liber depictus from Krumau (Cesky Krumlov)
in Bohemia."” It was probably made for the local
Minorite monastery founded in 1358, and in the
18" century the volume was moved to the library in
Vienna. Its patrons were probably from among the
Rosenberg family, the founders of the monastery
who were also closely related to the Bohemian court.
Like the Pamplona Bibles, a unique feature of this co-
dex too is its scant text — only two or three lines per
page to accompany the images, which predominate.
In the first part of the 172-page manuscript, a Biblia

evident that the real principle is the hierarchical one, applied
in the Litany of All Saints, starting with an archangel, followed
by the apostles, evangelists, martyrs, confessor bishops and
abbots, finally the holy women and virgins.

10 Vienna, Osterreichische Nationalbibliothek, Cod. 370.

SCHMIDT, G.: Die Armenbibeln des XIV. Jahrbunderts. Graz
— Koln. 1959.
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3. Hungarian Angevin Legendary, The Holy Virgin Sewing the Peniten-
tial Shirt of Thomas Becket. Repro: LEV ARDY 1973 (see in note 14).

panperum can be found. The second part consists of
thirty-four image cycles, eighteen of them connected
to saints, and the rest parables and stories related
to the Virgin and hermits. Repeating the stories of
saints, the illuminators were faced with similar tasks
as those of the Hungarian Angevin Legendary.

The way as illuminators worked in such situation
was discussed by previous literature.!" Techniques
of creating of large amount of images was also
discussed by John Lowden analyzing the Bibles
moralisées’” and their relations to the stained glass

" A good overview of recent literature has been compiled by
LEWIS, S.: Narrative. In: A Companion to Medieval Art. Ed. C.
RUDOLPH. Oxford 2008, pp. 86-105.

2 LOWDEN, J.: The Making of the Bibles Moralisées. Philadelphia
2000.



4. Hungarian Angevin 1 egendary, Scenes from the 1egend of St. Remy including the Ordination of Him and Genebaldus. Repro: .LEVARDY

1973 (see in note 14.).
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5. Hungarian Angevin Legendary, The Liberation of St. Andrew
Apostol. Repro: LEVARDY 1973 (see in note 14).

windows of the Sainte-Chapelle in Paris.”” In the fol-
lowing, we shall apply some of these methodologies
to the Hungarian Angevin L egendary, first analyzing the
single pictorial elements constituting the structure
of a picture, and continuing with the problem of
repetitive compositions.

Construction of the Image Types

The degree to which the image types were compre-
hensible depended on the appropriate selection and
organization of the available visual tools. First of all,
this process in which the image types were construct-
ed from visual elements needs to be examined.

If we look at the individual image types, we can
realize that these are generally built from a relatively

® LOWDEN, J: Les rois et les reines de France en tant que
‘public’ des Bibles moralisées: une approche tangentielle a la
question des liens entre les Bibles moralisées et les vitraux
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6. Hungarian Angevin Legendary, The Statue of the Holy 1irgin Reveals
the Identity of St. Alexis. Repro: LEV ARDY 1973 (see in note 14).

small number of visual elements that each contrib-
utes slightly to the meaning of the depiction. Alone
these elements may fulfill a variety of functions, but
do not bear any symbolic content. Their sum total,
however, does — the selected group of these visual
elements determines the meaning of the image.
Let us pick up an arbitrarily selected pictorial motif,
the bed, through which we can examine what kind of
meanings such elements can convey. The bed is an
obvious accompanying motif in scenes of healing, and
also birth. Furthermore, it provides the usual setting
for death-related scenes, not only when the deceased
is already lying in bed, but also when the saint bids
farewell to his earthly existence. For example, the bed
helps in deciphering the events immediately preced-
ing —and thus representing — the deaths of Giles and

de la Sainte-Chapelle. In: La Sainte-Chapelle de Paris: Royanme
de France ou Jérusalem céleste? EA. Ch. HEDIGER. Turnhout
2007, pp. 345-362.



Louis of Toulouse. Previous literature misunderstood
both, ignoring the bed in the background. This motif
makes it clear, for example, that St. Louis is not bless-
ing crusaders but rather rising from his sickbed so he
can humbly present himself before the cross [Fig; 1]."

The bed generally symbolizes the sleeping cham-
ber, but its function was not at all a place of rest but
quite the contrary: the mothers of Dominic and
Alexis lie on the floor while their beds remain empty
in the background [Fig. 2]."” In other cases, the bed
was the location of asceticism: Thomas Becket kept
his half-finished hair shirt hidden under his bed [Fig.
3],' while Dominic whipped himself three times a
night."” Although the Golden Iegend does not describe
the location of Dominic’s self-mortification, it was
naturally the bedroom, a room suitable for the saint
to carry out his ascetic practices in secret from others
— or for miracles meant only for him to occur. The
dream was a natural agent of this, although the visions
depicted in the legendary did not come expressly in
the form of a dream. When an angel informs Giles
of his coming death, the painter naturally chooses
the bedroom as the setting, although the legend of-
fers no information about the circumstances.' St.
Gregory the Great also visits his miserly successor in
his bedroom, and on several occasions the bedroom
is the setting for scenes of temptation."” The motf
of the bed thus signifies a location that is typically
associated with certain situations.

Now we can ask from what visual tools were the
image types constructed? One group of tools was
used to define the characters through the use of
personal attributes such as a shell for St. James and
the stigmata for St. Francis or through more general
means such as dress (the papal miter or chasuble, the

" Vat. Lat. 8541, fol. 95v; LEVARDY, E (ed.): Magyar Anjon
Legendarium. Budapest 1973, fig. 156 and fol. 92, fig. 151.

15 Vat. Lat. 8541, fol. 90v; LEVARDY 1973 (see in note 14),
fig. 144 and fol. 96r, fig. 157.

' Obviously, the bedroom is where he sewed when he had
time, and thus the Virgin Mary also finishes stitching it for
him there. — Vat. Lat. 8541, fol. 71v; LEVARDY 1973 (sce
in note 14), fig. 114.

7 Morgan Library, M.360.26; LEVARDY 1973 (see in note 14),
fig. 145,
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7. Hungarian Angevin Legendary, St. Francis before the Bishop of Assisi.
Repro: LEVARDY 1973 (see in note 14).

royal crown and robe, or the soldiet’s helmet, armor
ot shield™), furnishings associated with rank (thrones
of judges or rulers and the associated curtain) and
implements (the book frequently found in the hands
of clerics). These objects reveal the status of the
characters. Another group of visual elements con-
sists of further details of the surroundings (prison,
church, baptismal font, a set table, and so on). These

¥ Vat. Lat. 8541, fol. 95v; LEVARDY 1973 (see in note 14),
fig. 156,

1 Morgan Library, M.360.25; LEVARDY 1973 (see in note 14),
fig. 117.

% But only very rarely weapons of attack; apparently, this is
not an important attribute of soldiers. We generally only see
swords when they are in use, most often during execution
scenes, since soldiers played the role of executioners.
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8. Hungarian Angevin Legendary, St. Giles Cures a Beggar. Repro:
LEVARDY 1973 (see in note 14).

do not simply signify place, but much more: situation.
Gestures and body positions also contribute in this
way and all together a clear framework is provided
for the events. Those characteristic moments, such
as the ordination of a bishop, baptisms, or interroga-
tions, fit in with the progress of the narrative, and
become one of its episodes.

The “pre-fabricated” image types built from a
variety of visual elements can be used at will to
depict the individual episodes in the legend. At the
same time, it would be an exaggeration to say that the
cycles of the Hungarian Angevin 1 egendary are simply
a uniform, boring ensemble of alternating visual
formulas. Obviously, the image types also have vary-
ing elements that add nuance to the meanings, adjust
the visual formulas to the specific legend, and render

2 SZAKACS, B. Zs.: From Passing to the Tomb: Images from
the Hungarian Angevin Legendary. In: Ikon, 4, 2011, pp.
185-192.
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the narrative more diverse. In the Hungarian Angevin
Legendary, we can observe how attempts were made
to conform the image types within certain limits to
the requirements of the codex. One way was to give
the characters some individuality. In the burial scenes,
for example, the figure of the deceased conveyed
not only the type and rank of the saint, but also
possibly his personality too. This explains why the
shell signifying St. James appears on the shroud of
the apostle, why the prelates and kings wear miters
and crowns, and why traces of torture and execution
appear on the bodies of martyrs. In addition, the
number, rank, and social position of those present
are adjusted to the person of the deceased, and thus
bear additional meaning,

The varying elements, however, are not in-
terchanged only when there is a need to express
something, but also when such a decision has no
significance in terms of the message of the image.
An ordination of a bishop can be represented equally
by an altar, chalice, book, curtain, and building details,
and the number of objects or architectural elements
also depends on how much space is taken up by
secondary players.

In terms of basic meaning, alternative solutions
were sometimes used when an image type recurs on
the same page or several times within the same legend.
In the legend of St. Remy, we find three ordinations of
a bishop; in one the bishop is shown from the right, in
another from the left, and in the third facing forward
[Fig. 4]. This was cleatly for the sake of variety. This
is also the case when two burial scenes appear on the
same page: the two customary forms (the dead lies
on a funeral bier or is placed in a sarcophagus) never
appear twice.”! In general, however, the makers of
the Hungarian Angevin 1egendary were not concerned
about the monotony of image types.

The Monotony of Image Types

The sources of the Golden 1.¢gend are known to
be quite heterogeneous, produced over a vast ex-
panse of space and time.” A debate has gone on in
the literature for some time over whether Jacobus

# The sources of Jacobus de Voragine are summarized in three
tables. — BOUREAU, A.: La Légende dorée. 1e systéme narratif
de Jacques de Voragine (F 1298). Paris 1984, pp. 88-91.



de Voragine was the original author, or whether he
simply compiled the legends.” The correct answer
can obviously be found somewhere in the middle:
the Dominican monk certainly did not strive for
originality, but his compilation reveals his individual
tastes and his aim of producing a handbook suited
to the purpose (in other words useful in preparing
sermons). Already on this level we can observe
some process of integration. In the next step, the
translation of the legends into the visual idiom in the
Hungarian Angevin 1 egendary, the force of this unity
prevailed to an even greater degree amidst the new
system of selection and reediting. One visible sign
of this process (and in part the reason for it) is the
monotony of the image types used in the codex.
The recurring use of images of identical composi-
tion was clearly not a choice. The legends needed to
be put into a visual language, and a good portion of
the selected scenes had no iconographic tradition,
or at least not one that was accessible. No doubt,
the painters of the Hungarian Angevin Legendary used
prototypes too, although we should not imagine these
as iconographic handbooks of individual saints, but
rather as collections of certain motifs, compositional
schemes, and characteristic details. Thus in creating
the cycles, the executioners of the codex were not
so much illustrating the texts, but selecting from
among available image types and visual elements. As
a consequence, the images sometimes contradict the
text of the Golden I egend. In the cycle of Andrew, the
saint is not led from the prison by his fellow apostle
but by an angel, probably a result of the convention
according to which miraculous liberation from prison
is generally the work of angels [Fig. 5].** Francis of
Assisi rescues the man with a sword through his
throat by making the appropriate blessing gesture
found in scenes of healing, with the injured kneel-

» One extreme is represented by J. B. M. Roze (1900) who
believed the bishop of Genoa was just a simple copier. In
sharp contrast is the view of R. Benz who demonstrated that
de Voragine created a unified style in the Golden Legend from
hundreds of different styles found in the sources (1917).
For a good summary of the debate with new arguments, see
FLEITH, B.: Studien zur Uberlieferungsgeschichte der lateinischen
Legenda Anrea. Bruxelles 1991, pp. 17-24; cf. RHEIN, R.: Die
Legenda Aurea des Jacobus de Voragine. Die Entfaltung von Heiligkeit
in “Historia” und “Doctrina”. Kéln — Weimar — Wien 1995, pp.
21-43.

N -’-k -
9. Hungarian Angevin Legendary, Mary Magdalene Procures Forgiveness
for a Penitent Cleric. Repro: LEV ARDY 1973 (see in note 14).

ing before him and the saint escorted by his fellow
monks. These motifs all contradict the text of the
Golden I egend ™ When the bees fly into the mouth of
the infant Ambrose, a female figure not found in the
legend appears: this is clearly a legacy of birth scene
image types.® In the story of Alexis, the statue of
Virgin Mary tells the church watchman to lead the
saint into the church, while in the picture this is re-
formulated into a vision of the Holy Virgin [Fig; 6].”

2 Vat. Lat. 8541, fol. 16v; LEVARDY 1973 (sce in note 14),
fig. 3.

2 Vat. Lat. 8541, fol. 91r; LEVARDY 1973 (seein note 14), fig,
149.

2 Vat, Lat. 8541, fol. 74v; LEVARDY 1973 (see in note 14),
fig. 118.

7 Hermitage, 16930; LEVARDY 1973 (see in note 14), fig.
158.
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10. Hungarian Angevin Legendary, The Death of the Predecessor of
Pope Fabian. Repro: LEVARDY 1973 (see in note 14).

We could produce a long list of similar events,
but these few typical examples sufficiently convey
the power of these image types. It would be a mis-
take, however, to think the image types, when pitted
against the text, always prevailed. The painter strove to
faithfully interpret the legends, but was limited by the
expressive powers of the visual medium: not all events

* On the transformation that accompanies the translation of
the text into the visual idiom, see BERLINER, R.: The Free-
dom of Medieval Art. In: Gagette des Beauxc-Arts, 28, 1945, pp.
263-288. Clearly it would be artificial to reformulate the ima-
ges into texts, and then compare them to the originals. Visual
expression had greater freedom than textual, and elements
were painted that would have been unacceptable in words.
The impact of the images was not primarily intellectual, and
what does not work in words may work for the eyes and the
emotions. — Ibidem, p. 265 ff.

* The legend of Emeric offers a close example in the scene of
the sinful Conrad, who kneels half-naked before the pope.
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lent themselves to visual depiction or could be widely
understood in a visual form.” At the same time, we
cannot underestimate the convenience of an already
established image type. In the legend of Francis of
Assisi, the moment when he is accepted by the bishop
of Assisi is a turning point. While Francis is usually
represented standing in this scene, the painter of the
Hungarian Angevin 1 egendary depicted him kneeling in
front of the bishop [Fig. 7]. This modification rep-
resents a new pictorial solution in the iconographic
tradition of the saint, but the codex is full of depiction
of similar gestures: figures kneeling before a cleric,
even a prelate, are a favorite compositional type.”

There is no question that a visual language built
from a relatively small set of tools has its own limits.
The selection of a given image type does not always
allow for expression of multiple layers of meaning,
When Giles gives a tunic to the ailing beggar, this act
also heals him. This is not expressed by the image,
however, since the act is represented as a gesture of
alms giving [Fig. 8]."" In Pavia, Augustine not only
appears before the pilgrims, but also heals all of
them. This aspect is completely lost in the picture.’
This is precisely why sometimes different image types
were used for similar situations: the makers of the
legendary wanted to emphasize different elements.
For example, motifs of temptation could be repre-
sented by two figures lying next to each other or by
a gesture of embrace, which derives from the image
type of two people meeting. Sometimes temptation
was also expressed by the type used for exorcisms,
ot by the motif of dancing figures® —itall depended
on what was to be conveyed.

The image types are to a certain degree flexible.
When Mary Magdalene procures forgiveness for a

— Vat. Lat. 8541, fol. 79v; LEVARDY 1973 (see in note 14),
fig. 132.

3 Vat. Lat. 8541, fol. 94r; LEVARDY 1973 (see in note 14), fig,
155.

3 Hermitage, 16931; LEVARDY 1973 (see in note 14), fig
120.

2 In the legends of Bernard (Vat. Lat. 8541, fol. 88v; LEVAR-
DY 1973 (sce in note 14), fig. 142), St. Paul the Hermit (ibi-
dem, fol. 98r; ibidem, fig. 161), Andrew (ibidem, fol. 20v; ibi-
dem, fig, 40) and Benedict (ibidem, fol. 86r; ibidem, fig. 139).



11. Hungarian Angevin Legendary, The Liberation of St. Frances. Repro:
LEVARDY 1973 (see in note 14).

penitent cleric, the picture merges image types used
to show visions and miracles at the place of her cult
[Fig. 9].” At other times, the established image type
expresses a shift in emphasis through more minor
modifications. At the death of the predecessor of
Pope Fabian, the visual tools correspond to those
used in customary death scenes. The gestures of
pain, however, are absent, while the ascending dove
clearly symbolizes that Fabian is the chosen one [Fig;
10]. In other words the question of a (miraculous)
succession is more important than Last Rites.”

3 Vat. Lat. 8541, fol. 104r; LEVARDY 1973 (see in note 14),
fig, 169.

3 Vat. Lat. 8541, fol. 47r; LEVARDY 1973 (see in note 14), fig,
83.

35 See SZAKACS, B. Zs.: ‘Parallel Lives’ — St. Martin and St.
Gerard in the Hungarian Angevin Legendary. In: Acta Ethno-
graphica Hungarica, 45, 2000, pp. 121-136.

B

12. Hungarian Angevin Legendary, The Flagellation of Jesus Christ.
Repro: LEVARDY 1973 (see in note 14).

The selection of image types conveys not only the
special focus of certain legends, but also the prefer-
ences of the codex. The regulatly recurring image
types are suitable for underlining the main messages
of the program. In addition, they represent links
between different saints. The iconography of the
bishops Gerhard and Thomas Becket,” or Emeric
and Ladislas™ converge at so many points that it
cannot be coincidental. And it is certainly more
than just a case of one influencing another; we can
presume there was a conscious attempt to tie certain

% The night prayers of Emeric (scene I and III) are known
from Ladislas (VI), the identification of the monks with a
kiss (Emeric: IT) finds a parallel in the peace kiss of Ladislas
(XVII), scenes of death and burial are more closely related
than usual (Emeric: IV and Ladislas: XVIIT and XXI), the
procession (Emeric: VI, Ladislas: I1T) and the miracle at the
grave (Emeric: VII-VIII, Ladislas: XXII-XXIV) appear in
both, and there is a visual analogue to Conrad kneeling before
the pope (Emeric: VI, Ladislas: XV).
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saints to each other. Thus various groups become
more unified, and the main features become motre
pronounced. This occurs not just within individual
categories: the constantly recurring image types
weave fine threads between all the various groups.
The legend of St. Francis is the best example of
all this. In the firstimage, he embraces a leper, which
is copied in Louis of Toulouse; the prayer in front
of the cross is also known from the legend of St.
Andrew; while the stereotype of alms giving occurs
in the legends of Sts. Gregory the Great, Dominic
and Alexis. The stoning by Francis’ father refers to
St. Stephen the protomartyr, and the scene of self-
flagellation is familiar from the legend of Dominic.
In this same image, another motif (Francis being
thrown into the snow) has analogies in Bernard and
Benedict. In addition, the devils that torment Francis
reappear in the famous scene from St. Anthony.”
The liberation from prison and resurrection are re-
lated to the miracles in James and Mary Magdalene,™

%7 Scene X and Hermitage, 16934; SZAKACS 2006 (see in note
2), fig. 25. The next related image from the legend of Antho-
ny finds an analogue in the cycle of St. Louis of Toulouse
— Bancroft Library, f2MSA2M21300-37; SZAKACS 2006
(see in note 2), fig. 30.

* Francis frees someone from prison in the scene XVI — Met-
ropolitan Museum, 1994.516; SZAKACS 2006 (see in note
2), fig. 29. See also the relevant images in the legend of James
the Greater — Vat. Lat. 8541, fol. 32v; LEVARDY 1973 (sce
in note 14), fig, 56; and Mary Magdalene — ibidem, fol. 104r;
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while the scenes of healing and kneeling before the
bishop follow more general types. Francis being un-
tied from the column recalls not only saints tortured
while similarly bound, but also Christ in particular
[Figs. 11-12]. The foot-washing scene in Francis also
reminds us of Jesus’ humility.

Thus in the legend of St. Francis, emphasis is
placed on those features that tie him to the other
founders of monastic orders, and in a broader
context draw him into the community of saints.
Especially important is the zwitatio Christi, which
Francis consciously strove for, but was true of all
the saints in some form or another. The repeating
image types thus served in several capacities: they
effectively communicate the unity of the saints, the
recurring examples intensify each other’s effect, and
they create the codex’s system of internal coherence
— the rthythm of the narratives.”

English translation by L. Strong

ibidem, fig. 169. In the scene XV of the legend of Francis
(on the same folio mentioned above), Mary Magdalene (see
folio mentioned above) and James the Greater (ibidem, fol.
37r; ibidem, fig. 61), someone is miraculously resurrected in
order to confess.

* Thus the following words about the [/uninated Chronicle are
also valid for the Hungarian Angevin 1 egendary: <. .. the artist’s
adherence to compositional formulas does not prove to be a weakness
(which Dercsényi tries to justify) but a strength.” — MAROSI, E.:
Kép és hasonmas. Budapest 1995, p. 37.



Obrazové série.
Koncipovanie zivotov svitych v Uborskom anjouovskom legenddriu

Resumé

Ubhorské anjonovské legenddrinm — luxusny bolonsky
kodex, vytvoreny na objednavku uhorského kralov-
ského dvora v 14. storoci (dnes po castiach archi-
vovany vo Vatikane, New Yorku, PariZi, Petrohrade
a Berkeley) — sa aj vo svojom fragmentarnom stave
radi k najbohatsie iluminovanym rukopisom Zivotov
svitych. Hagiograficky repertoar, existujuci v dobe
jeho vzniku, uz nestacil na produkciu viac nez 600
ilumindcii. Vyroba takto rozsiahlej ilustrovanej en-
cyklopédie zivotov svitych bola dokonca aj v pripade
bolonskych dielni, schopnych masovej produkcie
iluminovanych rukopisov, neobvykla. Prva cast’ pred-
kladanej studie prinasa analyzu jednotlivych prvkov
tvoriacich struktiru obrazu, druhd ¢ast’ sa potom
venuje problematike opakujucich sa kompozicii.

Miera zrozumitel'nosti obrazového typu zavisela
od spravneho vyberu a organizacie dostupnych vi-
zualnych prvkov. Ked’ sa pristavime prijednotlivych
obrazovych typoch, zistime, Ze su zvicsa vybudova-
né z relativne malého poctu vizualnych elementov,
spomedzi ktorych kazdy svojou cast’ou prispieva
k celkovému zmyslu vyjavu. Prvky samotné plnia
rozmanité funkcie, nenesu vsak ziadne symbolické
obsahy. To dokaze az ich sumar — vybrana skupina
vizualnych prvkov urcuje zmysel obrazu.

Ktoré vizualne elementy buduji obrazovy typ?
Prva skupina prvkov, zacielena na definovanie postav,
obsahuje predovsetkym ich osobné atributy, ale tiez
vseobecnejsie odkazy na spolocensky status, ako
napriklad oblecenie ¢i zariadenie miestnosti. Dru-
ha skupina prvkov sa sklada z detailov okolitého
prostredia. Tieto neurcuju iba lokalizaciu vyjavu,
ale aj, co je omnoho dolezitejsie, jeho situaciu. Na-
pokon sa pripajaji este gesta a re¢ tela, dopliiajice
celkovy ramec zobrazenej témy. Charakteristické
vyjavy, napriklad vysvitenie biskupa, krst ¢i mucenie,
zapadaju do rozpravania pribehu a stavaju sa jeho
epizédami.

,Prefabrikované® obrazové typy, vytvorené
z rozmanitych vizualnych prvkov, mézu byt’ volne
pouzité na zobrazenie jednotlivych epizéd legendy.
Obrazové typy obsahuju aj premenlivé prvky, ktoré
upresnuju zmysel, $pecifikuji prislusnost’ k urcite;
legende a dodavaju rozpravaniu vacsiu pestrost’. Tie-
to prvky nenachadzaji uplatnenie iba pri vyjadreni
niecoho konkrétneho, ale aj vtedy, ked’ k posolstvu
vyjavu nemaju ziadny vzt’ah. Nachadzame ich napri-
klad pri vyskyte jedného obrazu viac krat na tej iste;
strane alebo v tej istej legende.

Monoténnost’ obrazovych typov treba vnimat’
v suvislosti so skutocnost’ou, ze legendarium vy-
chadza z textov Zlatej legendy (Legenda aurea), ktora
uz sama o sebe je integraciou heterogénnych zdro-
jov. Pri jej prepise do vizualnej podoby v Uborskon
anjonovskom legenddriu sa dana jednotnost’ v novom
systéme selekcie a editacie este viac zvyraznila. Pri
vytvaran{ cyklov iluminatori texty priamo neilustro-
vali, skor sa da povedat’, ze k nim vyberali motivy
z dostupnych obrazovych typov a vizualnych prvkov.
Maliar sa usiloval legendy verne interpretovat’, bol
vsak limitovany expresivnou silou vizualneho média:
nie vietky vyjavy su vizualne zobrazitel'né alebo vo
vizualnej forme vSeobecne zrozumitelné.

Vyber obrazovych typov svedci nielen o osobit-
nom zameran{ urcitej legendy, ale tieZ o preferenciach
konkrétneho kodexu. Pravidelne sa opakujice obra-
zové typy sluzia na podtrhnutie hlavného posolstva
obrazového programu. Reprezentuju tiez prepojenia
medzi rozlicnymi svitcami. Opakujuce sa obrazové
typy teda uc¢inne komunikuju jednotu svitcov, opa-
kujtce sa prvky navzajom posiliiuja svoju posobnost’
a napokon tiez vytvaraju vnutorne koherentny sys-
tém kodexu — rytmus jednotlivych naracii.

Preklad g anglicting M. Hrdina
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Erwigungen zur Interpretationsmoglichkeit der Wandmalerei.
Am Beispiel der Stanzen im Vatikanischen Palast

Tadeusz J. ZUCHOWSKI

Wandmalereien sind flir den Kunsthistoriker,
der seine Frage vor allem direkt an die Kunstwerke
richtet, von besonderem Interesse. Meiner Meinung
nach kann die Analyse, wenn sie kontextuelle und
zeremonielle Aspekte umfassend berticksichtigt,
das Wesen und die Bedeutung der Wandmalereien
aufdecken. Die vatikanischen Stanzen sind hierfiir
paradigmatisch. Gerade an ihnen lassen sich die
mehrschichtigen Verhiltnisse und Verflechtungen
der Wandmalerei in oben genannter Hinsicht in
voller Nuancierung ergriinden und darstellen.

Die Stanzen (ital., Stuben) im vatikanischen
Palast sind ein Musterfall fiir Uberlegungen zum
Verhiltnis von Wand und Wandmalerei und zur
Bedeutung dieses Verhiltnisses fiir die Interpre-
tationsmethode. Die Stanzen bilden eine Abfolge
von Riumen im zweiten Stock des Vatikanischen
Palastes, die mit dem papstlichen appartamento
(Wohnraum) verbunden ist. Sie sind zum grofen
Teil von Raphaels Werkstatt ausgemalt worden.
Daher nennt man sie auch hiufig Raphael-Stanzen.
Dazu gehoren die Stanza di Eliodoro, Stanza della

' REDIG DE CAMPOS, D.:  palazzi Vaticani. Bologna 1967,
MANCINELLI, E: Il Palazzo Apostolico Vaticano dalle
origini a Sisto IV. In: I/ Palazzo Apostolico 1 aticano. Hrsg, C.
PIETRANGELI Roma 1992, S. 31-37; CORNINI, G. - DE
STROBEL, A. M.: Le Sale dei Paramenti ¢ I’Appartamento
Borgia. In: Ibidem, S. 89-93; NESSELRATH, A. — MANCI-
NELLL E: Gli appartamenti del Palazzo Apostolico Vaticano
da Giulio IT a Leone X. In: Ibidem, S. 10-117; ZUCHOWSKI,
T. J.: Patac papieski na Watykanie od korica 1 do poczatkn X1'T
wieku. Poznai 1999, S. 126-268. Uber die Funktionen der
Stanzen schrieb Shearmann. —- SHEARMAN, J.: The Vatican
Stanze. Functions and Decorations. In: Proceedings of the Bri-
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Segnatura und Stanza dell’Incendio. Auflerdem
zihlt zu dem Raphaelschen Komplex auch der Kon-
stantins-Saal (die Sala di Constantino), den Kinstler
aus Raphaels Schule 1519 — 1524 malkinstlerisch
ausgestattet haben. Die Baugeschichte der Riume
ist durchaus kompliziert." Sie geh6ren zum ilteren
Kern der Residenz, die im 15. Jahrhundert zuerst
umgebaut und dann erweitert wurde [Abb. 1-2]. Der
Gebiudeteil mit dem Konstantins-Saal entstand
wahrscheinlich nach der Rickkehr der Pipste aus
Avignon (1378). Der Fligel mit den Stanzen des
Heliodor, der Segnatura und des Borgo-Brandes
wurde bestimmt unter Papst Nikolaus V. um 1450
errichtet.”

Wandgemilde und Wand

Die Hauptaufgabe der Architektur besteht darin,
den Raum zu erfassen. Sie begrenzt ihn in drei Di-
mensionen. Mit den Winden grenzt der Architekt
den Raum zu den Seiten hin ab, mit Ful3boden und
Decke (bzw. Gewdlbe) trennt er thn von Erde und

tish Academy, 57, 1971, S. 369-424. Seine Fesstellungen sind
weiterhin gultig.

o

MAGNUSON, T.: Studies in Roman Quatrocento Architecture.
Stockholm 1958; ZUCHOWSKI 1999 (wie Anm. 1), S. 145-
164. Wihrend der Restaurierungsarbeiten entdeckte man in
der Tuffwand zwischen dem Saal Konstantins und der Stanza
des Heliodor eine urspriingliche Fenster6ffnung, welche
withrend des Anbaus des Nikolaus-Fliigels zugemauert wurde.
Dartber REDIG DE CAMPOS, D.: Raphaels Fresken in den
Stanzen. Stuttgart 1984, S. 27.



Himmel. Nur Fenster, Tiren und Treppen bilden
Verbindungen zwischen dem, was Kraft Architektur
angeeignet wurde, und dem, was sich auf3erhalb des
architektonischen Raumes befindet. Der Bau zwingt
durch seine innere Organisation eine bestimmte
Ordnung auf. Sie betrifft nicht nur die festgelegten
Raumverhaltnisse. Fine entscheidende Rolle spielt
nimlich der Zeitfaktor. Denn ein Bauwerk existiert
prinzipiell kaum fiir sich selbst, sondern mit Blick
auf die menschliche Bewegung sowohl aullerhalb
als auch im Inneren des Raumes, sogar wenn diese
Aktivitit sehr eingeschrinkt ist, wie zum Beispiel bei
der Architektur des Grabmals.

Der FuBBboden, was besonders im Fall des
zweiten Geschosses des vatikanischen Palastes
(piano superiore) wichtig zu sein scheint, bezeichnet
bestimmte, den kirchlichen Pavimenten dhnelnde
Grenzen fur die Bewegung, was dem Zeremoni-
ellakten liturgische Ziige verleiht. Die Verbindung
zwischen der Disposition der FuBBbodenteppiche
und den Pavimenten sowie ihre Bedeutung fiir die
liturgische Struktur wurde bereits untersucht und
analysiert.”

Es ist offensichtlich, dass ein Profanbau, der
zum Residieren einer hochgestellten Personlichkeit
errichtet ist, den dieser geltenden Zeremonien Sinn
verleiht. Auf dhnliche Weise fungiert der Sakralraum
auch bei dem die Architektur den Rahmen fiir das
Mysterium der Liturgie festlegt. Es ist also die Ar-
chitektur der Residenz, die dem Zeremoniell einen
Sinn verleiht, wie ein Prifstein, der den Wert des
Zeremoniells verifiziert, und erinnert zugleich den-
jenigen, der sich innerhalb des Bauwerkes befindet,
die Regeln der Bewegung und des Benehmens zu
beachten. Die Residenzriume, das heil3t die Bereiche
zeremonieller Aktivitdten, kénnen in diesem System
den Status von Zielrdumen oder transitorischer Rau-
me zugewiesen bekommen.*

Die Wandgemilde in jedem Raum kénnen wegen
des physischen Status der Winde, des Bodens und
der Decke kaum unbeachtet bleiben. Sie verleihen
dem Ort, an dem sie ausgefithrt worden sind und
das Zeremoniell stattfindet, eine neue Qualitit. Fines
muss allerdings dabei ebenfalls beachtet werden: die

* DELBRUECK, R.: Antike Porphyrwerke. Roma 2007, S. 28.
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1. Plan des zweiten Obergeschosses Vatikanischen Palastes (Zustand um
1525, 1. ]. Zuchowski gezeichnet): A — unterer Palast, B— oberer Palast,
C— Capela Maior (Sixtinische Kapelle), D — Torre Borgia, E — Atrium
Helvetiorum (Schweizerhof), F — Cortile dei Pappagalli (Papageienhof);
a — porticus superior (loggia iiber 1oggia dei Benedictioni), b — andito
(Loggia Leos X.), ¢ — cordonata (die Treppen von Bramante), d — Ra-
phaelloggien, ¢ — Sala dei Paramenti, | — Camera dei Pappagalli,
g— camera secreta, h — anticamera, i — Privatkapelle, j — Schlafzimmer
des Papstes, k — Sala di Costantino (tinellum maior), | — Stanza di
Eliodoro (Audienzzimmer), m — Stanza della Segnatura (Studiolo),
Stanza del’Tncendio (tinellum parvum und Segnatura-Gratia-Raum);
0 — dressatorinm (Biiffet), p — Privatkiiche, r — anticamera und Musi-
kzimmer (?), s — Garderobe; 1 — Nordbalkone 1eos X., 2 — externe
Balkone 1.eos X., 3 — interne Balkone Leos X.

Analyse der Wandmalereien darf sich nicht nach der
Chronologie ihrer Entstehung richten. Die Architek-
tur gibt den Gemilden eine Geriist, das Zeremoniell
hingegen eine Ordnung der Betrachtung. Die Ab-
folge der Fakten ist wichtig fiir eine Rekonstruktion
des Ausfiihrungsprozesses, nicht aber fiir das Lesen
des Programms.

Im Saal Konstantins [Abb. 3] wurde von Anfang
an eine bifunktionale Dekoration eingerichtet, so
dass er je nach zeremonieller Nutzung entweder als
Raum fiir halboffentliche Audienzen oder aber als

* Den Bergriff , Transitorik® benutze ich nach ROSE, H.:
Spatbarock. Studien zur Geschichte des Profanbanes in den Jabren
1660 — 1760. Munchen 1922.
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2. Disposition der Wandgemdilde in den Séilen sweiten Obergeschosses des Nordflijgels vatikanischen Palastes (1. |. Zuchowski gezeichnet):
1 — Sala di Costantino: 1a — Rede Konstantins an die Soldaten (In hoc singum vinces), 1b — Schlacht Konstantins mit Maxentius, 1¢ — Tanfe Kon-

stantins, 1d — Schenkungen Konstantins;

2 — Stanza di Eliodoro: 2a — Vertreibung Heliodors ans dem Tempel, 2b — Messe von Bolsena, 2¢c — Leo d. Grofse und Attilla, 2d — Befreiung
heiligen Petrus aus dem Gefingnis, 2a — Moses vor dem Dornenbusch, 28 — Opfer Isaaks, 2y — Ausstofiung der Hagar, 26 — Traum Jakobs;

3 — Stanza della Segnatura: 3a— Die Schule von Athen, 3b— Justinian bestitigt die Pandekten (links), Gregor X. nimmt die Dekretalen an (rechts),
Jurisprudenz; und drei Tugenden (oben), 3a — Astronomie, 36 — Justitia 3y — Theologie 36 — Poesie, 3.1 — Erschaffung der Welt, 3.2 — Urteil des
Salomons, 3.3 — Adam und Eva (Siindenfall), 3.4 — Bestrafung des Marsyas;

4 — Stanza dell’Incendio: 4a— Schlacht bei Ostia (Gericht iiber Saragenen), 4b — Brand von Borgo, 4¢— Krinung Karls des Grofsen, 4d — Eid Leos I11.,
4a— Versuchung Christi (Perugino) 46 — Dreifaltigkeit (Perngino), 4y — Christus als Weltrichter (Perugino), 46 — Thronender Gottvater (Perngino).

grofer Speisesaal fungieren konnte.” Diese bifunk-
tionale Nutzung des Saales scheint fiir das ganze
System wesentlich zu sein.

Die Darstellungen in den Reprisentationsrau-
men, zu denen ohne Zweifel die Raumfolge in piano
superiore gehorte, bilden — in tkonographischer Hin-
sicht — ein System, das aus Ereignisbildern und me-
taphorischen Darstellungen zusammengestellt ist, die
dem Audienten (d. h. dem eine Audienz habenden,
dem Besucher) die providenzielle Legitimation der
pépstlichen Macht in Erinnerung rufen sollten. Es
ging vor allem darum, das Verhaltnis des Audienten
zu dem die Audienz gewihrenden von Anfang an zu
verdeutlichen und den Vorrang des Letzteren klar
und unmissverstindlich festzulegen. Die einzelnen
Darstellungen belehren den Audienten tber die

* QUEDNAU, R.: Zeremonie und Festdekor — Ein Beispiel
aus dem Pontifikat Leos X. In: Ewropdische Hoffultur inr 16.
und 17. Jahrbundert (=Kongressband Wolfenbutteler Arbeiten
zutr Barockforschung, 9). Hamburg 1981, S. 349-358.
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Schliisselmomente und erinnern ihn an seine Stellung
in der Zeremonialordnung. Die Ereignisbilder und
Allegorien entscheiden jedoch kaum — besonders im
Falle der vatikanischen Stanzen — Uber das Wesen der
Wandgemalde, also tiber ihre Rolle und Bedeutung.
Hier ist die integrale Verbindung von Malerei und
Architektur ausschlaggebend. Ohne die Architektur
konnte doch die Wandmalerei nicht existieren. Die
Architektur ermdglicht die Betrachtung sowohl der
gesamten gemalten Flachen, als auch einzelner Sze-
nen, — mit anderen Worten, eben durch die Archi-
tektur sind die raumlich organisierten zeremoniellen
Prinzipien dem Audienten anschaulich.

Schon im Saal Konstantins, aber auch in den
Loggien, zeigt Raphael eine Diskussion iiber die
malerische Uberwindung der Wandstarrheit an.

¢ Zur Ikonographie des Saales siche vor allem QUEDNALU,
R.: Dia Sala di Costantino im Vatikanischen Palast. Zur Dekoration
der beiden Medici-Papste Leo X. und Klemens 1711, Hildesheim
— New York 1979. 1518 bekam Raphael den Auftrag, die



Offensichtlich betrifft jene Anzeige sowohl den
raumlichen als auch den zeremoniellen Sinn. Viel-
leicht waren nicht nur der Saal und die Loggien,’
sondern auch die zwischen ihnen angelegte Camera
dei Pappagalli in den ersten Konzepten Raphaels
als eine Art Anmeldungsraum gedacht. Die aufge-
tragene Malerei vermittelt den Eindruck, dass der
physische Raum neu organisiert worden sein muss.
Die Relation zwischen dem, was die Unvariable
(also die Architektur) ist, und dem, was hinzugefiigt

Loggien des Damasiushofes zu dekorieren. - NESSELRATH
— MANCINELLI 1992 (wie Anm. 1), S. 114.

3. Sala di Costantino im V atikanischen Palast. Repro: Raphael. . . (wie Anm. 20).

wurde (also die Malereien), folgt jedoch kaum dem
Prinzip einfacher Teilung. Ohne die Architektur zu
verletzten, wurden mit malerischen Mitteln neue
Regeln der Raumteilung geschaffen. Die Teilung
sondert die Konstanten von den Variablen ab. Die
ersten entscheiden tber das Wesen des Raumes,
die anderen sind nur seine aktualisierte Verwirkli-
chung. Die im Saal Konstantins genutzten Effekte
sind mit sehr einfachen Mitteln erreicht worden.
Erstens: damit eine Spannung zwischen der gemal-

7 Zuden Loggien siche DACOS, N.: L e loggie di Raffaello. Maestro
¢ Bottega di fronte all Antico. Roma 1977.
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4. Die westliche Wand der Stanza di Eliodoro von der Sala di Costantino
gesehen, Vatikanischer Palast. Repro: MANCINEILLI 1992 (wie
Anm. 7).

ten Architektur und der gemalten Plastik entsteht,
ist die gemalte Plastik mit der existierenden realen
Architektur verbunden, was optisch die Spannung
zwischen der realen und der gemalten Architektur
verstirkt. Zweitens: auf diesem spannungsvollen
Architektursystem wurden die in einer anderen
Wirklichkeitsdimension verwurzelten Gemalde
aufgelegt. Im Saal Konstantins sind es zum Beispiel
die Darstellungen auf den gemalten Wandteppichen.
Dadurch entstand die Moglichkeit, das Programm
in einer bestimmten Wirklichkeitsdimension zu
lesen. Die Bilder auf den Wandteppichen sind
kompositorisch mit den Dekorationen der Fenster-
liden mit den Medicci-Wappen verbunden, und sie
waren vermutlich auch mit der Deckendekoration
verkniipft, die wahrscheinlich jener in der Camera

dei Pappagalli dhnelte.
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Das heutige Gewélbe des Konstantin-Saales
aus der Zeit von Gregor XIII. und Sixtus V. steht
in einer Diskrepanz zu der Medici-Dekoration der
Wandgemailde. Es wurde auf die urspriingliche
Decke aufgelegt, und das neue gemalte System der
Feldereinteilung sowie das gegenreformatorische iko-
nographische Programm passen kaum zur Struktur
der dlteren Wandmalereien.® Besonders wichtig ist die
Anderung des Beleuchtungssystems. Unter Gregor
XIII. wurden zusitzliche Fenster in die nordlichen
Schildwinde eingeschnitten. So entstand eine Deko-
ration, die eigentlich ein Doppelsystem ist, was die
erste Betrachtung des Raumes wesentlich kompliziert.
Jedes der Systeme — durch seine jeweilige perspektivi-
sche Raumkonstruktion — bietet dem Betrachter ganz
verschiedene Anschauungspunkte an, wodurch sich
beide Systeme nicht zugleich erfahren lassen.

Die Stanza Heliodors [Abb. 4], die als Privatau-
dienzraum des Papstes benutzt wurde, weist eine
zentrale Anordnung auf. Die heutige Pavimentie-
rung, obwohl neu, wiederholt wahrscheinlich die
urspringliche Disposition. Sie verleiht dem Raum
einen Anschein von RegelmiBigkeit. Die untere
Zone der Wandmalereien bildet mit dem Paviment
eine kohirente Kontinuitit. Die gemalte Substruktur
mit den Kariatyden, die die optischen Hauptszenen
auf den Schildwinden zu tragen scheinen, vermittelt
den Eindruck eines sorgfiltig fundierten Unterbaus
und der Bestindigkeit des gesamten Interieurs. Die
perspektivische Behandlung eines jeden Kapitells
verursacht vom Moment des ersten Betretens an
eine Art sofortiger Anbindung des Betrachterauges,
dessen Platz in der Mitte des Saales, also im Zen-
trum der hier dargestellten und sich abspielenden
Ereignisse, von der so konzipierten virtuellen per-
spektivischen Struktur impliziert wird. Die Losung
der Prisentationsweise der grolen Bilder auf den
Schildwinden ist fiir den Betrachter kaum eine Ubet-
raschung. Fine dhnliche Sprache der Kodifizierung
hat er bereits im Saal Konstantins kennengelernt.
In der Stanza handelt es sich offensichtlich nicht
um eine Wiederholung oder Imitation des Systems.
Die angewendeten perspektivischen Verkiirzungen
suggerieren, dass sich alles aullerhalb der Sphire
des Betrachters abspielt, das heif3t, dass das, was er

¢ 1581 -1586 von Baglione Laurenti gemalt, dazu QUEDNAU
1979 (wie Anm. 6), S. 32-33.



wahrnimmt, lediglich eine Vision ist. Dieser Ein-
druck wird zugleich verstirkt durch die Festlegung
der unteren Grenze fiir die gro3en Bilder, die fast
genau der Sichthdéhe eines stehenden Menschen

5. Das Gewilbe in der Stanza di Eliodoro, Vatikanischer Palast. Repro: Raphacl. . . (wie Anm. 20).

entspricht. Der im Stein gewordenen, architektoni-
schen Raum stehende Mensch erfihrt eine Vision
der vier christlichen Wunder, die sich tiber ihm und
auBlerhalb der Winde abspielt. Er erfihrt eine Vision
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6. Stanza della Segnatura im vatikanischen Palast. Repro: MANCI-
NELLI 1992 (wie Anm. 1).

hine et nune, und wihrend dieser Erfahrung, wenn der
Betrachter nach oben zu schauen beginnt, dndert sich
diametral der Charakter des Raumes [Abb. 5]. Dank
der Malkunst horte die Stanza auf, ein architektoni-
sches Werk zu sein. Der Betrachter befindet sich in
einem Zelt, dessen steifes Gertuist reich dekoriert ist,
und unter der Zeltdecke ist es ihm dhnlich moglich,
wie einst den Propheten, die Vision zu erfahren. Die
Verwandlung der festen Architektur in den zeltar-
tigen Raum hebt nicht nur die kompliziert zusam-
mengebundenen Gestellbalken hervor, sondern vor
allem auch die oben eingeschobenen Zwickeln, auf
denen vier alttestamentliche Szenen, die mit den auf
den Schildwinden dargestellten Hauptereignissen
korrespondieren, gezeigt sind.”

* TRAGER, J.: Raffaels Stanza d’Eliodoro und ihr Bildpro-
gramm. In: Romisches Jahrbuch, 14,1971, S. 29-99.
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Dieses Zelt selbst unterhalt eine Reihe zusitzli-
cher Assoziationen. Es entsteht hier unter anderem
die Suggestion, dies sei ein Ort auf dem Weg zum
richtigen Ziel, der Betrachter sei hier also, dhnlich
wie einst Moses, unterwegs. In jedem Moment
konnte jenes Zelt zusammengefaltet und wieder
aufschlagen werden, und weil das Christentum seine
Macht aus den Wundern schopft, kénnen sich mit
jedem Aufschlagen neue Visionen offenbaren. Das
Dekorationssystem der Stanza Heliodors vermittelt
eine Vorstellung des transitorischen und ephemeren
Raumes, in dem die Mirakel zu erfahren sind. In
diesem Raum erteilt der Papst die Privataudienzen,
wobei paradoxerweise der sitzende Papst eben eine
tberzeitliche Figur war, ein Sinnbild der Bestindig-
keit. Der Audient traf beim Betreten des Raumes auf
den auf dem Thron sitzenden Bischof von Rom.

Andere Prinzipien entscheiden tber den Cha-
rakter der Stanza della Segnatura [Abb. 6]. Dieser
Raum war als eine Privatbibliothek des Papstes,
eine Art Studiolo gedacht. Hier wurde mit den Mit-
teln der Malerei alles in die meisterhaft gefertigte
architektonische Struktur eingefiigt. Es ging nicht
darum, den Effekt eines allgemeinen Innenraumes,
den jeder betreten kénnte, zu schaffen. Diese Stan-
za wurde wegen ihres privaten Charakters aus dem
zeremoniellen Weg ausgeschlossen. In ihr wie in
keiner anderen wurde der Raum priziser aufgeteilt.
Das Paviment im gpus alexandrinum vetleiht ihm einen
fast sakralen Charakter. Die untere Wandzone ver-
deckten urspriinglich intarsienartige Boisserien und
Biicherschrinke. Der gesamte Raum ist mit einer
prachtvollen Decke tberspannt, die dhnlich wie in
der vorigen Stanza auf das urspriingliche Kreuz-
gewolbe aufgelegt wurde, wodurch sich ein Effekt
der vornehmen Kassettierung mit der zusatzlichen
mosaikartigen Dekoration ergibt. Aulerdem sind die
Wandgemalde auf den Schildwinden statisch — eine
solche Losung existiert in beiden Nachbarraumen
nicht. Die Komposition der einzelnen Szenen ist
genau in die Rahmen eingepasst. Die so gerahmten
Bildwinde scheinen das Uberzeitliche und das End-
gtiltige zu versinnbildlichen.

Das einzige wesentliche Problem bereitet die Re-
lation zwischen dem FuB3boden und dem Gewdlbe.
Schon die Wahl des gpus alexandrinum, das im Rom
verbreitet war, aber vor allem in den alten Basiliken
und den Kirchen der Mirtyrer angewendet wurde,



war aullergewohnlich. Julius II. hat noch in seiner
Zeit als Kardinal im Palast bei SS. Apostoli solche
neucosmateske Pavimente auflegen gelassen. Man
kann nur vermuten, dass Julius II. sich beim Ent-
schluss, eine solche Art des FulBbodens zu legen, auf
die Pavimente in Alt St. Peter und in der Sixtinischen
Kapelle berufen haben kénnte. Ein dhnliches Pavi-
ment, was sicherlich von Bedeutung war, ist in der
oberen Kapelle des Bramanteschen Tempietto zu
finden. Der FulBboden in opus alexandrinum ist also
ein Paviment, das bestimmte Assoziationen mit dem
sacrum auslost. Die Stanza della Segnatura bemachtig-
te sich dieser Konnotationspotenz. Hier wurde das
symbolische Feld personalisiert und privatisiert. Der
FulBlboden in der Residenz bleibt immer eine Fliche,
auf der die zeremonielle Bewegung sich abspielt.
In der pipstlichen Residenz ist der FuBBboden ein
Sinnbild des irdisches Seins papstlicher Macht. Die
himmlische symbolische Entsprechung des Ful3bo-
denist das Gewdlbe (die Decke). Die oben erwihnte
kassettendhnliche Dekoration ldsst sich auch auf
das Innere von Kirchen beziehen. Die Kasettierung
der Kirchendecken war um 1500 besonders in Rom
sehr verbreitet, um nur Santa Maria Maggiore zu
erwihnen. In der Stanza della Segnatura ist ein be-
sonderes Merkmal von Bedeutung. Die Strukturen
des Gewdlbes und des Paviments sind fast organisch
miteinander verbunden. In beiden Fillen werden
die Kompositionszentren ausdriicklich angedeutet,
aber — was zu uberraschen scheint — die irdische
Mitte deckt sich nicht genau mit der himmlischen.
Die erste, mit dem die Peterschlissel enthaltenden
Kreis im Zentrum und mit dem Namen des Julius
als Pontifex Maximus in externen Eckkreisen, ist
gering nach Norden zu der zwischen den Tiren
entstanden Fuligangzone verschoben. Die andere,
mit den Schlussstein tragenden Engeln, ist kaum
sichtbar naher an der Sidwand lokalisiert, wo sich
wahrscheinlich der Sitz fiir den Papst befand. Der
Schlussstein mit dem Wappen des Nikolaus V. ist
real, die ihn haltenden Engel schon gemalt und die
achteckige Umrahmung fiir diese zentrale Darstel-
lung wieder plastisch-real [Abb. 7]. Der Effekt dieser
Verbindung des Plastischen und des Malerischen
— etwa in der Nachfolge des Quadratura-Konzepts
Mantegnas in der Mantuaner Camera degli Sposi
— re-definiert den Status der Architektur in diesem
Raum. Bei Mantegna jedoch sind die Engel, dar-
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7. Das Zentrum des Gewilbes der Stanza della Segnatura, 1 atikanischer
Palast. Foto: T. |. Zuchowski.

gestellt in starker perspektivischer Verkiirzung, am
Rande zwischen der Wand und der illusionistisch
gemalten Struktur verortet, und ein solches Kon-
zept war nicht nur eine malkinstlerische Darstel-
lungsweise, sondern auch ein Versuch, bewusst zu
machen, was flir eine Rolle die malerische Illusion
in der Architektur spielt. In der Stanza dagegen ist
ein dynamisches Spiel zwischen dem Malerischen
und Architektonischen veranschaulicht. Die Engel
versuchen, das gewichtige Symbol der pipstlichen
Wiirde im Zentrum der Decke zu halten.

Die pipstliche Macht tberhaupt, in ihrer provi-
denziellen Tragweite, symbolisiert das Wappen des
Nikolaus V. (gekreuzte Schlussel), das in diesem
Raum auch als das Zeichen der Petrus-Nachfolger
tberhaupt fungiert. Die zeitliche Macht des Julius
II. wird im Programm der Fu3bodenmitte und in
der Dekoration architektonischer Elemente der
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8. Stanza dell'Incendio von der Stanza della Segnatura geseben, 1 atika-
nischer Palast. Repro: MANCINELLI 1992 (wie Anm. 1).

Kassettendecke (hier wurden nicht nur der Name I'V-
LIVS, sondern auch die variierte Darstellung seines
Stammwappens mehrfach placiert) zum Ausdruck
gebracht. Die Vers6hnung beider Sphiren schien
eine schwierige Aufgabe zu sein, was die kleinen
Engel in ihrer sichtbaren Anstrengung versinnbild-
lichen, das Wappen vor der Sonne zu halten und
ihm so den zentralen Ort am Himmel zu sichern.
Die dargestellten Leinen, mit welchen die Putten
das Wappen festzubinden und zu halten versuchen,
sind ein mehrdeutiges Symbol der Zwiespiltigkeiten,
Hemmungen und Beschrinkungen der papstlichen
Macht, d. h. des Papstes als des irdischen Stellver-
treters des himmlischen Christus.

Die in der Raumfolge letzte Stanza dell’Incendio
[Abb. 7] war zeremoniell gesehen ein Gegenpol zum
Konstantins-Saal. In der zeremoniellen Kommuni-
kationsstruktur war ein Ubergang vom Konstan-
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tins-Saal zur Stanza dell’Incendio durch die tibrigen
Stanzen ausgeschlossen. Hier war ein Weg nur fur
den Papst und sein enges Gefolge vorgesehen. Zu
diesem Zweck installierte Bramante an der nérdli-
chen Seite des Nikolaus-Baues einen Au3engang, der
die beiden extremen Riume verband. Diese Losung
beweist, dass die funktionale Disposition im ersten
(appartamento Alexanders VI. Borgia) und im zweiten
Stock (appartamento Julius’ I1. und seiner Nachfolger)
ganz unterschiedlich war. Die Stanza dell’Incendio
hatte eine doppelte Funktion. Sie diente als kleiner
Speiseraum (#nellum parvum) und als ein Ort fir die
Sitzungen der Segnatura Gratiae et lustitiae (eine
Art papstliches Berufungsgericht). Spiter (unter Paul
II1.) wurden die Sitzungen der Segnatura, von der der
heutige Name dieses Raumes stammt, in die nebenan
liegende pépstliche Bibliothek verlagert. Die doppel-
te Bestimmung des Raumes findet ihren Ausdruck
im Dekorationsprogramm. Im Allgemeinen ist es
— dhnlich wie beim Programm im Konstantins-Saal
— der Legitimierung der pipstlichen Macht gewid-
met. Aber durch seine visuelle Struktur entsteht eine
Verbindung zur symbolischen Aussage der Stanza
di Eliodoro. In der Heliodor-Stanza sind jedoch
die Quellen der pipstlichen Macht durch visionire
Wunderszenen geoffenbart, hier, dhnlich etwa wie
in Konstantins-Saal, wurde die Legitimierung dieser
Macht durch die Darstellung historischer Ereignisse
bekriftigt.

Die Ausmalung der Stanza dell'Incendio wurde
als erste unter Julius II. begonnen. Eben hier begann
Perugino mit seiner Werkstatt mit den Arbeiten,
bevor der Papst entschied, den von Bramante wirms-
tens empfohlenen jungen Umbrer zu engagieren.
Was die Werkstatt bereits ausgefithrt hatte, ist kaum
genau festzustellen, aber ohne Zweifel wurde zuerst
das Gewdlbe bemalt, und was wichtig ist: Peruginos
Bemalung wurde nicht gedndert, sondern in das neue
Raphaelsche System einbezogen [Abb. 9]. Man kann
erstens darauf verweisen, dass sowohl Perugino als
auch Raphael den Auftrag erhielten, ein festgelegtes
Programm mit malerischen Mitteln auszufiihren, und
zweitens, dass die eventuellen Anderungen, wiiren sie
unter dem Papst Leo X., dem Nachfolger von Julius
IL., eingefithrt worden, sich kaum auf das ideologi-
sche Fundament, sondern auf den Aufbau bezogen
hitten. Das Fundament blieb fiir das ganze Dekorati-
onssystem, den Saal Konstantins inbegriffen, der von



der nach Raphaels Tod verwaister Werkstatt schon
unter dem Clemens VII. endlich ausgefiihrt wurde,
ganze Zeit konstant. Griinde fiir die Beibehaltung
von Peruginos Dekoration waren weder Sparsambkeit,
Eile oder der vorzeitige Tode Raphaels, sondern
eine bewusste Entscheidung, welche auch von einer
grof3en Meisterschaft Raphaels zeugt.

' Zum Programm siche QUEDNAU, R.: Pipstliches Ge-
schichtsdenken und seine Verbildlichung in der Stanza
dell’Incendio. In: Miinchner Jabrbuch der bildenden Kunst, 35,

Das Gewolbe des Raumes, das von der Werk-
statt Raphaels entsprechend korrigiert wurde (sie
tiigte Ornamente auf den Gratlinien des Gewdlbes
hinzu, um die obere Bemalung an die Dekoration
der Raumecken anzupassen), ist also als eine be-
wusste Manifestation der beiden kinstlerischen
Asthetiken zu verstehen, die frithere verkérpert

1984, S. 83-97; JACOBY, J. Wi: Den Péjpsten zu Diensten. Raffaels
Herrschergyklus in der Stanza dell Tncendio im V atikanischen Palast.
Hildesheim — Ziirich — New York 1987.
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durch Perugino und die neue durch seinen Schiiler
Raphael. Man konnte sagen, dass die Bewahrung
der bestehenden Dekoration in dem Saal, in dem
Raphael mit der Hilfe verschiedener Zitate von der
Kirchengeschichte handelt, eine Selbstverstindlich-
keit darstellt.

Die Stanza des Brandes sollte mit ihrer ganzen
Dekoration die historische Stellung der Kirche
versinnbildlichen.!® Es ist kein Zufall, dass die
Kiampfer in den Raumecken nicht von Koren, Ku-
roi bzw. von einfachen Hermen, wie in den vorigen
Réiumen, getragen werden. Diese Rolle tibernehmen
hier dgyptische Statuen und zwischen ihnen die um
das Christentum verdienten, in Grisaille dargestellten
Herrscher, die unter den durch die Arme der Hermen
gebildeten Baldachinen sitzen.

Dekoration und Architektur

In den vatikanischen Stanzen waren die Wandge-
milde nicht auf die schon existierende Architektur
aufgetragen, obwohl das urspriingliche Gew6lbe im
Nicolaus-Fliigel erhalten geblieben ist. Das Gewdlbe
ist in der zweiten Bauphase aber noch unter Nico-
laus V. iberspannt worden, was der Steinschlissel
mit dem Wappen des Papstes bezeugt [Abb. 5, 7, 9].
Vergleicht man die Raumdisposition des piano supe-
riore mit dem ahnlichen piano inferiore (erster Stock),
wo sich das Borgia-Apartment befindet,'" stellt sich
die Frage, ob die existierende Architektur an die
vorgesehene Disposition der Wandmalerei angepasst
werden konnte?

Es konnte festgestellt werden, dass die unter
den Augen Raphaels gemachten Anderungen die
Raumdisposition und das Kommunikationssystem

" AuBerdem sind die unteren Riume doppeljochig, mit den
Pilastern geteilt, dagegen die oberen einjochig. Vermutlich
war das ein Plan, den Palast aufzustocken, dhnlich wie es
mit der Aufstockung des Ostlichen Fligels war, wo unter
anderem neues Apartment, Loggetta und Stufeta entstanden.
Siche CORNINI - DE STROBEL 1992 (wie Anm. 1), S. 91;
NESSELRATH — MANCINELLI 1992 (wie Anm. 1), S. 109.
Zum Programm des Apartments siche POESCHEL, S.: Das
Appartamento Borgia und die Erwartungen an Alexander VI.
In: Ramisches Jabrbuch, 25,1989, S. 128-165.

2 NESSELRATH — MANCINELLI 1992 (wie Anm. 1), S.
1009.
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betrafen. Die geringfiigigen Korrekturen in der Ar-
chitektur wurden auch nachher durchgefihrt, was
die heutige Situation vor den Originalen beeinflusst.
Unter Raphael wurden vor allem die Turoffnun-
gen modifiziert, auBerdem O6ffnete man die neuen
Fenster vom Stden in der Stanza Heliodors und in
der Bibliothek, es wurden auch die Gewdlberippen
(spigoli) abgehauen, was den Decken ein Aussehen
eines Kuppelgewo6lbes verlieh.'” Wihrend der Re-
staurierungsarbeiten in der Stanza della Segnatura
entdeckte man Schichten des neuen Verputzes, die
von der Raphael-Werkstatt vor allem auf die runde
Fliche und in die Eckpartie aufgetragen worden sind,
was die Wélbung optisch kuppelartig erscheinen las-
sen sollte. SchlieSlich wurde der urspriinglich runde
Steinschliissel mit einem Stuckoktogon zusitzlich
umfasst.”

1541 wurde der Kamin aus der Stanza des Bran-
des in die Stanza della Segnatura verlegt. Der so
entstandene leere Platz wurde zugemauert und von
Francesco Salviati mit der gemalten Figur Pepins
erginzt, die wegen einer eingeschlagenen Offnung
in der stidlichen Wand unter Leo X., um die Tur zum
inneren Balkon einzusetzen, fir beinahe zwanzig
Jahre verschwand."

Die in den 1990er Jahren durchgefiihrte Restau-
rierung deckte auf, dass Raphael in den Stanzen die
nordlichen Fenster von oben ziemlich herabsetzten
lieB, um mehr Malerfliche zu gewinnen [Abb. 9]."°
Die urspriinglichen Fenster waren offenbar héher
und ihre Hohe entsprach deren, die heute im Borgia-
Apartment zu sehen ist. Das heil3t, die Fensterhohe
in der Sala dei Misteri betragt 5,25 Meter und in der
Stanza di Eliodoro 4,54." Da die Absenkung eine
Beleuchtungsminderung in den Rdumen verursachte,

3 REDIG DE CAMPOS 1984 (wie Anm. 2), S. 22. Diese
Endeckungen beziehen sich auf die interessante Interpreta-
tion von Wind. — WIND, E.: The Four Elements in Raphael’s
Stanza della Segnatura. In: Journal of the Warburg and Conrtanld
Institutes, 2, 1939, S. 75-79.

! Jetzt befindet sich der Kamin wieder (seit 1720) am urspriing-
lichen Platz. - NESSELRATH — MANCINELLI 1992 (wie
Anm. 1), S. 115.

' REDIG DE CAMPOS 1984 (wie Anm. 2), S. 19.

16 Tbidem, S. 19.



wurden die neuen Fenster in der Stanza Heliodors
und in der Bibliothek von dem Cortile dei Pappagalls
herausgetrennt, was der Name IVLIVS auf den
Stiitzen bezeugt.

Die neuen eingeschnittenen Fenster6ffnungen in
den Stidwinden der Stanza Heliodors und der Segna-
tura sind wegen bestehender Anlage der Kaminkana-
le aus der Bauzeit asymmetrisch. Die so entstandene
Malfliche verursache eine besondere Spannung
zwischen der Wandpartie links und rechts vom Fens-
ter. Die alten obwohl herabgesenkten Fenster sind
symmetrisch in die Schildwand eingepasst, was die-
sem Teil des Raumes an Statik verleiht. In jedem der
zwei Rdume haben beide Fenster tiefe Nischen mit
den Sedillen in den Eckchen. Die nérdlichen Sitze
sind vierkantig. In neuen Fensternischen installierte
man je zwei runde Sedilen, die die Cosmati-Kunst
in Erinnerung rufen. Wie es urspriinglich in der
Stanza des Brandes war, kann man nur vermuten,
dass die westliche Fenstertiir auch schon unter Julius
entstand, bzw. vergrolert wurde.

Das Kommunikationssystem.
Eine Rekonstruktionsfrage

Die Frage der Rekonstruktion der Kommuni-
kationsabldufe ist an sich sehr wichtig. Sie legten
eben — in Verbindung mit dem Zeremoniellsystem
— das gesamte Programm der Residenz fest. Sie
entschieden a priori tiber die Grundbedingungen
der Betrachtung der einzelnen Riume, also auch
tber die Anschauung der Wandmalereien. Eine
Rekonstruktion dieser Vorginge sollte sowohl den
Zeremoniellweg, die Arten der Einginge, als auch
die Zeit, welche nétig wire, um durch alle Riume
durchzugehen, berticksichtigen. Auflerdem muss
man feststellen, welche Tlren wihrend des Standart-
zeremoniells offen blieben, was die Betrachtung des
benachbarten Raumes erméglichte, und welche man
nur im Fingangsmoment 6ffnete.

Fir diese Frage ist auch die Art und Weise der
Raumordnung mit der Pavimentenanlage von Be-
deutung. In den analysierten Rdumen kann man
genauer von den Ful3boden in dem Saal Konstantins
und der Stanza della Segnatura sprechen [Abb. 3, 6].
In tbrigen Stanzen stammen die Pavimente aus
spaterer Zeit, obwohl sie héchstwahrscheinlich die
urspriingliche Disposition wiederholen.

Die nichste wesentliche Frage betrifft die Breite
der Turdurchginge. Die aus der Zeiten Nicolaus’ V.
stammenden Tiren akzeptierte Julius II. Sie waren
ungefihr 30 Zentimeter schmaler als die spiteren
unter Leo X. installierten und erinnerten an die Tu-
ren und ihre Umrahmungen aus dem strikt privaten
Bereich, wo sich das Schlafzimmer (ex#biculum) und
Vorzimmer (camera secreta) des Julius II. und spater
Leo X. befanden. Man darf aber auch nicht die
alten vermauerten und die neuen durchgebroche-
nen Durchginge vergessen. Vor allem scheinen der
Durchgang vom Vorzimmer zu der Stanza di Elio-
doro und der Ausgang aus der Stanza dell’Incendio
auf den externen westlichen Balkon des Leo X. von
grofler Bedeutung zu sein.

Die Ttren zwischen dem Saal Konstantins und
der Stanza dell’Incendio stammen aus der Zeit
Leos X. Sie gaben feinsinnige, ambivalente An-
schauungsmaéglichkeiten. Es sind Fligeltiren und
werden in die Enfilade eingeordnet. Die Fliigeltiir
in der dicken Wand zwischen dem Saal Konstantins
und der Stanza Heliodors bedeckt die doppelseitige
ornamentale Schnitzdekoration, was vermuten lasst,
dass sie vor allem geschlossen war und man 6ffnete
sie nur wahrend des Durchgangs. Die Schnitzde-
koration dieser Ttir entspricht der Dekoration der
gegeniibermontierten Tir, die in die Stanza della
Segnatura fithrt. Die internen Seiten der Tiren in
der Bibliothek sind jedoch anders bearbeitet, wie die
beiden externen Seiten, also sowohl von der Stanza
Heliodors als auch von der Stanza des Brandes. Die
externen sind mit den Schnitzereien bearbeitet, die
internen deckt die Intarsiendekoration, die von Gio-
vanni Barile gefertigt war, und mit ihrem Programm
an die Symbolik der freien Kiinste ankniipft. In der
Stanza della Segnatura bildeten die Intarsien der
Tiren mit den nicht mehr existierenden Intarsien
auf den Winden (auch einem Werk von Barile) und
den Bicherkisten eine visuelle Einheit. Das Pro-
gramm der Intarsien lasst vermuten, dass wihrend
der Benutzung der Stanza dell’Incendio als #nellum
parvum, die Ttur in die Bibliothek offen blieb, und
wenn hier die Sitzung der Segnatura stattfand, war
sie geschlossen.

Die tbrigen Ttren in der Stanza dell’Incendio,
auch die groB3e westliche Porte-Fenétre, waren ohne
Dekoration. Moglicherweise war die Porte-Fenétre
mit gemalter Ornamentik bedeckt.
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Die Tur Leos im Saal Konstantins diente als
besonderer Wegweiser, sie war eine Verlingerung
der Medici Symbolik und funktionierte wie eine Art
Einladung in die benachbarte Sala (Stanza Helio-
dors), in den Raum der privaten Audienzen. Damit
wirkte der Saal des Konstantin mit seinen Zugingen
wie ein Wartesaal. Die Anlage des Paviments ohne
deutliche Richtung gibt die M6glichkeit hin und her
zu wandern und zu schauen. Der Saal kénnte sich
aber wihrend der Privataudienzen auch in einen
transitorischen Raum verwandeln. Der Audient sah
beim Betreten der benachbarten Stanza zuerst das
Gemilde mit Leo d. GroBlen und Atilla. Die Pavi-
mentenanlage und die gegeniiberliegende Ttir, analog
zu der zwischen dem Saal Konstantins und dem
Audienzraum, suggerieren eine weitere Durchgangs-
moglichkeit, die jedoch tatsichlich fiir den Besucher
nicht zu verwirklichen war. Die Tir war versperrt.
Sie 6ffnete sich nur fiir den Papst, der aus seinen
Privatzimmern durch ein fast unsichtbares Tirchen
in die Stanza di Eliodoro hineintreten kénnte.

Die Grenze der Anschauung

Fir die Anschauung der Wandgemilde ist die
Grenze der pragmatischen Erkennung entscheidend.
Die Frage scheint ganz belanglos und offensichtlich
zu sein, aber sie ist fir die Feststellung der Ver-
haltnisse zwischen dem Gemilde, der Architektur
und dem Zeremoniell grundlegend. Die Grenze
der pragmatischen Erkennung legt einen kritischen
Anschauungspunkt, also eine Entfernung des Be-
trachters von dem Wandbild fest, dank dem die
richtige Identifikation des Gemildes moglich ist.
Wihrend der Betrachtung des Tafelbildes im Mu-
seum beispielsweise tauchen solche Probleme auf,
nur wenn seine Grofle, und vor allem seine Hoéhe
die Gesamtanschauung verhindern. Die Situation
in der Galerie selbst macht die Frage des kritischen
Anschauungspunktes unbedeutend. Wenn aber das
betrachtete Werk ein Gemailde im Altaraufsatz in
einer Kirche wire, wire es damals klar, dass min-
destens zwei verschiedene Grenzen der Anschauung
existieren. Die erste wire fiir den Glaubigen fest-
gelegt, die andere fiir den Priester und die sich im
Chor befindenden Privilegierten. In einigen Fillen
sind noch die Anschauungspunkte fiir die Betrachter
berticksichtigt, die sich auf Emporen oder in den
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Logen befinden. Es scheint offensichtlich zu sein,
dass das, was von dem Priester als das Etkennende
und Deutende rezipiert ist, fir den Glaubigen nur
eine Farbenkomposition bleibt, die manchmal an
irgendwelche Ornamente erinnern kénne. Den Be-
trachtern in der Loge schligt man dagegen oft ein
zusitzliches theologisch-gelehrtes Programm vor.
Ohne Zweifel existieren auch solche Werke, die nur
einen kritischen Anschauungspunkt berticksichtigen
kénnen, wie zum Beispiel der Altaraufsatz von Veit
Stof3 in der Krakauer Marienkirche.

Diese Idee ist nicht neu und sie war schon in der
peripatetischen Theorie des Sehens erértert. Nach
Aristoteles muss es entsprechende unkonstante Be-
dingungen geben, damit jedes Objekt richtig wahr-
genommen werden kann. Die wichtigsten bilden die
Entfernung und die Beleuchtung, Thomas von Aquin
tbertrug die Erwigungen Alhazens tiber die Optik
in seine Theorie und stellte fest: ,,omniae formae arti-
[Jiciales sunt accidentales (,,alle kiinstliche Formen sind
akzidentiell), d. h., dass wir die gesehenen Objekte
nur entsprechend unserem Wissen zu erkennen
imstande seien.

Das Problem der Anschauung einzelner Riume
entsteht nicht nur aus ihrer zeremoniellen Platzie-
rung, sondern war von einer ganzen Skala techni-
scher von Raphael angewendeter Handgriffe ab-
hingig. Die Beleuchtungsfrage ist die simpelste. Der
Zugang des Aullenlichts wurde mittels Fensterldden
kontrolliert. Ihre Dekorationsweise weist darauf hin,
dass sie eher offen waren, weil an ihrer Innenseite
die Dekoration fehlt. Es gab durchaus die Moglich-
keit, sie zu schliel3en, was die zusdtzliche alternative
Dekoration der Leibungen beweist. Solche Losung
trifft man in jeder Stanze. Obwohl im Lzber notarum
von Johannes Burckhardt und dem damaligen Ze-
remoniellbuch zu lesen ist, dass die Rdume ganze
Tage bis zur Dimmerung, und manchmal sogar bis
in die Nacht benutzt sein kénnten, sagt die Statistik
solcher Ereignisse, dass der spiate Nachmittag und
die Zeit nach der Siesta dennoch die beliebtesten
gewesen sein sollen.

Aullerhalb der Grenze der pragmatischen Er-
kennung befindet sich immer ein Randgebiet, das
der Kiinstler besonders gern ausnutzte. Es ist kaum
direkt in die Bedeutung des Werkes miteinbezogen.
Zu solchen Randeingriffen gehéren technische As-
pekte, die wir vor allem aus den Barockwerken ken-



10. Das Nordwand in der Stanza della Segnatura mit der Parnass-Darstellung, Vatikanischer Palast. Repro: Raphacel. . . (wie Anm. 20).

nen, wie zum Beispiel das Konstruktionssystem der
Asamschen Madonnafigur in der Augustiner Kirche
in Rohr. Dabei handelt es sich um Malereien und
Kommentatre auf der Ruckseite, oder Glossen, die
oft auf den Marginalien der mittelalterlichen Hand-
schriften zu finden sind. Im Fall der Wandgemilde
sind dort manchmal richtige oder meistens unrichtige
Interpretierungshinweise verortet. Manchmal ist

es eine Signatur, oder ein ironischer Kommentar.
Meistens sind solche Randelemente in der tiblichen
Betrachtung unsichtbar und sogar — ausgenommen
der Reinemacher — unzuginglich.

In den Stanzen scheint die Situation eher pro-
blemlos zu sein. Alle Hauptteile der Wanddekoration
sind (oder besser waren) gut sichtbar. Sie sind zwar
fiir das Auge zuginglich, doch die volle Anschau-
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ung wegen der dafiir nétigen Zeit, erweist sich als
wesentlich begrenzt.

Die Wandgemalde in vatikanischem Palast, ahn-
lich den anderen Dekorationen in den Monarchenre-
sidenzen, weisen zwei Rezeptionsmoglichkeiten auf.
Die erste konnte vollstindig wihrend des Erwartens
vollzogen werden, die andere jedoch, eigentliche, rea-
lisierte sich wihrend der Zeremoniellakten. Fir die
Teilnehmenden waren damals entsprechende Wege
und feste Platzordnung vorgeschrieben.

Die Wandmalereien im Saal Konstantins sind
voller diskursiver Einzelheiten. Hier wird die Ge-
samtidee aus dem docere-Prinzip heraus konstruiert.
In den tbrigen Riumen hingegen existieren die
delectare- und presentare-Prinzipien auf meisterhafte
Weise nebeneinander. In der Stanza Heliodors ist
das zweite Prinzip wichtiger — das delectare nimmt
den Platz nur auf der Balkendekoration und in der
Sockelzone ein; dagegen in Stanza della Segnatura
das presentare ist fast zum gemeinen vedere reduziert
und das delectare unstreitig dominiert. In der Stanza
des Borgo-Brandes scheint das delectare-Prinzip in die
Sockelzone transportiert worden zu sein.

Der pipstliche Stuhl befand sich in der Stanza
Heliodors wahrscheinlich an der Wand mit der Dar-
stellung der Messe in Bolsena. Wihrend der Audienz
trafen die Hineingehenden den bereits sitzenden
Papst und die Kardinile daneben. Diese Gruppe
bildete zusammen mit den Gemailden, und vor allem
mit dem Bild der Messe in Bolsena, eine kohiren-
te Ganzheit, d. h. der Papst war als Element der
konstanten Struktur des Raumes rezipiert, dagegen
bildeten die stehenden Audienten das unkonstante
Gegengewicht. Ihre Zone ist von der Hohe der Pos-
tamentmalereien definiert, deswegen sind die in der
Sockelzone gemalten Figuren zufillig stehend darge-
stellt [Abb. 4]. In der Stanza des Brandes vollzog sich
die Demokratisierung des Raumes. Die Postament-
héhe ist wesentlich niedriger, weil hier beide Funk-
tionen — d. h. Segnatura-Sitzung und Essen — von
den Teilnehmenden am Tisch realisiert worden sind.
Auch hier scheint die Dekoration der Sockelzone mit
den sitzenden Potentaten nicht zufillig [Abb. 8]. Sie
sind als symbolische Erginzung der Gesellschaft, die
sich im Raum befindet, zu verstehen.

7 SCHROTER, E.: Raffacls Parnass. In: Kunstchronik, 30,1977,
S. 75-77; SCHROTER, E.: Der Vatikan als Higel des Apol-
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Mit einem anderen Problem haben wir in der
Stanza della Segnatura (Bibliothek) zu tun. Schrétter
beobachtete trefflich, dass der Ausblick durch das
noérdliche Fenster sich in den Zeiten von Julius II.
auf den Belvedetebau richtete [Abb. 10]."" Dieses
Schlésschen aus der Zeit des Innozenz” VIIL. steht
auf dem Aegidius-Hiigel, der von Dichtern aus dem
engen Kreis des Julius’ II. in Parnass umgetauft
worden ist. An dem Abhang baute man sogar ein
Odeon fiir dichterische Spiele. Der in der Bibliothek
sitzende Papst sah also auf die Parnass-Wand und
schaute durch das Fenster den neuen Parnass mit
dem Odeon an. Diese tiefsinnige Beobachtung von
Schrotter verweist darauf, dass die Wandmalereien
nicht nur auf die Kohirenz der innerarchitektoni-
schen und riumlichen Verhiltnisse wirken konnen,
sondern ihre Programme nutzten auch die externe
Architektur und sogar Umgebungslandschaft aus.

Das Problem der Ubergangszone

Die Schliisselfrage, die die angewendeten Ma-
lermittel im System der Dekoration die Raumfolge
verstehen ldsst (und eben mit solcher Situation haben
wir im Vatikan zu tun) betrifft die Rolle der fest-
gelegten Ubergangszonen. Es sind relativ schmale
Schwellenbereiche im Kommunikationssystem, aus
denen die doppelte Anschauung der Wandmalerei-
en wahrnehmbar ist. Der Betrachter schaut nahezu
gleichzeitig, wenn er die Schwelle in den neuen
Raum uberschreitet, sowohl bestimmte Fragmente
der Wanddekoration des verlassenen Raumes an,
als auch bestimmte Fragmente der Wanddekoration
des gerade betretenen Raumes. Im Moment, wenn
der Betrachter die Schwelle durchschreitet, verlasst
er stufenweise einen Raum und begriif3t den neuen.
Mit anderen Worten, in der Ubergangszone sind die
Wandmalereien in zwei benachbarten Riumen waht-
nehmbar. Nur das gut gel6ste Problem der Anschau-
ung aus der Uberganszone lisst konfliktlos — wenn
dies das Ziel des Kinstlers wire — den neuen Raum
betreten. Dieses Phinomen rezipiert der Betrachter
fast unbewusst, intuitiv, aber es entspringt aus der
Organisation des ganzen Kommunikationssystems
fir bestimmte Raumfolge und vor allem aus der

lons und der Musen. In: Rawmische Quartalschrift fiir christliche
Altertumskunde und Kirchengeschichte, 75, 1980, S. 208-240.



Platzierung der Uberginge in den Winden. In der
Renaissance- und Barockzeit ist die Platzierung des
Einganges neben der Raumecke verbreitet gewesen.
Die Raumfolgen im 19. Jahrhundert bevorzugten
symmetrisch angelegte Einginge. So verhielt es sich
unter anderem im Miinchner Festsaalbau und im
umgebauten Dresdner Schloss.

Der Ubergangsbereich ist fiir den Maler, bzw. De-
korateur eine die Kenntnis verifizierende Herausfor-
derung, weil er von dem Kiinstler die erscheinungs-
bildlich kohidrente Dekorationssprache verlangt. Das
bewusste Gegentiberstellen der visuellen Poetik von
benachbarten Riumen kann nicht aus dem Zufall
hervorgehen, wenn die zum Ausmalen vorgesehnen
Riume eine Ganzheit bilden sollten. Manchmal,
sogar in der Dekoration der ausgebauten Zeremoni-
ellprogramme, hingen die neuen Malereien von den
schon existierenden und auf andere Weise auch von
den Dekorationen ab, weil die Wandgemilde nicht
fiir sich selbst stehen.

Bei der Anschauung der Stanzen und der neben-
bei liegenden Raume, lassen sich zwei von Raphael
vorgeschlagene Losungen dieses Problems feststel-
len. Sie sind durch die visuelle Zuginglichkeit der
einzelnen Riume bedingt, aber sie sind auch von
ithrer Zeremoniellsignifikanz abhingig. Der erste
signifikante Zeremoniellbereich bilden sowohl die
Riume und Ginge, die direkt oder indirekt in den
Saal Konstantins und weiter in die Stanzen hineinzu-
gehen ermdéglichen. Dies waren die Loggia und die
Camera dei Pappagalli und eine schmale anticamera,
zwischen dem Papageien- und Konstantins-Saal. In
Raphaels Konzept sollten diese Raume mit Malerei
dekoriert werden, die eine Kontinuitit des offiziellen
Zeremoniellbereichs gewesen wiren, aber in reinma-
lerischem Sinn sollen sie die Sprache der privaten
Ridume ankindigen. Auf diese Weise bildete sich
hier ein spezifischer Zwischenbereich heraus. Der
Betrachter wiirde hier nicht nur die Elemente der
christlichen Ikonographie erkennen, sondern vor
allem wirde er die Grundverhaltnisse zwischen der
Architektur, dem Raum und dem Wandgemilde
kennen lernen. Die Dekoration wiese auf die Rolle
der Quadraturhandgriffe und en grisaille-Malereien
hin. Der andere Bereich bilden der Saal Konstantins
und die Stanzenreihe. Die wesentliche, duale Rolle
spielt die Sala di Costantino (der Saal des offenen
Konsistoriums), der auch als gro3es Vorzimmer fir

die Stanza Heliodors dienen konnte. Von entschei-
dender Bedeutung ist der Saal Konstantins, der letzte
Raum, der von der Werkstatt Raphaels in vatikani-
scher Residenz gemalt worden ist. Er funktioniert
nidmlich wie ein Knotenreservoir des sowohl iko-
nographischen als auch malerischen Repertoires (es
handelt hier unter anderem um die Behandlung der
Perspektive). Die Saalgro3e und die Méglichkeit des
lingeren Aufenthalts potenzieller ,,Giste®, Bittsteller
und Stanzebetrachter waren der Anlass, den Saal mit
vielen visuellen Informationen auszufillen. Der Saal
Konstantins spielte jedoch — im Gegensatz zur Sala
dei Pontefici in piano inferiore, die mit dem Borgia-
Apartment stark verbunden war — eine autonome
Rolle. Mit Kassettendecke geschlossen (die Sala dei
Pontefici ist gewolbt) wurde seine Besonderheit
gegentiber den eigentlichen Stanzen betont.” Der
etwas distere Raum, ohne einen klaren Hinweis
beziiglich des nachfolgenden Gangs, gab eine gute
Gelegenheit hin und her zu wandern — die Zeit der
Konsistoriumssitzung ausgenommen — und das
Programm zu lesen. Der Saal Konstantins bot den
auf das Konsistorium oder auf die Privataudienz
Wartenden eine intellektuelle Ubung beziiglich der
romischen Christentumsanfinge an, was man als
ein Manifest der Quellen der pipstlichen Macht
interpretieren sollte.

Die drei Stanzen sind dagegen sowohl ideologisch
als auch architektonisch koharent. Ihre erscheinungs-
bildliche Kohirenz basiert —abgesehen von der sich
wiederholenden Disposition der einzelnen Gemilde
—auf fast analogem Charakter der Raume, vor allem
auf dhnlichem Beleuchtungssystem und Planung der
Tiren. Hinzu kommen auch die analogen Ful3boden
(es ist nur das Paviment in der Stanza della Segnatura
erhalten geblieben) und Fenster- und Tiurtischlerar-
beiten. Erst darauf kommen die Gemailde, die sich
prazis in die raumlichen Strukturen einschreiben.

Bei der Betrachtung wihrend des Uberganges
aus ecinem in anderen Raum offenbaren sich zwei
Hauptmomente. Der erste, wenn der Betrachter sich
noch in dem Raum befindet, den er zu vetlassen
beabsichtigt und die Winde anschaut, der andere,
wenn der Betrachter die Winde aus dem Raum wahr-

181518 — 1519 nach dem Entwurf von Antonio da Sangallo d.
J. entstanden, siche u. a. NESSELRATH — MANCINELLI
1992 (wie Anm. 1), S. 115.
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nimmt, den gerade betritt. In dieser Minisequenz
sind gewohnlich zuerst zwei Gemalde in dem Raum,
der verlassen wird, und ein in betretenem Raum und
dann ein im verlassenen und zwei im betretenen
wahrgenommen. Die Wand zwischen dem Saal Kon-
stantins und der Stanza Heliodors verstirkt wegen
ithrer Dicke diese Wirkung. Im ersten Schritt nimmt
man die Darstellung mit Rede Konstantins an die Sol-
daten und die Schlacht Konstantins mit Maxentius,
und in der Stanza Heliodors das Zurtckhalten Attilas
vom Papst Leo d. Gro3en. In anderem Schritt ist
nur die Rede Konstantins wahrnehmbar, und in der
Stanza kommt noch die Darstellung der Wunder in
Bolsena hinzu. Auf diese Weise bilden die Gemilde
aus zwei benachbarten Riumen eine transwindige'
kohirente visuelle Einheit, die nur in bestimmtem
Zeitpunkt, in bestimmtem Platz und nur wihrend
der Bewegung des Betrachters wahrzunehmen ist
[Abb. 3, 4]. Die Ubergangzonen verdichten die
Anschauungsméglichkeiten. Das Verstindnis dieses
Phidnomens lisst feststellen, dass die Wandgemilde
auf den gegeniiberliegenden Winden in den benach-
barten Rdumen in deutender Verbindung bleiben.
Die Ubergangszonen funktionieren wie sonstige
visuelle Behalter des Hin und des Dort.

Obwohl die Stanza della Segnatura ein unzuging-
licher Raum war, scheint die Abhingigkeit der Dar-
stellung des Vertreibens Heliodors aus dem Tempel
in der Stanza di Eliodoro von der Darstellung des
Disputs (also Triumph des Alten und des Neuen
Buindnisses) in der Stanza della Segnatura besonders
wichtig fiir die Aussage der ganzen Wanddekoration.
Es ist allerdings nicht nur eine Frage der Ikonogra-
phie. Die Geschichte der Makkabaer ist in diisteren
Farben gemalt, der neue Triumph stellt die sonnige
Atmosphire dar. Diese Erwagungen kann man in-
teressant weiter fithren.

Die besondere Situation der Stanza des Brandes
liegt darin, dass dieser Raum keine transitorischen
Elemente enthilt [Abb. 8]. Die Stanza war als ein
Raum mit drei (spiter vier) Ein- und Ausgingen
konzipiert. Die bieden Porte-Fenétre dienten den
Teilnehmern der Segnatura-Siztung (den Papst aus-
genommen); die nérdliche Tir zum Balkon des Leos
X. war fir die eingeladenen Giiste, die zum Znellum

¥ Ich verstehe die Transwindigkeit als ein optisches Verhiltnis
zwischen Rdumen, die mit der Wand abgetrennt werden.
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gingen, vorgesehen. Die Tir zwischen der Stanza
della Segnatura (Bibliothek) und Stanza des Brandes
diente ausschliefllich dem Papst und seinem engen
Gefolge, aber nur der Durchgang durch diese Ttr
bestitigt den Effekt der Ubergangszone und bindet
die Darstellung der Athenschule mit der Krénung
des Katls d. GroBlen zusammen. Die Teilnehmer
der Segnatura-Sitzung schauten beim betreten des
Raumes die Schlacht bei Ostia (das Gericht iiber
Sarazenen) und den Eid Leos I1II. an.

Die Szene der Kronung musste fiir den Papst
besonders wichtig gewesen sein. Sie war sowohl von
den Hineingehenden aus dem nérdlichen Balkon
als auch aus der Stanza della Segnatura (Bibliothek)
rezipiert. Die andersartige Situation dieses Gemaldes
erklirt die Verwendung in der Komposition einer
besonderen Konstruktion der Perspektive. Jedoch
diese Probleme betreffen schon die Anschauungs-
punkte, die Quadratur und die perspektivischen
Verkiirzungen in der Wandmalerei.

Der Ort

Das Primirprinzip der Programmgestaltung fiir
die einzelnen Darstellungen, denen Raphael folgte,
musste sicherlich die Besonderheit des Ortes be-
ricksichtigen. Der einzelne Ort und seine Funktion
konnotieren immer zusitzliche Bedeutungen, was
sich wesentlich auf die Rezeption der Wandgemilde
(oder andere nicht mobile Kunstwerke) auswirkte.
Schaut man die Dekoration der Loggia [Abb. 1d]
an, wird sogleich klar, warum die weltliche The-
matik nicht vorhanden ist. Die rein transitorische
Kommunikationsfunktion der Loggia — sie war ein
Aullengang zwischen den Cordonata-Treppen und
dem Saal Konstantins — verhindert die Konzeption
eines komplizierten Programms. Der Ort schloss
die Laienthematik hier aus. Die biblische Ikonogra-
phie wandelte den Loggien-Durchgang zum Saal in
eine Art Wiederholung aus der Kirchengeschichte
in eine Ubersicht der christlichen, oder genauer
alttestamentlichen Ikonographie. Der musterhafte
Charakter der Darstellungen basiert auf typisierten,
fast genotypischen Figuren. Dabei werden hier vor
allem die prisentiert, die sich als eine Prifiguration
der christlichen Ikonographie verstehen lassen.

Ahnlich verhielt es sich mit der von Raphael
geplanten aber erst von seinen Nachfolgern aus-



gefithrten Dekoration der Conclavia-Raume [Abb.
le-f].* Diese Riume blieben fur die meisten Giste,
die zum zweiten Stock aufgingen, unzuginglich (die
Giste nutzten normalerweise den Aullengang, die
Loggia). Nur wihrend der wichtigen Veranlassungen
ist dieser Weg fiir die Giste gedffnet worden. Die
Conclavia-Rdume standen direkt dem Papst und in
seiner Anwesenheit den Kardinalen zur Verfiigung,
Hier tagten die geheimen Konsistorien. Eben hier
fanden statt das Paramentenbekleiden (Sala Vecchia
degli Svizzeri oder Sala dei Paramenti), die Festzug-
vorbereitung und die Papstaufsetzung auf sedia gesta-
toria. In den Conclavia-Raumen hatten ihren Beginn
alle Festakte, an denen der Papst teilnahm, sowohl die
liturgischen als auch die zeremoniellen, bevor sie aus
der pipstlichen Residenz nach draulen zur Cappella
Maior, Basilika und auch au3er Vatikan hinausgingen.
Das Programm in solchen Rdumen sollte ruhig, fast
statisch wirken und war kaum didaktisch konzipiert.
Es soll einfach und gedichtet aber vor allem zur
Andacht anstindig sein. In diesem unzuginglichen
Bereich endete die irdische, weltliche Geschichte des
Papstes. Hier fing die letzte Zeremonie, das Papstbe-
gribniszeremoniell an. In der Camera dei Pappagalli
(oder del Pappagallo, oder Sala dei Palafrenieri, heute
Sala dei Chiaroscuri) wurde die Leiche des Pontifex
ausgestellt, vermutlich hierher Gbertrug man den
bereits sterbenden Papst.

In dem ersten Saal (Sala Vecchia degli Svizzeri)
waren die Winde mit den Darstellungen der Perso-
nifikationen und Allegorien bedeckt, was ihm einen
universalen Charakter verlieh. Im zweiten Saal sind
die gemalten Apostelfiguren eine christliche Kon-
kretisierung der menschlichen Tugenden geworden,
aber auch — anders betrachtet — die Apostel haben
auf die Konsistorien und andere hier stattfindende
Zeremonien acht gegeben.

Man kann davon ausgehen, und solche Vermu-
tung wird durch die Symbolik der Reste vorheriger
Dekorationen, die uber der Decke in Sala Vecchia
degli Svizzeri entdeckt wurden, bestitigt, dass Ra-
phael nur die neue Version des schon existierten

* Siehe u. a. SHEARMAN, J.: The Apartments of Julius II
and Leo X. In: Raphael in the Apartments of Julins 11 and 1eo X.
Milano 1993, S. 15 ff; CORNINI G. — DE STROBEL, A.
M. — SERLUPI CRESCENZI, M.: The Sala Vecchia degli
Svizzeri and the Sala Chiaroscuti. In: Ibidem, S. 81-116.

ikonographischen Programms vorzubereiten hatte.*!
Ein solcher Vorgang war in der Zeit durchaus tblich.
Bestimmte 6ffentliche Riume waren mit einer pra-
zise bestimmten Ikonographie dekoriert. Als es zur
Neugestaltung kam, dnderte sich nur der Stil, doch
das Programm kaum. Das bestitigen unter anderem
die Forschungen zur Ikonographie der Dekoration
des Danziger rechtstiadtischen Rathauses.”

Es wurde bereits mehrmals erwihnt, dass der
Saal Konstantins [Abb. 3] der einzige Raum war, in
welchem der Aufenthalt linger dauern koénnte, was
eine bessere Moglichkeit bot, die Gemailde anzu-
schauen. Sein Charakter wurde jedoch zwiespaltig
seit der Entstehung des Nicolaus-Fliigels, der in piano
superiore die Stanzen und in piano inferiore die Borgia-
Apartments enthilt. Er diente vor allem als offizieller
Bankettssaal des Papsts. Fiir diese Zwecke war er mit
speziellen Tapisserien dekoriert. Mindestens seit der
Zeit Leo X. diente er auch als ein Versammlung- und
Tagungsraum. Hier fanden auch die offenen Konsis-
torien statt. Der Saal Konstantins war auch fiir grof3e
Audienzen, aber vom privaten Charakter genutzt,
oder als Vorzimmer zu Privataudienzen, die in der
Stanza Heliodors stattfanden. Diese Rolle ist von
Anfang an fiir die Stanza vorgesehen gewesen. Das
erklirt, warum Leo X. eine Dekoration im Saal malen
lieB3, die ikonographisch ausgebaut sein konnte, aber
nicht zu kompliziert, wenn es um die Quellen und
die literarischen Beziige ging. Solcher Saal sollte eine
visuelle Einheit mit der nebenan liegenden Stanza
Heliodors bilden. Die tiber hohen Sockelband gemal-
ten Szenen aus der Geschichte des ersten christlichen
Kaisers und die thronenden ersten Bischéfe von Rom
stellten nicht nur die weltliche Position der Pipste in
der Welt dar, sondern es war eine Art rhetorischer
persuasione, die solche Usurpation bestitigte.

Die drei nacheinander folgenden Stanza-Raume
waren, trotz der aus der Lektlire des Planes sich
ergebenden scheinbaren Augenscheinlichkeit, un-
zuginglich in Enfilade-Ubergang. Das verursachte,
dass jede der Stanzen, eine fiir sich selbst autonome
und ikonographisch geschlossene Struktur bildet.

2l CORNINI — DE STROBEL — SERLUPI CRESCENZI
1993 (wie Anm. 20), S. 90.

2 IWANOYKO, E.: Sala czerwona ratusza gdaiskiego. Wroctaw
— Warszawa — Krakéw — Gdansk — £.6dz 1986, S. 13-15.
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Hierfir mussten die Stanza Heliodors und Stanza
des Brandes, die nicht nur dem engen Papstumgang,
sondern auch dem hohen Klerus und der Aristokra-
tie zuginglich waren, in ithrem Programm auf dem
vollig von solchen Empfingern verstehbaren Grund-
wissen gebaut sein. Die kompetenten und wohl die
einzigen Empfinger waren das pépstliche Hof und
die Kardinale, das heil3t, sie verstanden den Sinn
der Wandgemalde in Saal Konstantins, den Stanzen
Heliodors und des Brandes. Wenn sie die Méglichkeit
gehabt hitten, kénnten sie auch die Symbolik der
unzuginglichen Stanza della Segnatura deuten. Der
Adressat, an welchen das Programm gerichtet war,
stammte aus der damaligen hofischen Gesellschaft.”
Er war nicht nur mit dem allgemeinen Zeremoniell
tberhaupt vertraut, gut bekannt war ithm vor allem
das pipstliche Zeremoniell. Er nahm hochstwahr-
scheinlich in den Kavalkaden oder anderen Prachtzii-
gen teil. Der nicht erfahrene Teilnehmer wurde wohl
entsprechend durch den mwagister caeremoniarum iber
die geltenden Regeln und die Besonderheiten des
pépstlichen Hofes unterrichtet. Als Kirchengldubige
war er vertraut mit der kirchlichen Liturgie, worin er
wihrend seines Aufenthaltes in Rom eingezogen war,
in der missa solemmis beispielsweise teilnehmend.

Der Pobel konnte die Innerrdume nur zwischen
dem Tod des Papstes und der drautkommenden
Konklave besichtigen. Sie waren jedoch damals
verwlstet, groflenteils mit provisorischen Winden
geteilt und deswegen visuell unzuginglich.

Daraus ergeben sich einige Fragen zur Ikonogra-
phie. Erstens, das gesamte Programm misste der
Zeremonienmeister (damals war es Paris de Grassis)
akzeptieren; zweitens, die Erzdhlung in einzelnen
Szenen sollte die Grundelemente der Liturgie und
das Zeremoniell berticksichtigen; drittens, die Aus-
gewihlten Darstellungsmomente sollten insofern
wesentlich sein, als die Ubermittlung der konkreten
Darstellungen zweifellos klar wire.

» Der Begriff ,,Hofgesellschaft benutze ich nach Elias, aber
etwas vereinfacht. Sieche ELIAS, N.: Die hifische Gesellschaft.
Neuwied 1969.

# Siche DYKMANS, M.: L'Oenvre de Patrizi Piccolomini on le

cérémonial papal la premiere reanaissance. Bd. 2. Citta del Vaticano

1982.
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Deswegen sind die einzelnen Hauptgemilde
eine Synthese einiger liturgischer bzw. zeremonieller
Akten. Raphael ist es gelungen, in den einzelnen
Szenen die Spannung zu konstruieren, und gleich-
zeitig das Kulminationsmoment entsprechend zu
betonen. Zum Beispiel in der Szene der Krénung
Karls d. Groflen scheint eine konkrete Sequenz
aus der Kronungszeremoniell anzuklingen: ,,Acczpe
signum glorie...

Infolge solcher Eingriffe sprechen die einzelnen
Szenen den Betrachter an, und ihre Ankntpfungen
rufen das Grundwissen hervor. Sie sprechen den
Zuschauer an, mit fast exakten in Bild umgestal-
teten Zitaten oder Devisen, die fliir die hofische
Gesellschaft, und vor allem fiir den papstlichen Hof,
offensichtlich waren.

Zwischen der Stanza Heliodors und der Stanza
des Brandes wurde das privatissimum der papstlichen
Tagesaktivitit platziert. Es ist schwer zu entscheiden,
was flir eine Bestimmung hatte diese Camera in der
Mitte unter Nicolaus V. und unter seinen Nachfol-
gern bis Julius II. Man kann nur vermuten, dass
diese Funktion analogisch zu jener war, die in piano
inferiore die entsprechende Sala im Borgia-Apartment
erfullte.

Julius IL. lieB den Zwischenraum, vielleicht wegen
einer giinstigen Lokalisierung, also wegen der Nihe
zum cubienlum, in eine ausschliefSlich private Bibli-
othek umwandeln. Er war im Grunde genommen
noch unzuginglicher als die verschlossene bzbliotheca
secreta und pontificia, die sich im Parterre des Nord-
fligels befand.®® Der ,ciserne Greis“ freute sich
tber diesen ungewohnlichen Raum sehr kurz. Nach
seinem Tod, und der Auswahl Giovanni de Medici
zum Papst als Leo X., akzeptierte der neue Bischof
von Rom die Bestimmung des Raumes und berei-
cherte seine Funktion geringfiigig, in dem er hier ein
Musikkabinett errichtete, was die Intarsiendekoration
auf die Tturen betont.

» Die Ridume in piano superiore des Nicolaus-Baues dienten vor
allem als Gistewohnungen. Siche ZUCHOWSKI 1999 (wie
Anm. 1), S. 187-188.

% Unter dem Saal Konstantins (pzano superiore) und Sala dei Pon-
tefici (piano inferiore). Dazu siche CLARK, J. Wi: The Vatican
Library of Sixus IV. In: Proceedings of the Cambridge Antiguar-
ian Society, 10, 1898 — 1899, S. 1-52, hier S. 12; REDIG DE
CAMPOS 1967 (wie Anm. 1), S. 57-63.



Ahnlich wie bei den Dekorationsprogrammen
der meisten Renaissancestudios und -bibliotheken
haben wir in der Stanza della Segnatura mit einer
komplizierten und mehrdeutigen Ikonographie zu
tun, die zu zahlreichen unterschiedlichen Interpre-
tationen verleitet. Im Falle der benachbarten Riume
scheint die Quelle offensichtlich zu sein, es waren
die Liturgie, die Heilige Schrift, Viten der Pipste,
das Zeremoniell und eventuell deren Exegesen.
Das Entziffern der Symbolik in der Stanza della
Segnatura erfordert sowohl das christliche als auch
das klassisch-antike Wissen. Das Programm dieses
Raumes schreibt sich nur teilweise ins Programm
der iibrigen Rdume ein und es war ein Effekt der
konkreten Bestrebungen des Auftraggebers.

Schlussbemerkungen

Die einzelnen Darstellungen analysierend, versu-
chen die Forscher mehr (die Stanze) oder weniger
intensiv (Saal Konstantins) die physiognomischen
Ahnlichkeiten zwischen den dargestellten Figuren
und reellen Personen, vor allem denen aus dem ho-
fischen Kreis, herauszufinden. Es ist schwer zu ver-
stehen, wozu solche Entdeckungen dienen sollten.
Sie dndern die Aussage der einzelnen Darstellungen
kaum und verwirren die Interpretation. Es ist nicht
bekannt, welche jener Ahnlichkeiten bewusst und
welche unbewusst sind.

Man kann sich schwer vorstellen, dass die
Darstellung bestimmter Zahl der Personen, die
wihrend der fiinfzehn Jahre durch das papstliche
Hof voriiber gezogen sind, oder, die dem Maler
bekannt gewesen sind, das Hauptziel gewesen
wiren. Freilich, die Malereien werden durch ihr
Programm wesentlich, und dieses wurde dank der
Anwesenheit der historischen Personen wie Kardi-

nile, Palafrenieri, den Papst usw., mit bestimmten
Kleidungen angezogen, konkretisiert. Eben ihre
Anwesenheit in bestimmten Situationen betont die
einzelnen Darstellungen. In einigen Fallen, um die
jeweiligen Zweifel zu beseitigen, wurden zusitzliche
tituli hinzugefiigt. So geschah beispielsweise in der
Papstgalerie und bei den Personifikationen im Saal
Konstantins, bei einzelnen Heiligen, bei Platon und
Aristoteles in der Stanza della Segnatura. AuB3erdem
ist die Ikonographie einiger Personen manchmal mit
den Attributen erginzt.

Raphaels Konzept erreicht das Uberzeitliche
wenn auf dem Niveau des ikonographischen Pro-
gramms gelungen ist, sich von den Akzidenten zu
befreien. Die Akzidente, die tiber das Jetzt sprechen,
scheinen anfangs sehr wesentlich, besonders fiir die
Dargestellten zu sein. Manchmal bezeugen sie nur die
Sympathien oder die Antipathien der Maler. In der
vatikanischen Dekoration bilden die Namen und die
Wappen der Pipste eine Systemausnahme tiberhaupt.
Sie bauen doch eine Kirchengeschichte auf, die mit
dem hl. Petrus als erstem Papst ihren Anfang nehmen
und die Bedeutung des Bistums Rom bestitigen. Es
ist kein Zufall, dass die Szenen aus dem Leben des hl.
Petrus, darunter die den Treppenlauf in piano superiore
schlieBende Darstellung der Schlisseliibergabe sich
unter den Wanddarstellungen in Cordonata, also im
von Bramante entworfenen Haupttreppenhaus der
Residenz, befanden.”” Kurz gesagt: die Erzihlung des
piano superiore beginnt mit den Worten: ,, Tw es Petrus, et
super hane petram aedificabo ecclesiam means (Mt. 16.18)
und endet mit den Medici Wappen und den Devisen
dieser Familie in den Stanzen. Das Programm des
Konstantins-Saales ist als eine Rekapitulierung der
alten Geschichte des Papstes und als eine Ankiin-
digung der neuen Ara gemeint, wo die Medicis die
Hauptrollen spielen.

T TAJA, A.: Descrizione del Palazzo Vaticano. Roma 1750.
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Uvazovanie nad interpretacnymi moznostami nastenného maliarstva.
Vatikanske stanze ako priklad

Resumé

Tzv. Vatikanske stanze s mimoriadne vhodnymi
objektmi na skimanie fenoménu nastenného maliar-
stva. Sala di Costantino, Stanza di Eliodoro, Stanza
della Segnatura a Stanza dell’Incendio, z vicsej casti
vymalované medzi rokmi 1508 — 1524, pontkaju
moznosti analyzovat’ tak konkrétne mal'by a vy-
zdobné programy jednotlivych miestnosti, ako aj
komplikované vizby medzi nimi. Nastenna mal'ba
sa od tabulovej malby ¢i malby na platne vyrazne
lisi. Stena je jednym z prvkov architektonického
systému a analyza malieb by bez zohl'adnenia tohto
systému nebola uplna. Sala di Costantino slizila pod-
a najnovsich vyskumov ako velka jedalen, Stanza
di Eliodoro ako mala audiencna miestnost’, Stanza
della Segnatura ako sikromna kniznica, respektive
hudobna miestnost’ a Stanza dell’Incendio ako mala
jedalen a zasadacia miestnost’ Segnatury.

Steny ohranicuju a delia architektonicky priestor,
organizuju pohyb vo vnutri stavby. Komplikovana
architektira rezidencie sa z dévodu jej ideologické-
ho statusu podriaduje ceremonialnym potrebam.
Nastenné mal’by dokazu primarny charakter stien
podstatne menit’ a tym aranzovat’ nové priestorové
suvislosti. Steny s vaimané ako pevné struktary, no
nastenné mal'by dokazu tento vnem premenit’ na
pocit nepevnosti az efemérnosti. V analyzovanom
komplexe hraja dolezita tlohu aj dlazby a klenby.

Kvoli realizacii svojich zamerov iniciovali maliari
aj niekol'ko $pecialnych prestavieb. Boli zvicsené
dverné otvory, zvysili sa okna zo strany Belvedéru
a prerazili nové okenné otvory v Stanzi di Eliodoro
a Stanzi della Segnatura. Okna Stanze dell’Incendio
boli prestavané na franctuzske. Prestavby zmenili
architektonicky vyraz palaca, hlavne vsak vytvorili
priaznivejsie podmienky pre umelcov: vznikli nové
plochy pre malby a vnatorny priestor vhodny pre
planovany dekorativny program.

Nastenné malby mozno vnimat’ predovsetkym
v pohybe. Ten ovplyviiuje aj sposob ich vnimania.
Vnutorna architektdra vytvara organizovany priestor,
vhodny pre pohyb obyvatela aj navstevnika. Ked’Ze
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vsetky priestory boli volne pristupné, zda sa, ze komu-
nika¢ny systém mal pre divaka rozhodujuci vyznam.
Komunikac¢ny poriadok je budovany najma prostred-
nictvom dlazieb a dveri. Iba Stanza della Segnatura
bola zo systému analyzovaného komplexu vylucena,
samozrejme s vynimkou v pripade papeza a jeho dvo-
ra. Pristavany nosnik umoznil prechod medzi Salou di
Costantino a Stanzou dell’Inzendio, z ceremonialneho
hl'adiska previazanych ako velka a mald jedalen. AZ po-
chopenie komunikac¢ného systému umoznuje polozit’
otazku, ¢o a za akych podmienok navstevnik vidi.

Uplnost’” vhemu mozno dosiahnut’ len t'azko.
Vzdy st totiz pritomné rozlicné obmedzenia, v pri-
pade nastenného maliarstva predovsetkym vzdia-
lenost’, vel'kost’ detailov a osvetlenie. Co sa tyka
divaka, predpokladom spravneho pochopenia diela
je jeho zodpovedajuce teologické vzdelanie. Pri roz-
miestneni jednotlivych malieb sa prihliadalo nielen na
ich fyziologické danosti, ale aj intelektualny obsah.
Niekedy st do zorného pola vtiahnuté skutocné vy-
javy, napriklad vyhl'ad z okna v Stanzi della Segnatura
na Belvedér, doplnujuici scénu s Parnasom.

Pri pohybe priestorom sa vynara problém pre-
chodovych zon. Tieto zony maju charakter relativne
uzkych tsekov komunikacného systému, z ktorych je
mozné vidiet’ nastenné malby v dvoch susediacich
miestnostiach. Divak dokaze v kratkych obrazovych
sekvenciach pozorovat’ oba vyjavy naraz. Analy-
za stanz{ a Konstantinovej saly nazorne ukazuje
doblezitost’ takychto priestorov pri komponovani
nastennych malieb.

Ak by vsak vyznam analyzovanej architektary
bol iba nepatrny, vietky vyssie zmienené otazky by
stratili vyznam. Osobitost’ miesta dava nastennym
mal’bam zmysel — mal’by mozno analyzovat’ iba v ich
architektonickom kontexte. Ceremonial, s ktorym je
previazany obrazovy program, sa odohrava vylucne
v ramci konkrétnej architektiry. Na seba nadvizujice
miestnosti tento program ideologicky komentuju.
Dejiny papezstva a statusu papeza sa odvijaji v roz-
manitych, no navzajom previazanych naraciach.

Preklad 2 nemdiiny M. Hrdina
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Lost in Translation. The Iconographic
Tradition and Visual Transformation of an Antique Fable

Lubomir KONECNY

Lt is pueris decantatum that works of art — primarily
but not exclusively works of decorative arts — are
often tied to printed prototypes. One such example
is the point of departure for this brief study. Here,
my approach shall be “crab-like”: moving from the
youngest to the oldest artworks under discussion in
order to reconstruct — in this case backwards — the
fate of one, virtually unknown, iconographic tradi-
tion. This study will also demonstrate how at times
the courses and interpretations of iconographic
themes can be complex and difficult to trace, and
how easily we can be swayed to conclude that a case
is so simple and straightforward that there is in fact
nothing to resolve.'

In the year 1957, Erwin Neumann (then curator
of the collection of decorative arts at the Kunsthis-
torisches Museum in Vienna) published a study in
which his primary goal was to address the authorship
of the so-called pietre dure mosaics created from pre-
cious stones at the end of the 16™ or the beginning
of the 17" century at the Medici court in Florence
and at the court of Emperor Rudolf II in Prague.

! To date, this issue has not received adequate attention; thus,
see at least the systematic study of DE CHAPEAUROUGE,
D.: Wandel und Konstanz, in der Bedeutung entlebnter Motive. Wies-
baden 1974.

> NEUMANN E.: Florentiner Mosaik aus Prag, In: Jabrbuch der
Kunsthistorischen Sanmilungen in Wien, 53 (Neue Folge, 17), 1957,
pp. 157-202, here p. 171, fig. 201; pp. 185, 199, No. IIL. 3.
See also VINCENT, C.: Prince Karl I of Lichtenstein’s Pietre
Dure Tabletop. In: The Metropolitan Musennm: of Art, 20, 1987,
pp- 157-178, here pp. 165-168, figs. 6-7; B. B. [B. BUKOVIN-
SKA]. In: Prag um 1600. Kunst und Kultur am Hofe Rudolfs 11.

Neumann attributed the mosaic listed as Inv. No.
3397 in Vienna [Fig; 1] to the Milanese stone cutter,
Giovanni Castrucci,” who was active in Prague in the
years 1598 — 1615; Neumann also identified one of
Johann Sadeler I's engravings as the model for this
work [Fig. 2].> A comparison of the mosaic with its
printed predecessor reveals the compositions of the
two landscapes to be more or less analogous. How-
ever, there are a number of minor, yet also significant
differences between the two which are important to
an interpretation of both works. For instance, the
mosaic is missing a kneeling male figure (situated on
the bottom left of the print) who clasps his hands
in a gesture of supplication. Also absent here is a
farm wagon loaded with a large barrel and pulled
by two oxen being “led” by a horse. This grouping
is depicted — though on a much smaller scale and
with some changes — in the Castrucci mosaic in the
background to the left. Similarly, in the print we can
see that the bridge, which is the central motif of
the depicted landscape, has at its foot the lion of
Venice; in contrast, Castrucci’s work shows instead

[Exhib. Cat.] Freren 1988, pp. 514-515, Cat. No. 388; R. D.
[R. DISTELBERGER]. In: Rudolf 1I. a Praba. Cisarsky dvir
a regidencni mésto jako kulturni a duchovni centrum stiedni Evropy.
[Exhib. Cat] Eds. E. FUCIKOVA et al. Prague — London
— Milan 1997, p. 485, Cat. No. II. 65, where there are refer-
ences to other, but for this study less relevant literature.

> DE HOOP SCHEFFER, D.: Hollstein’s Dutch and Flenish
Etchings, Engravings and Woodeuts ca. 1450 — 1700, XXI-XXIIL
Aegidins Sadeler to Raphael Sadeler. Amsterdam 1980, No. 583;
DE RAMAIX, I (ed.): The l/lustrated Bartsch, 70. Johann Sadeler
I. New York 20006, pp. 139-140 (No. 7001.526).
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an obelisk with the coat of arms of Emperor Rudolf
IT on its socle. What can therefore be concluded is
that while the engraving was produced in Venice
(the inscription in the lower right-hand corner also
states “loan/n]l Sadelero [. 1V enetia 1599”), the mosaic
was commissioned either by or for the Emperor,
probably before the year 1611.*

Another inscription on Sadeler’s print informs us
that “Lodovico pozzo inne[nfit Trenis”. The author of the
model used by Sadeler was hence Lodewijk Toeput,

* This is corroborated by an entry in the 1607 — 1611 inventory
of the Prague Kunstkammer, which was last cited by BUKOV-
INSKA 1988 (see in note 2), p. 514: “Lin groff Quadretto von Joh.
Castruzzi handt, von harten Stainen, darin ein Furman mit geladenen
wagen und eine Gulia [obelisk], daran des Romischen Kaysers wappen
it dem Adler, Kron und Fliiff [(golden) fleece].” Another entry
in the inventory mentions a similar mosaic that is also in the
KHM (Inv. No. 3002), declaring it to be “Empfangen 23. Aug.
161717,

For a brief yet reliable overview of his life and works (includ-
ing a bibliography), see GERSZI, T.: Toeput, Lodewijk. In:
Dictionary of Art.Vol. 31. Ed. J. TURNER. London 1996, pp.
70-71. Also see infra note 6.

¢ DOBROKLONSKY, M.: Further Drawings by Pozzoset-
rato. In: Old Master Drawings, 9, 1934 — 1935, pp. 39-40 and
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1. Giovanni Castrucci:
Landscape with Obelisk.
Vienna, Kunsthistorisches
Museum.

who was born around the year 1550 in the Flemish
town of Mecheln, but who, from about 1573, was
active primarily in Treviso, where he was known
under the Italian name Lodovico Pozzoserrato; he
died in Treviso in ca. 1603 — 1605.° Toeput’s draw-
ing [Fig. 3], according to which Sadeler produced his
print in 1599, is currently held in Saint Petersburg’s
Hermitage Museum; it was first published in the year
1934, with several publications following thereafter.®
This work and Sadelet’s copperplate engraving are

Pl 39. See also MENAGAZZI, L.: Ludovico Pozzoserrato
(il Pozzoserrato). In: Saggi e Memorie di Storia dell’Arte, 1, 1957,
pp. 167-223, esp. pp. 197-198 and 199, fig. 53; FRANZ, H.
G.: Eine unbekannte Zeichnung des Lodewijck Toeput gen-
annt Lodovico Pozzoserrato. In: Jahrbuch des Kunsthistorischen
Instituts der Universitit Graz, 2, 1966 — 1967, pp. 77-83, esp. p.
79; MENAGAZZI, L.: Grafica del Pozzoserrato. In: Toeput a
Treviso. Lodovico Pozzoserrato, Lodewijk Toeput, pittore neerlandese
nella civilta veneta del tardo Cinguecento. Atti del seminario, Treviso, 6
— 7 novembre 1987. Eds. S. MASON RINALDI - D. LUCIANIL.
Asolo 1988, pp. 65-69, esp. p. 67 and fig. 5; GERSZI, T.: The
Draughtsmanship of Lodewijk Toeput. In: Master Drawings, 30,
1992, pp. 367-395, esp. p. 374. For an account of the artist’s
drawings, see also SALMINA, L.: Vnov opredelennyije risunki
Poccoserrato. In: Soobstenija Gosudarstvennogo Ermitaga, 24,1963,
pp. 17-19; MENAGAZZI, L.: Disegni di Lodewijk Toeput
detto Pozzoserrato. In: Bulletin des Musées Royaux: des Beanx-Arts



2. Johann Sadeler after
Lodewijk Toeput: Iand-
scape with Wagon and
Ox-Driver. Repro: DE
RAMAIX 2006 (see in
note 3), No. 7001.526.

nearly identical, confirming that the former was used
as a prototype for the latter. What, however, can be
said about the text? It states:

Rustice vis mersum coeno, subducerre plaustru/m],
Atglue] id ut efficias nil nisi vota facis:

O nimium simplex: operi accingaris oportet,

Et feret optatam tunc tibi numen ope/m).

(Peasant, you want to pull out the wagon that
has become mired in the mud;

and to accomplish this, you do nothing but
pray.

Yet it is simple; set yourself to the task

And god will grant you the assistance for which
you ask.)

de Belgique, 13, 1964, pp. 187-196; GERSZI, T.: Recent Con-
tributions to Lodewijk Toeput’s Ocuvre of Drawings. In: Ex
Fumo Lucem. Barogue Studies in Hononr of Kldra Garas Presented
on Her Eightieth Birthday. Ed. Z. DOBOS. Budapest 1999, pp.
89-96; ARTEMIEVA, 1.: Nuove aggiunte al corpus grafico
del Pozzoserrato. In: Omaggio secondo all'arte veneta nel ricordo di

Rodolfo Pallucchini. Montefalcone 2000, pp. 115-117.

Haarbice sir mermumn como i

At id wt efficiar vl nisi vot

2 eperi dccmgaris b
E:_fover optatam tions tibi mamen opé.

suftedd, O nemizom sy

The identity of the author of this textis unknown;
in accordance with the majority of contemporary
practices, the text was most probably appended to
the central scene additionally, after its transfer into
the printed medium.” That does not mean, how-
ever, that the author of the pictorial composition
did not understand its meaning. The represented
scene is described in the first two lines of the verse,
while the other two lines convey a moral message.
Pozzoserrato’s drawing corresponds to the text in
a generalized yet direct manner. Castrucci’s relief
adheres to the text’s narrative to a lesser degree,
seeing as it is missing the protagonist: the praying
farmer. All other components of the “story” remain,
though without the figure their meaning becomes
indecipherable.

" In relation to this issue, consider Elisabeth Mac Grath’s
excellent case study — MAC GRATH, E.: Rubens’ Susanna
and the Elders and Moralizing Inscriptions on Prints. In:
Wort und Bild in der niederlindischen Kunst und Literatur des 16.
und 17. Jabrbunderts. BEds. H. VEKEMAN — J. MULLER
HOFSTEDE. Erftstadt 1984, pp. 73-90.

217



What remains to be asked is whether hidden

beneath this story is a text that could have been
the source for Toeput’s drawing and thus also — if
indirectly — for Sadeler’s engraving and, to a certain
extant, for Castrucci’s relief.® Scholarship that takes
up these three works is markedly neglectful of the
works’ iconographic elements and their sources; in-
deed, when the literature does attend to this aspect
of the works, it does not move beyond vague and
unsupported references to Aesop and his fables.
Nonetheless, these references need to be set right and
clarified, since antique fables represent an extremely

& Asan example, I would like to draw attention at least to DE
RAMAIX 2006 (see in note 3): “River Landscape with Mytho-
logical Scene. .. Part of Emblemata copied after Andrea Alciati”
—N. B. Under the title Emblemata varia, Princeton University
Library has in its collections a “Sez of ten large prints showing
Alciati emblem motifs in landscape and architectural settings. Engraved
by Joannes Sadeler and others; corresponding to the Iyon, 1600 edition.
Collected by Sir William Stirling-Maxawell; with his elucidating notes.”
—HECKSCHER, W. S. - SHERMAN, A. B. - FERGUSON,
S.: Emblem Books in the Princeton University Library. Short-Title Ca-
talogue. Princeton 1984, p. 3, No. 45 ([Ex] N7710. A35.1874f)).
In his notes, Sir Stirling-Maxwell identifies the relation betwe-
en individual prints in this collection and Alciati’s emblems
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3. Lodewijk Toeput:
Landscape with Wagon
and Ox-Driver. St. Pe-
tersburg, The State Her-
mitage Musenn.

diverse assortment of material that was grouped and
edited in a variety ways. In the 2°¢ century AD, one
of the few major authors/editors of original fables
was the Roman, Babrius. The account of his contri-
butions to the fable tradition is complicated but also
significant.” It is not surprising that numbered among
“his” 145 fables is the story of the farmer and the
wagon that became mired in a muddy track:

Heracles and the Ox-Driver
An ox-driver was bringing his wagon home from
the village when it fell into a deep ravine. Instead

(for a recent study and references to further literature, see
KONECNY, L.: Adaptations of Alciato’s Emblems by Jan
and Raphael Sadeler. In: Studia Rudolphina. Bulletin of the
Research for Visnal Art and Culture in the Age of Rudolf 11, 10,
2010, pp. 129-143). However, in the case of the “Ox-driver,
wagon and Hercules”, he refers to Faerno’s fable collection
(see infra), which prompted me to write this text.

For Babrius’ place in the literary tradition of fables and for
a translation of his works, see in particular PERRY, B. E.:
Babrins and Phaedrus (=Loeb Classical Library, 436). Cambridge
(Mass.) 1965.



of doing something about it, as the situation
required, he stood by idly and prayed for help to
Heracles, of all the gods the one whom he really
worshipped and held in honor. Suddenly, the god
appeared in person beside him and said: “Take hold
of the wheels. Lay the whip on your oxen. Pray to the
gods only when you are doing something to help yourself.
Otherwise your prayers will be useless.””""

Babrius’ fables also became the subjects of fur-
ther translations, adaptations, and interpretations.
Among these, one of the most notable is a collection
of fables put together by the Cremonese humanist
and nephew of Pope Pius IV, Gabriel Faerno (1500
— 1561). Faerno’s collection, which was published
posthumously in Rome in 1563, includes, under No.
91, the fable “Bubulcus & Hercules” — the same fable
that in Babrius’ work is listed as No. 20. Faerno first
translated Babrius’ Greek text more or less faithfully,
but as the title of his book indicates, the fables are
Carminibus explicatae. The explication or epimythium
relevant here reads as follows:

Vigilando, agendo, providendo quod possis. Paratur e/x]
caelo favor.

Bubulens onustum lignis planstrum donmm agebat: guod
cum in lutosa via & salebris haereret & retineretur,
coepit ille otiose astans Deos Deasque anxilium advo-
care, praesque caeteris, quen maxime proprer celebratum
vilgo robur colebat, Herculem. Tum illi se Herculem
conspiciendum obtulisse ferunt, & his verbis corripuisse
stolidan: ignaviam ipsius: rotis manus, o Bublulce, applica,
& stimulum bobus admove, & Deorum deinde opemr
poscito, ne si tu cesses, Dii frustra invocentur. Unde &
Peoverbinm natum:

Manum admoventes invocate Numina.

Et hoe:

Aliquid & ipse agens fac invoces Deos."!

(The favor of the gods is gained with vigilance,
action, and prudence.

An ox-driver was driving home a wagon loaded
with wood; when he got stuck on the muddy and
rocky path, he did nothing but call upon the gods

10 Thidem, p. 31, No. 20.

BXx ANTIQVIS DELECT £. 17§

Bubulcus & Hercules.

4. Pirro Ligorio: Bubuleus and Hercules. Repro: Centum Fabulae...
Bruellis 1682.

and goddesses — particularly Hercules, whom
he honored above all for his renowned strength
— to come to his aid. Apparently Hercules then
appeared and rebuked him for his foolish lazi-
ness with these words: ox-driver, push the wagon
with your own hands and urge on your oxen and
only then ask for the help of the gods. If you are
idle, in vain will you call upon the gods. Hence
the proverb:

Summon the gods by taking action yourselyes.

And also:

Invoke the gods’ belp by helping yourself.)

Faerno’s Hundred Fables was accompanied by an
equal number of illustrations, which were produced
by the painter, architect, and expert in antiquities,

" Here cited according to Centum fabulae ex antiquis scriptoribus
delectae, Et a Gabriele Faerno Carminibus explicatae. Bruxellis 1682,
pp. 175-176.
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Pirro Ligorio (ca. 1510/1514 — 1563)."* Ligorio’s
illustrations were subsequently used in several later
editions which contained Babrius’ fables [Fig. 4].
The lower section of Ligorio’s composition shows a
heavily laden cart moving in from the left, pulled by
a pair of oxen. In the background to the right, sitting
below a large tree, is Bubulcus; with his arms spread
in supplication he turns to Hercules, who sits among
the clouds. Notably, the key to comprehending the
scene resides in the text, as it is not evident that the
wagon has sunk into the mud.

So what is the facit of the analysis above? The
thematic group discussed here begins its documented
existence sometime in the 2™ century AD with a
fable composed by Babrius, a Hellenized Roman
working as a tutor for a royal family in one of the
eastern Roman provinces. That does not exclude the
possibility, however, that he was himself influenced
by an older oral tradition. Handed down, edited
and translated, the fable endured over the next few
centuries, always with its original message: “Only ask
the gods for aid when you yourself take action; otherwise, you
entreat in vain!” Around the year 1560, one of these
translations was written by Babrius’ commentator,
Gabriele Faerno, while a visual supplement to the
verses was created shortly thereafter by Pirro Li-
gorio. It is likely that Ligorio’s illustrations inspired
Lodewijk Toeput/Lodovico Pozzoserrato; Johann
Sadeler’s engraving from the year 1599 was then a
faithful reproduction of the latter’s drawing. Sadeler’s

2 See MANDOWSKY, E.: Pirro Ligorio’s Ilustrations to
Aesop’s Fables. In: Journal of the Warburg and Conrtantd Institutes,
24,1961, pp. 327-331. For more on this artist, see COFFIN,
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print was subsequently used by Giovanni Castrucci
— before the year 1611 — for one of his pietra dura
reliefs. A comparison with the other works in this
iconographic group reveals that on its own, Castruc-
ci’s relief is unintelligible. Although almost all of the
elements of the original fable and its iconographic
tradition have been retained, the most significant
of these has been “lost in translation” — translation
both intertextual and intervisual. In the beginning,
there was a fable with the message: “He/p comes to
those who help themselves”; at the end came a landscape
seemingly void of any meaning.

Despite the narrower scope of this article, I am
indebted to a number of friends and colleagues for
various forms of assistance throughout the research
and writing process. Above all, I am grateful to
Beket Bukovinska (for bringing to my attention the
Castrucci mosaic and the attendant literature), as well
as to Ivo Purs and Jakub Hlavacek (for help with the
Latin texts). I would also like to thank Steven Fergu-
son from Princeton University Library. I am indebted
to my colleagues at the library of the Institute of Art
History of the Academy of Sciences of the Czech
Republic, who took on numerous time-consuming
tasks that were vital to the completion of this text.
And last but not least, I owe my gratitude to Joan
Boychuk (University of British Columbia, Vancou-
ver) for having translated this article into English.

English transiation by ]. Boychuk

D. R.: Ligorio, Pirro. In: Dictionary of Art (see in note 5), Vol.
19, pp. 379-373 (includes an extensive bibliography).



Ztraceno v prekladu.
Ikonograficka tradice a vizualni promény jedné antické bajky

Resumé

Zamérem této studie je ukazat jak komplexni
mohou byt interpretace nékterych ikonografickych
témat. Neni-li jejich tradice dostatecné znama, mui-
zeme byt snadno svedeni ke konstatovani, ze vse je
ocividné a tedy neni co fesit.

Zde analyzovana ikonograficka skupina zacina
svou existenci ve 2. stolet{ n. 1. Babriovou bajkou
Bubulens & Hercules, ktera byla pozdéji piejata do
sbirky sestavené Gabrielem Faernem a vybavené
ilustracemi Pirra Ligoria (1563). Tento text nasledné
inspiroval kresbu Lodewijka Toeputa (Lodovico

Pozzoserrato), na jejimz zakladé¢ vytvofil roku 1599
rytinu Jan Sadeler. Jeho graficky list pak pouzil pfed
rokem 1611 Giovanni Castrucci pro svou Krgjinu s
obeliskem, reliéf vytvoteny technikou pretra dura pro
cisate Rudolfa II. Témeér vsechny elementy ptvodni
bajky a jeji ikonografické tradice sice ztstaly na tomto
reliéfu zachovany, ale to nejpodstatnéjsi (modlici se
vozka Bubulcus) bylo ,,ztraceno v ptekladu / lost
in translation®. Na pocatku byla bajka s poselstvim:
wPomog si sam a bude 'Ti pomogeno™, na konci krajina,
ktera se zda byt prosta jakéhokoliv vyznamu.

221



STUDIE / ARTICLES

ARS 44, 2011, 2

Iconosophy.
The Relationship between Colour Theory and Iconography
(Goethe and Turner. The Labyrinth of Word and Light)

Ricardo PINERO MORAL - Yvonne zu DOHNA

Introduction

Iconography is considered to be the central
feature of artistic analysis, pivotal in its objective
quality for any discussion about a work of art.! The
critic who interprets a work of art with the method
of iconography already assumes that the work of art
is a document of a specific nature, defined by texts,
and independent from the work of art itself. That
means the image follows a specific aesthetic style:
the one of illustration.

This means analysing the work of art within an
already fixed and defined parameter, as if art is only
a historical document. We see the work of artin a
specific moment in history, within a specific theo-
logy, philosophy, and well-defined social and tech-
nical circumstances. This way art becomes a mere
representation of iconographic, socio-historical and
national, popular facts.”

By focusing on colour, on the other hand, we
might discover that iconography is not as objective

' ROSENBERG, R.: Einleitung, In: Kunsigeschichte — aber wie?
Zehn Themen und Beispiele. Eds. C. FRUH — R. ROSENBERG
—H.-P. ROSINSKI. Betlin, 1989, p. 8. Rosenberg says that the
methods of the art historians are already determined by their
intellectual and spiritual background, their personal vision of
the world and their ideologies. Their specific comprehension
of the world influences their interest in a single dimension
of the reality of art and determines their questioning and
methodological procedure. The same findings in a work
of art, a formal characteristic, can bring out different inter-
pretations because all interpretations are based on different
circumstances. The variety of methods — in the short story
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and unchanging as usually believed. Colour indeed
might modify form, but it also moves beyond clas-
sical symbolism and expression, and influences the
very relationship between the content of a work
of art and the emotions and perceptions of the
observer.

This becomes even more obvious with reproduc-
tions. Scale, touch, physicality, true colour, surface,
and depth are all absent, along with any of the
“authority” or “presence” which characterize great
works of art. Reproductions throw more weight on
certain limited aspects of the paintings. They pro-
mote the mistaken idea that “content” regards only
what we call “iconographic” aspects of the work.
Reproductions also promote the false identification
or confusion of a “work” (which has cultural and
historical context) with an “image”, which is divorced
from context.

If we posit that art reveals meanings, and leads
us to experiences which we would not have without
it, then we accept that this leads us to the limit of

of art history —, and the richness of results, and the never
ending new discoveries make clear that it would be absurd
to consider one method as the right one. It seems to be im-
portant to know as many methods as possible to arrive to a
critical approach and to find one’s own way.

> BOEHM, G.: Was heif3t Interpretation? In: Kunstgeschichte...
(see in note 1), pp. 13-27, here p. 14. Boechm says that this
is not a critique on the iconography (we would never do it
without), but a pleading for the complexity of the work of
art and so the necessity to go beyond the iconography.



the traditional scientific method. If we integrate
the observer, we get into other questions about
psychology, perception and reception.” We have to
go beyond the relation of ends and means to grasp
the “unseen” in the work of art.*

Can colour be analysed independently?

This article is an experiment in which the authors
try to define the independent power and language
of colour through a concrete example formed by
a relationship: on one hand the role of Goethe’s
theory of colour, a splendid synthesis of the uses
of colour by the masters, and an influential turning
point in the study of the aesthetic, philosophical
and artistic dimensions of colour, and on the other
Turner’s painting Iight and Colour (Goethes Theory)
— The Morning after the Deluge — Moses Writing the Book
of Genesis [Fig, 1].

In art history, we have already important research-
es on Goethe and Turner which could be divided in
three main streams.

The first is the theoretical aspect of colour
and line in Goethe’s theory, and its influence on
Turner, an aspect which was recently analysed by
Rosenberg.®

A second approach to Goethe’s theory of col-
our and Turner work was placed at the centre of
the famous exhibition in Paris by Lemoine,’ who
attempted to understand how abstraction came to
be invented. His approach centred on the relation
of science and art, trying to grasp how scientific
discoveries influence art.

A third line of analysis is Maurice Tuchman’s
The Spiritnal in Abstract Art from 1986 — based on

> ROSENBERG 1989 (see in note 1), p. 7.

* Max Imdahl invented a method for the interpretation of ab-
stract art. See IMDAHL, M.: Barnett Newman: Who's Afraid of
Red, Yellow and Blue I11. (=Werkmonographien zur Bildenden
Kunst, 147). Stuttgart 1971. Reprinted, without illustrations,
in Das Erbabene. Zwischen Grenzerfabrung und Grofenwabn. Ed.
Ch. PRIES. Weinheim 1989, pp. 233-252. Reprinted again
in IMDAHL, M.: Zur Kunst der Moderne. Gesammelte Schriften.
Vol. 1. Ed. A. JANHSEN-VUKICEVIC. Frankfurt 1996, pp.
244-273. See also IMDAHL, M.: Moderne Kunst und Medien.
Ein Vortrag. In: Das Kunstwerk, 36, 1983, No. 1, pp. 18-21;
IMDAHL, M.: Moderne Kunst und visuelle Erfahrung, In:
Neue Ziircher Zeitung, 15. — 16. 2. 19806, p. 65.

1. . M. W. Turner: Light and Colonr (Goethe’s Theory) — The Morning
after the Deluge — Moses Writing the Book of Genesis, 1843. London,
Tate Gallery.

Kandinsky’s The Spiritual in Art — which discusses
Goethe’s theory of colour and the role of panthe-
ism, developing the spiritual sphere of abstract art,
and exploring the different artistic expressions of
different religions.’

The spiritual, scientific and theoretical discus-
sion on Goethe’s theory and Turner should be en-
riched with this article, which takes a philosophical

5 Turner, Hugo, Moreau. Entdeckung der Abstraktion. [Exhib. Cat.]
Eds. R. ROSENBERG — M. HOLLEIN. Frankfurt, Schirn
Kunsthalle. Miinchen 2007, p. 113. Rosenberg talks about the
beginning of abstraction and the role of colour and line. With
the analysis of his painting and sketches, the author tried to
show the evolution of abstraction in Turner’s ocuvre. He goes
beyond the very profound theoretical analysis of Goethe’s
theory of colour and its role in abstraction and focuses his
analysis on the theoretical role of the line.

S Aux origines de I'abstraction, 1800 — 1914. [Exhib. Cat.] Eds. S.
LEMOINE - P. ROUSSEAU — E. JOLLET - G. ROQUE.
Paris, Musée d’Orsay, 2003 — 2004. Paris 2003.

T The Spiritnal in Abstract Art. Abstract Painting 1890 — 1985. Ed.
M. TUCHMAN. New York 1999.

223



2. Mark Rothko: Red Orange, 1968. Basel, Galerie Beyeler.

approach and attempts to examine the rhetorical
dimension of colour.

How do we perceive the theory of colour which
transcends the iconographic message?

While other colour theories (Alberti, Leonardo,
Bellori etc.) were used by the artists to develop the
perception of the feel of the objects in the painting,
Goethe’s theory of colour goes beyond the mere
definition of the emotional effect of objects, we have
a change of the very philosophy of the painting. The
essential role of the observer for understanding the
painting is theoretically defined in Goethe’s theory
of colour.

Goethe talks about the sensual-ethical effect of
colour, its sensual and meta-sensual actuality. This
means that colour becomes pictorial. Colour appears,
in the moment of viewing it, in its own reality. Colour
does not appear as a “characteristic of” something

8 Cf. KUPPERS, H.: Fundamentos de la teoria de los colores. Bar-
celona 1977.
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else; it appears as itself. But even more, colours exist,
because the observer is involved in the process of
arriving at a consciousness of the picture.

Goethe’s theory is the key to the understanding
of the radical change from the consciousness of the
observer which understands the inner movement of
the represented figures in the painting through the
language of colour, and the capacity of the observer
to feel the deeper universal sense of the iconography
of the painting in his own soul through the language
of colour in form of a self-purification. This means
the “rhetoric of coloutr” finds not only a reality in the
painted figures but also in the soul of the observer.
In Rothko, there are no figures in the painting, and
the expression of colour finds its incarnation not in
the soul of painted figures, but in the observer, who
becomes the figure of the painting [Fig. 2].

This article aims to create a general explanation
of the “emotional-rhetoric” dimension of colour in
showing the relation between iconography and the
theory of colour with a specific example, Turner’s
Light and Colonr (Goethe’s Theory) — The Morning after the
Deluge — Moses Whriting the Book of Genesis. 1t is interest-
ing to note that Turner used this specific style also
for other religious themes. For example in connec-
tion with the Dream of Jacob (London, Tate Gallery),
Turner said that the painting was unfinished, and he
used the back for sketches. The blurred confusion
of the painting reveals a dreamlike nature. In other
works, like The Death on the Horse ILondon Tate Gal-
lery), Turner expressed in an unusual way the topic
of the “Apocalypse”. Death appears like a dreamlike
image, and the only thing which remains are the long
grabbing arms; all the rest vanishes in our mind. This
painting in a way is more prophetic than real. We can
see the same effect in the painting .Ange/ Standing in the
Sun (London, Tate Gallery). In this painting, Turner
combines the beginning and the end of the Bible:
the Genesis and the Revelation. All these examples
show that he does not only invent new iconographic
motives, but with his aesthetics he penetrates into
new dimensions of the iconographic themes. We
call it the iconosophy of colour. We choose the term
because iconography becomes philosophical when
aesthetic theories transform the level of perception

* Cf. KAYSER, Wi Kunst und Spiel. Fiinf Goethe-Studien. Got-
tingen 1961.



of iconographic symbols. So here we aim to show
how the character of the painting changes through
the use of the theory of colour. We feel and hope
that the present article could serve as a guide for
similar interpretations of other works of art.

I. Theory of Colour and Rhetoric

What does “rhetoric of colour” mean? Contem-
porary reflection about art must show how the theory
of colour® can be encompassed within an aesthetic
scenario, both from a theoretical perspective (at-
tending to its aims and goals) and from a practical
point of view (highlighting its strategies and results).
In the long run, we must be aware of the need to
connect art and language,’ and language and light,
noting that it is possible to create and configure an art
of experience that, inevitably, will involve a certain
type of persuasion on both. Colour is considered to
be without form, syntax and pragmatics. From an
analysis of certain aspects of colour theory, here we
shall try to unravel the capacity of colour to com-
municate; its ability to persuade, the “morphology”,
“syntax”, and “pragmatics” of moods, sensation,
feelings, stimulation and settlement, caused on a hu-
man being by the expression of colours. If we can
achieve this, we will be able to show that the theory of
colour can be understood as part of a larger theory
of aesthetic experience, involving not only purely
physical aspects but also stylistic, psychological, and
philosophical matters.

Although colour theory has undoubtedly had a
long and very rich history,'’ our avenue of explora-
tion will mainly focus on studying and commenting
on some of the aspects of the theory of colour pro-
posed by J. W. Goethe."" Even though later scientific
investigation'” has discovered certain errors in that
theory, in his Farbenlehre Goethe offers a rigorous
description of how colour is an element capable of
changing and moulding our view of reality. Thus,
colour is an essential part of the language of the
images, or perhaps a way of using language, and it

10 Cf. BRUSATIN, M.: Historia de los colores. Barcelona 1987.

' Cf. GULYGA, A.: Goethe als Asthetiker und Kunsttheore-
tiker. In: Goethe. Jabrbuch der Goethe-Gesellschaft, 96, 1979, pp.
111-127.

affords an experience, a technique of communica-
tion and persuasion.

According to most works addressing it, colour,
like language, is a multiple entity: it is pigment, light,
sensation, and information. The language of words
makes our brains think, the language of colour makes
our souls feel. These works have usually focused
upon its other aspects, philosophical or artistic, pay-
ing no further heed to the actual identity of colout.”
Colour has been purported to be many different
things, and to a certain extent it can be said to have,
in itself, an identity that is not only aesthetic but also
rhetorical, above all when rhetoric may mean the art
of communication of certain impressions.

The art of speaking well (“etlégein”) in itself
involves a whole theory of experience built out of
a set of strategies that may or may not rest upon
what is so polysemic that philosophers refer to it
as “truth”. The fact is that, even beyond the actual
concept of truth, aesthetics shows how sensibility
refutes, confirms, seduces and transmits impressions
of such calibre that the spectator accepts them with
no further ado. This is the power of the word, indi-
cated by Gorgias when he said “i# s a powerful sovereign
that, with a tiny body and completely invisible, engages in
very divine actions; indeed, the word is able to banish fear,
suppress pain, infuse happiness and enhance compassion” ™
Accordingly, the issue we are addressing is not “the
Truth” in general, but that of the person who feels
emotions and who experiences things. For rhetoric
understood in the traditional sense, the mediation
undergone by the individual is eminently linguistic.
Notwithstanding, if we trust in the existence of a
plastic/visual thetotic (which, among other cultural
spheres, feeds art) such mediation can also be chro-
matic in nature.

It is unquestionable that verbal language seduces
us. However, it is no less true that colour is one of
the most important aspects for the configuration of
experience. Proof of this is that art has always used it
as one of its major elements, not for merely aesthetic
reasons but because artists have always been aware

12 Cf. BERGER, E.: Goethes Farbenlehre und die modernen
Theorien. In: Die Kunst, 23, 1911, pp. 133-141.

1 SANZ, J. C.: E/ libro del colour. Madrid 1993, p. 13.

% GORGIAS: Encominm on Helen, 8, DK 11 B.
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that colour provides information; it communicates
sensations, invites us to approve or disapprove of
something, expresses content, suggests, attracts,
convinces. Aristotle, who can be considered the first
philosopher to have addressed the study of rhetoric
systematically and who was perfectly well aware of the
aesthetic involvement of rhetoric with respect to the
other plastic/visual and literary arts, defined it as “zhe
possibility of theoretically discovering what can elicit persuasion
in each case”.” Indeed, among the different definitions
he uses to refer to rhetoric, all of them have persua-
sion as their basis. If dialectics, one of the two faces
of logic, explores truth and falsehood, rhetoric is the
art of invention, of expression, of ordering, and of
communication, and it is because of this that the
theory of colour is more a rhetorical discipline than
a dialectic one. The possibilities that language can
cover in rhetoric can be conveyed by light through
colour. In sum, our line of enquiry is as simple as this:
words become colours and language is light. Through
wortds, if we are able to unravel their content, out lives
change at each instant in time; they are illuminated
with new contents. Through colours, if we are able
to decode the information they afford us, our world
acquires lucidity. Language and light are two extremes
that convey meaning to our experience.

Rhetoric cannot be understood merely as a dry,
entangled set of rules and principles for speaking
well. It can be seen, from a more open perspective,
as the art of good thinking.'® Speaking well and
thinking properly are the very essence of good com-
munication, and in a way intertwined. And for this,
words, like colours, can show us the way forward to
eloquence, to an attractive form of persuasion. Thus,

5 ARISTOTLE: Ars Rhetorica, 1, 2, 1355b.
16 Cf. CICERO: De Oratore, 1, 17-20.

' Cf. LINDBERG, D. C.: Theory of Vision from Al-Kindi to Kepler.
Chicago 1976.

8 EMPEDOCLES: Frag., 109. In: ARISTOTLE: Met., B 4,
1000b 6. Together with some Pythagoreans, both Empedocles
and Democritus can be considered pioneers in the study of a
primitive theory of colour, as seen in the testimony of Theo-
phrastus (De sens., 73, DK 135 B) and Aetius Aecio (Plac., 1,
15, 3, DK 92 A). They even attempted to clarify which ones
were fundamental and reduced them to four: white, black,
red and yellow.
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words and colours are able to illuminate reason,
awaken the imagination, and bring forth passions
and emotions.

In its strict sense, colour is not pigment; colour is
not light but sensation. We must distinguish between
the physical phenomenon and the subjective impres-
sion. The “protagonist” of the aesthetics of colour
as a plastic/visual rhetoric is the eye. Goethe believes
that the eye possesses a correspondence to light.
Beyond any physiological-scientific consideration,
this eye-light-tandem hints at two aspects that are
crucial for understanding the possibility of a plastic/
visual rhetoric. First, we must note that sight is not
a passive sense, but instead a reactive one, endowed
with a basically active disposition. The eye is not the
passive subject of sight,'” but the active mechanism
of looking,. Just as the ear is a receiving sense, sight
is a seeking sense, essentially inquisitive, mobile and
curious. And Goethe draws a second fundamental
aspect from this characterization: the possibility of
establishing a correspondence between exterior light
and interior light. This correspondence would be
based on the classical adage of Greek philosophy
that tells us that what is similar is known as what is
similar: ... with the earth we see earth; with water we see
water; with air, transparency, and with fire, destructive fire;
with love we see love and with discord, ill-fated discord.”"®

In the ancient world, this axiom was applied in
theories about perception, as the romantic poet him-
self states in the historical section of his oeuvre."”
Plato, Aristotle, Galen and Ptolemy were all eager to
state that “#he manifestation of colonr is governed by a kind
of excchange between an emission from the chromatic object and

the intromission of pneuma of the eye in an active mediun?’ >

1 As is known, the Farbenlehre comptise three parts or sections:
one didactic, another polemic part, and a third historical sec-
tion. The first addresses the basis of the theory itself. In the
second section, Goethe tackles certain aspects of Newton’s
stance on the matter (for this aspect in particular, readers
are referred to the work of BURWICK, E.: The Dammnation of
Newton. Goethe’s Colour Theory and Romantic Perception. Betlin
— New York 1986). And in the third, the author offers us
a short synopsis of the main chromatic theories that have
appeared through history.

* ARNALDO, J.: Introduccién. In: GOETHE, J. Wi: Teoréa de
los colores. Madrid 1992, p. 18.



Perception is the meeting of the eye and the object.
However, from an aesthetic point of view this is an
encounter that can lead to admiration.

Light seduces the eye and the eye attracts colour.
Nobody will refute this direct relationship between
the eye and light; it is harder to conceive of one and
the other as one and the same thing, However, this
conception is easier if we say that there is a patent
light within the eye, which is excited by the tiniest
interior or exterior stimulus. Under the spell of our
imagination we can produce the clearest images even
in the darkness. In our dreams we see objects in broad
daylight; further, when the sight organ undergoes
mechanical stimulation, we see light and colours.”

Thus arises the act of looking: a gaze encom-
passed within a magic, immaterial contact; a sensa-
tion that filters from inside us, producing a given
effect. Colour sight offers “an outflow of forms that
becomes harmonized with sight and is perceptible” > Hence,
looking becomes the condition of the visibility of
colour and shows us that plastic rhetoric, rather than
being a more or less plausible theory, is a fact: the
fact that we are aware of a luminous attraction, a
lucid persuasion.

II. Rhetoric of Colour in Turner

After a general introduction into the meaning of
“rhetoric of colour”, we try to analyse the “rheto-
ric of colour” in Turner’s Light and Colour (Goethe’s
Theory)— The Morning after the Deluge — Moses Writing the
Book of Genesis [Fig. 1]. Together with its companion
piece Shadow and Darkness — The Evening of the Deluge
[Fig. 3], dated 1842 — 1843, they were first exhibited
in 1843 but failed to attract much interest. The crit-
ics felt that Turner wanted to reinforce his image as
an eccentric person. In these paintings, he gives us
two brain twisters, and nobody beside himself could
solve those riddles.”

But indeed Turner with these paintings stands in
the long tradition of classical iconographic repre-

' GOETHE 1992 (see in note 20), p. 64.
2 PLATO: Meno, 76c.
3 Spectator, 13. 5. 1843, quoted after FINBERG, A. J.: The Life of

J- M. W. Turner, R. A. Oxford 1961, p. 396; see also BUTLIN,
M. — JOLL, E.: The Paintings of J. M. W. Turner. 2 vols. New

3. . M. W. Turner: Shadows and Darkness — The Evening of the
Deluge, 1842 — 1843. London, Tate Gallery.

sentations of the deluge although at the same time
going beyond it.

When we look at the painting, we are staring at
the midst of a round light of yellow, encircled by a
dark blue ring, we see Moses and the serpent as a
symbol of the salvation of humanity [Fig; 1]. Beneath
them there seems to be a group of faces. We sense
them but we cannot really describe these figures.
They are merely hints that vanish in the waves of
colours. Turner abandons the language of figura-
tive art; his figures do not depict a body, a form,
they seem instead to be simply creatures of moving
colours. We feel we are entering into a dark tunnel
which opens up at the end to a shining light. We are
thrown into this tunnel like an eddy. Turner is show-
ing the terrifying character of the deluge as a wild
act of air without the typical iconographic symbol
of the deluge, the Ark. Salvation is represented by

Haven 1977, p. 230; Turner, Hugo, Morean... (see in note 5),
p. 327. Another critique can be found in the satirical journal
Punch (a critique about the painting “Ship of the Whaler” in
the exhibition from 1845): ““... if he would call it Whaler, Venice,
Morning, Evening, Afternoon or Night, it wonld be without importance
because we can read one or the other in it.”
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the typical iconographic symbol, but the abstraction
of the figures of Moses and the serpent makes it
difficult to recognize them. So we are thrown into a
movement of colour. Observing the painting feels
like a physical process, purifying in a sense; breaking
through the darkness into the light of the universe.
Andrew Wilton said about the painting that “/ is
like a plate of the dome of a church, where a Theophany is
represented’ ** So we are not confronted with a narra-
tive or symbolic representation of the deluge. Rather
we feel that cosmic salvation is linked to our inner
process of opening ourselves while observing,

Turner’s painting contains a tension which is
caused by an unclear composition, an irritating per-
spective, reduced objects, non figurative language,
strange colours and what we could define in extreme
terms as the representation of nothing but air. How
does the colour talk to us?

The title Light and Colour (Goethe’s Theory) — The
Morning after the Delnge— Moses Writing the Book of Gen-
eszs, invented by the author himself, already shows the
complex relation between iconographic elements and
aesthetics. It is the first time that a painting is called
after a theory of colour and at the same time it refers
to iconographic elements. Already the title announces
a conflict or dialogue between two different fields and
methods, the iconographic and aesthetic.

The article wants to analyse exactly this contradic-
tion. To understand this complexity, we try to find
iconographic examples and aesthetic expressions in
art history which influenced Turner in developing
his own language of colour.

#* ROMBOLD, G.: Das Religiise in der Kunst. Stuttgart 1976, p. 45.

» The text of the deluge is in Genesis, the story of Noah in
the Old Testament (6, 5-9, 17).

% The very eatly images in the Paleo-Christian art represent all
the stories of Noah’s Ark, starting with the announcement
of the deluge and ending with Noah’s sacrifice and thanks.
We find antique elements and mythological sources in early
Christian representations of the deluge. The medieval symbo-
lic language in art was limited to objects which were necessary
to tell the story of the Ark and to transmit the message of
salvation.

o
5

RICHTER, P.: Il diluvio nella storia dell’arte. Indagine
esemplare sul rinascimento e il XX secolo. In: Annali di Stud:
Religiosi, 1, 2000, pp. 37-53, here p. 41.
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I1.1 Cosmic Order and Profanization

Light and Colonr (Goethes Theory) — The Morning after
the Delnge — Moses Writing the Book of Genesis indicates
to a specific iconography: the “Deluge”.” In its rep-
resentations through the centuries, we can recognize
theological, political and cultural modifications start-
ing with a more symbolic meaning® of the deluge
and slowly changing into an apocalyptic vision of the
end of the wotld.”” The upsetting religious character
of the “Deluge” was born with Renaissance art.”®
The deluge was interpreted as a break of the chaos
of the elements into the order of the world.

In the Renaissance, the image became a paradigm
of Creation. This meant that the different repre-
sentations of the deluge were expressions of the
fantasy and free imagination of the artist. So from
that point on different visions of the event were
born, and not only “as a manifestation of a superior
reality of the story of the patriarch”.* For the first time,
the observer could understand the deluge as a power
of nature, in which the invisible Lotd as the creator
becomes understandable in his cosmic order: the
deluge as a natural power is not a catastrophe, but
rather “the story of humanity and salvation”, in which
the subjugation to the dominion of the Lord cre-
ates a tension.”

The penetration of the secular world, the land-
scape, the portrait, architecture and so on into the re-
ligious representations changed the character of the
theme radically. Furthermore the artists combined
other iconographic topics with the “Deluge” and so

B H. HOHL in Lexikon der christlichen lkonographie. Ed. W.
BRAUNFELS. Rom — Freiburg i. B. — Basel — Wien 1968
—1976, Vol. 43, p. 162. The “Deluge” of Paolo Uccello in the
Chiostro Verde in Santa Maria Novella in Florence, completed
in 1450, shows an existential moment of the inner world
representing human fear by means of perspective.

2

3

Ibidem, pp. 31, 41.

=)

3

Ibidem, p. 33.

©

TIETZE, H.: Tintoretto. New York 1948, p. 25. Tintoretto,
in turn, gives the deluge an eschatological meaning relating
it to the Last Judgement, by creating an irrational sphere in

which the human being is caught, in a dramatic dependence
on God.



created their own personal style and interpretations
of the topic.”

Leonardo in his writings and sketches of the
“Deluge” had gone beyond the mere imitation of na-
ture, analysing scientifically the rules and the causes
of natural phenomena like wind, water, air, and so
on. For him it was impossible to paint the deluge
and so he forced his image to the extreme limits of
imitatio. Leonardo made visible what is not visible.
His image was based on nature and imitated the
natural event provoking however emotions stronger
than reality, creating a kind of terror in the observer
with a chaos of lines and forms. In Leonardo, we
do not only find the “profanization” of the paint-
ing: the deluge is announced by a wild and terrifying
nature, but for the first time we can talk about the
independent language of line.

We have also several new studies on the techni-
cal and aesthetic inventions of the independence of
colour in the Renaissance which transformed static
painting into dynamic paintings in which we perceive
the flow of time, especially in Leonardo.

One of the first art historians who talked about
the transformation of iconography through colour
in Renaissance art was John Shearman in his 1992
book Only Connect. He used the term “energia” when
describing this process. He showed how in the ico-
nography of that period we can observe a constant
evolution modifying the expressions of the earlier
compositions.” The figures become more life-like
and nature more dramatic, and represent the power
of colour in paintings. Marianne Koos,” in turn, says
that we can recognize also in the theoretical writings
of the time how the ideal of the “Wirkmacht” (power
of effect) inspired by Aristotle grew in importance.
In the Renaissance, artists were deeply focused on
developing the expression of colour.

In her book Color and Meaning. Practice and Theory
in Renaissance Painting from 19927 Marcia Hall tries
to reveal the language of colour through the analy-

2 EINEM, H. von: Michelangel. Stuttgart 1959, p. 65. Michel-
angelo, instead, represents the universality of the deluge
in the Sistine Chapel but he underlines a cruel aspect, the
desperation of the people, by changing the traditional order
of the narrative images in his cycle.

3 SHEARMAN, J.: Only Connect. Art and Spectator in the Italian
Renaissance. Princeton 1992, p. 66.

o - 7 S
4. Leonardo da Vinci: Deluge over a City, ca. 1515. London, Royal
Library, Windsor Castle.

sis of technique. She follows the seminal studies of
Hetzer on Titian and Shearman on Leonardo, claims
that in art history we are always moving farther away
from the analysis of the work of art in itself. “Socia/
history, studies of patronage and iconography, while provid-
ing valnable context, do not require us to confront the work
as a physical object.”” Her book grew out of the desire
to provide new inspiration and new tools for this
essential mission of art history. Today, she claims,
utilizing the new knowledge generated by the scien-
tific examination of paintings, we can gain a better
understanding of the artists’ techniques. Exploring
the works from the neglected perspective of colour,
she discovers new interpretations of the works of
art. She points out, insightfully, that the idea of the
eternal which had dominated much of the Florentine
painting — the almost Platonic suggestion that what
we see in the picture is immutable because it has
been freed from all accidental qualities — was drasti-
cally transformed with the introduction of oil. The
scene in the painting was meant to depict a particular
moment in the continuum of time, creating a new

#* KOOS, M.: Titian’s Women, Giorgione’s Men? In: Kritische
Berichte, 26, 1998, No. 2, pp. 63-72.

» HALL, M.: Color and Meaning. Practice and Theory in Renaissance
Painting. Cambridge 1992, p. 67.
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sense of presence. Time now passes rather than
stands still, and thus corresponds to the way people
experience it. This profoundly radical change ushered
in a new style, making possible the introduction of
the great dynamic effects of the fifteenth century,
that depended, like theatre, on the ability to control
space and time. The artists now had the means to
influence the way one felt time and space through
the painting. Venetian painters fully developed this
quality by mastering the rendition of atmospheric
conditions.”

Based on the aesthetic inventions in his sketches
for the Deluge, Leonardo had introduced an inner
movement of the waves and wind caused by the ef-
fect of lines and shadows [Fig. 4|. With the reduction
of forms and figurative elements,”” meaning a reduc-
tion of external visible objects, Leonardo succeeds
in making visible an inner action. We do not perceive
the object intellectually the way we would a scene or
a narrative episode, but we feel it.

While Leonardo created those effect in his De/uge
with the lines and non-colour, Turner created the up-
setting and fearful effect with the use of colour. But
there is another difference. Leonardo created a chaos
of wind and clouds. Turner instead led the chaos of
air and clouds in a particular direction by creating a
sort of tunnel. For Turner, the deluge seems to be
more than a power of nature, in which the invisible
God becomes visible in his cosmic order. Turner let
the observer feel the character of the cosmic order,
leading the observer through a tunnel from the chaos
of darkness to an unbalancing light.

% In turn, Rona Goffen in her book Titian’s Women (New Haven

— London 1997) deepens a specific aspect of Titian’s colour
painting: “Titian nonetheless asserts a new kind of dignity and power
Sor bis woman” (p. 126). Goffen reflects upon the limits and
possibilities of painting in that period, based on the prob-
lem between disegno, the Tuscan drawing, and the colorito, the
Venetian painting of colour. Colour and line represent in
the Renaissance two fundamental pictorial conceptions. The
disegno — the concept of beauty — the line, the contour, helps
to define the time of the figure, and the space in which it is
placed. The form, the disegno, is based on the classical rules
of creating the work of art, with classical proportions and
expressions being the norm. Nature should be corrected if
it does not represent the Greek or Roman ideal of beauty.
The colourists instead preferred colour to disegno. They ques-
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I1.2 Mystical and Universal

The most impressive representation of a tunnel
can be found in Hieronymus Bosch’s painting A scent
into the Heavenly Paradise from 1500 in the Palace of
the Doge in Venice [Fig. 5]; close to the frescos of
Tiepolo and Tintoretto, we find the four narrow
paintings: Paradise and Hell, the Fall of the Condemned
and the Ascent into the Heavenly Paradise.

Bosch’s fantastic ideas often broke with traditional
iconography. He provoked forceful interpretations,
which were either admiring or scornful. In Bosch’s
Ascent into the Heavenly Paradise, we see different round
forms which are constantly becoming smaller — one
inside the other — changing from darker green to
a yellow minuscule circle in the background: this
creates a tunnel. This tunnel is surrounded by black
colour. Bosch already knew how to create a depth in
the painting through different tones of green and yel-
low. So we sense that the opening in the background
is deep inside the painting as if it were the opening
into another world.

The observer is drawn into the image, to the
light, which is shining through the tunnel onto us.
Everything strives for light, the rotation of the light
tears up the suspended couple as if by suction: the
angels are accompanied by naked people praying or
kneeling down, stark naked as they were when they
were born into the world. Now it seems that another
birth is lying in front of them, but in the other direc-
tion, out of the world — back to the light!

Angels accompanying the souls of the deceased
from darkness to light is a common image. In legends
and myths, we find this representation where the

tioned classical values and criteria and started to evaluate art
not on the basis of a rigid catalogue of rules, but rather on
the emotions produced by its contemplation. The discussion
between the painting of the line and the painting of colour
turned into a profound discussion about the philosophy of
the painting versus the philosophy of space.

©
el

SEDLMAYR, H.: Artin Crisis. The Lost Center. 1.ondon 1957.
Sedlmayr talks about the pure vision in Cézanne. Looking
only with your eyes and not your knowledge. The eye is awake
and the mind is sleeping. There is autonomy of colour and
form. We see ordinary things in a new, fresh way. Colour no
longer has the function of showing things. Allis intense, new;
however, when our intellect is awakened, all aspects of this
miracle vanish. It is empty, and inhuman.



souls found their fulfilment passing through a cave
or well. In our days, the painting is always connected
with the “Near-death-experience”.”®

The paintings of Turner and Bosch seem so dif-
ferent but the effect is the same. The similarity lies in
the journey from darkness into light, and its connec-
tion with a religious iconography, even though their
religious and aesthetic dimensions are different.

We know that Bosch was critical of visions, and
scorned the visionaries. For him, it was not the sud-
den breakthrough, as in Eckhardt, that was important
but rather the gradual approach to the Lord.”” His
paintings served to describe that mystical process.*
In the circles, which become increasingly clearer from
one to the other, we can physically see the different
steps where angels lead the souls to the light.

An essential difference lies in the fact that Turner
used a sort of “profane” aesthetic language. Turner
changed the grade of reality of the sky. In Hierony-
mus, we have a surreal cosmic environment, a more
dreamlike — surreal representation, while in Turner
we see a natural effect of clouds and sunlight.

Hieronymus uses the more symbolic aesthetic
typical for the Middle Ages," Turner instead com-

* Light does not only produce the experience of colour in the
observer’s eyes, but also the experience of a light-tunnel, if
the observer is moving at a very high speed towards a source
of light. The tunnel does not really exist, but originates in the
observers eye’s — which is due to the so-called “searchlight
effect” or “relativistic aberration”. A person, who travels ata
speed close to that of light, perceives the rays of light coming
from the immediate front. This leads to a tunnel vision with a
bright light beaming at its end. — NIEMZ, M. H.: Ly and C.
Norderstedt 2006, pp. 53-57. The physicist Markolf Niemz
concluded from the reports on near-death-experiences that
the soul is accelerated at the speed of light during the process
of death, when leaving the body with mass behind on earth.
According to Einstein’s theory of relativity, the mass of a
body would become infinitely heavy, if it were allowed to
follow the soul being accelerated at the speed of light.

¥ HAUG, W.: Wendepunkte in der Geschichte der Mystik. In:
Mittelalter und friibe Nenzeit. Uberginge, Umbriiche und Neueinsiitze
(=Fortuna vitrea, 16). Ed. W, HAUG. Ttibingen 1999, pp.
357-377.

“ The theory of the image and the spiritual praxis shows the
tradition to Jan van Ruusbroec.

" FISCHER, S.: Hieronymus Bosch. Malerei als 1V ision, Lebrbild und
Kunstwerk. Koln — Weimar — Wien 2009, p. 287.

5. Hieronynus Bosch: Ascent into the Heavenly Paradise, 1500 — 1504.
Venice, Palazzo Ducale.
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bines the transcendental tunnel-experience with his
real experience of the atmosphere. In this sense,
Turner was deeply influenced by the new icono-
graphic and aesthetic elements invented in Baroque
art.

I1.3 Ineffable and Interiority

Poussin and Lorrain invented a new dimension
of atmosphere. In his Cycle of the Seasons, which
is dominated by the landscape, Poussin turns the
religious meaning as an event of the nature into an
event of salvation [Figs. 6-9].*

Turner had a wide variety of images in his
landscapes.” He was obsessed with tradition and
wanted to reach, or surpass, the celebrated land-
scapes of Claude Lorrain [Fig. 10]. When he died,
he left all his paintings and sketches to the state,
upon condition that his paintings would hang next
to a work of Claude Lorrain.** What fascinated him
in Lorrain? What did he learn from him?

# SAUERLANDER, W.: Die Jahreszeiten. Ein Beitrag zur
allegorischen Landschaft beim spiten Poussin. In: Miinchner
Jabrbuch der bildenden Kunst, 7, 1956, pp. 169-184, here p. 183.
As the contrary thesis, see BADT, K.: Die Kunst des N. Pousstn.
Kéln 1969, pp. 556-568.
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6. Nicolas Poussin: Spring,
1660 — 1664. Paris, Lonvre.

Inspired by ancient writers, Lorrain tried to recre-
ate their intellectual atmosphere. Lorrain followed
the tradition of the mythological idyllic landscape.
He was the first artist to stress to the public the
beauty of nature. After his death, generations of
artists and tourists came to Rome and Tivoli to see
the places of his famous paintings. For Goethe,
Lorrain’s paintings were the climax in landscape
painting and influenced deeply his thinking about
the subject. Goethe understood the secret of his
paintings. He did not identify in Lorrain’s work
an imitation of nature, noting instead that “... his
paintings reveal the highest truth, but no shadow of reality.
This is the aim of art. In Lorrain, the nature explains itself
eternal. ..” — Goethe thought that Lorrain understood
the essence of nature, because, in Goethe’s words,
light is the divine and eternal principle, which lets
everything appear.

Lorrain did not paint only what was visible to the
eye but —in a certain sense — that which he knew was
inside the object. Inspired by ancient writers, Lor-

* Turner, Hugo, Morean... (see in note 5), p. 113.

“* ARGAN, G. C.: Larte moderna, 1770 — 1970. Firenze 1968,
p. 67.



7. Nicolas Poussin: Summer,
1660 — 1664. Paris, Louvre.

rain tried to recreate their intellectual atmosphere.
His main traits were calmness, beauty, and simplicity.
He made a dreamlike world touchable, giving life to
atmospheric and glimmering effects. Light penetrates
into the objects as a sort of spiritualization of the
material world. Leaves become transparent, and light
makes visible their inner structure. The colours of
the leaves change from rich green tones, to the au-
tumnal warm orange-yellow tone. He suffused the
sky, people and nature in a light which surrounded
the world like a veil: transfigured, and a bit vague. We
feel the atmosphere physically on different levels. He
creates a noble landscape with an ideal architecture
to bring us into a higher sphere of reality, a reality
which is purer and more harmonious than our own
reality: the desire for an Arcadian world, removed
from nature. His landscapes have the freshness of
streaming water, and we literally feel the atmosphere
of those places. He transports us to a higher level,
into a purer more harmonious world.

So it is not a real geographical landscape. It is a
poetic world parallel to our own. The observer is able
to feel the moods of morning and evening in the
painting. Lorrain creates an atmosphere; everything
becomes smoother, as a Fata Morgana, and the view
of the observer is lost in the distance. It seems that
there is no time and no space.

The attraction is not the landscape, but the chang-
ing light. Lorrain often contrasts the materiality of
the objects with the immaterial light. The light which
penetrates into the objects determines the whole
expression of the painting: a kind of all-embracing
fullness of light, a wideness of light which creates
a unified space. The French landscape with Lorrain
and with Poussin comes to be dominated by an airy
and light character. For Lorrain, nature is the emana-
tion of light, which means the objects which appear
in nature are objects which appear through light.
They are only holders or carriers of the light, which
makes them appear. The objects are sculptured out
of light. The light is in the centre of his creation. The
colour becomes materialized. It becomes physical
and creates its own reality.

This new aesthetic concept in Baroque art can
also be found in Rubens, Rembrandt, Vermeer and
other artists of that period. The language of colour
and form in the Baroque goes one step further than
in the Renaissance.

In detail, I would like to mention a seties of les-
sons in the fall semesters 1985/1986 and 1986/1987
at the University of Munich where questions like
“New approaches in Art History” and “Art History,
but how?” were discussed and published 1989 in
the book Kunstgeschichte — aber wie?. Michael Bocke-
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muthl® in his article “Anschauen als Bildkonstitution”

focused on the “nature of time” (““Zeitlichkeit”) in
painting and thus reached a deeper understanding of
the influence of colour on Baroque art. Bockemiihl
revealed a new dimension in the perception of the
movement of colour in Rembrandt. He argued that
Rembrandst tried to express in his pictures the “inte-
riority” with a different language of colour [Fig, 11].
Colour repeated and captured aesthetically the inner
feelings of the figure. Around 1630, Rembrandt
worked with a particular method of using pigments,
and was able to make colour appear and disappear,
thus creating a sensation of movement. He appears
to have found another way to reveal the truth of the
object, a deeper meaning lying behind objective vis-
ible appearances. Thus through aesthetics we start to
come in contact with the “ineffable” which cannot be
experienced through mere symbols. This becomes an
integral part of the visual experience of the painting
and of its comprehension. Rembrandt talks about
the language of colour, combining the chromatic
character of colour with spirituality, thus giving the
observer the possibility to have a concrete experience
of the inner processes of the various figures. But

% BOCKEMUHL, M.: Anschauen als Bildkonstitution. In:
Kunstgeschichte... (see in note 1), pp. 63-83.
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8. Nicolas Poussin: Autumn,
1660 — 1664. Paris, Lonvre.

he went even beyond that, showing clearly how the
painting was not the totality of the image. Instead he
showed that colours cause internal processes which
were not part of the painting, but at the same time
were needed to complete it, and so led the observer
to participate in the total truth of the work of art.
Thus we are no longer passive recipients, but rather
actors, contributing to the discovery of the content
of art by its observation. While observing it, we
transform the object. In Rembrandt’s paintings, we
do not immediately recognize an object, but rather
we have the impression that the object in the paint-
ing reveals itself slowly in front of our eyes, through
our continued observation. He made visible the fact
that things change constantly, as the object would be
in transformation. Rembrandt shows an experience
which we only grasp if we let ourselves be moved
by our experience of colour. The observer in a way
captures the actual experience of an inner process,
not by recognizing known forms, or by combining
his existential knowledge with what he sees, but
rather by the mere perception of colour.

The effect of Rembrandtand Lorrain’s aesthetics
can be fully appreciated in Turner’s Iight and Colour
(Goethe’s Theory) — The Morning after the Deluge — Moses
Writing the Book of Genesis. Turner, while sharing
Lorrain’s idea of a fantastic world shining through



9. Nicolas Poussin: Winter,
1660 — 1664. Paris, Louvre.

with beauty and light, did not paint a still and har-
monious world, but rather one subject to dramatic
moments. But he did not show a mere intellectual
experience of that drama; like in Rembrandt and
Lorrain, he engulfed the observer in the painting
itself and made it an integral part of the observer’s
experience. Light should lead, light moves not only
the eye of the observer but also his heart.

We are drawn into the wild chaos of colour. We
feel the change from darkness to light. But Turner
goes beyond that, and we feel that his representa-
tion is more than a discourse on individual feelings
between the observer and the aesthetic movement
of the painting. His Iight and Colour (Goethes Theory)
— The Morning after the Deluge— Moses Writing the Book of

Genesis becomes an event of the cosmos. The world

4 BRUSATIN, M.: Storia dei colori. Torino 2000, p. 45.

Y VENTURI, L.: Storia della critica d’arte. Torino 2000, p. 53.
In the Baroque, there were movements, especially in the
Church, which tried to limit the wider, atmospheric and
psychological impact of colour. Cardinal Paleotti published
an iconographic code to steer the conscience of the artist
(1582 — 1594), setting the rules of what the artist could and
could not do. The artist was to be a silent theologian: the
imperfect human being was not allowed to penetrate into the
meditation of things sublime without the support of senses

participates. All his landscapes have this wider and
universal character.

In fact, the change of aesthetics in art and the
perception of art itself was deeply connected to
modern science’s radical new vision of the infinite

COSMOS.
I1.4 llusion and Imagination

Artists translated into art the scientific discoveries
of space and time produced by modern scientists
from Galileo onwards.* From the Renaissance on, it
was possible to enlarge limited spaces and make time
visible in the work of art. Baroque artists succeeded in
creating space through colour and giving movement
to colout.”” As a result of empiricism and rational-

and ideas. The moral literature on art like De picture sacra
(1634) of Cardinal Federico Borromeo, or the Trattato writ-
ten in collaboration with the Jesuit Ottonelli and the painter
Pietro da Cortona, does not show any interest in aesthetics
(p. 128). The pure contemplation of physical beauty is not
enough, it should be elevated to a moral sphere, and should
exclude spontaneous religious expressions. Bellori theorized
this point by contrasting naturalism to the ideal. Cardinal
Paleotti warned against, and condemned, the independence
of colour which, he argued, should always be connected to
iconography. This stance announced the growing criticism of
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ism as represented by thinkers like Newton, Leibnitz
and Bayle, the visible, painted already by Rubens and
Rembrandt, became measurable. Inspired by New-
ton, artists like Tiepolo began using mixed tones, to
convey the sensation of reflection. Colours became
part of the search for a transcendental technique.
Turner has to be seen and interpreted in this long
tradition of the expanding language of colour in the
context of the scientific research into the cosmos.
The growing knowledge of astronomy and the
geometry of the time revealed the insignificance
of the human being in the universe. But the artists
who tried to touch the transcendental needed a new
language, and nothing like the painting of immense
distances in the cosmic space could evoke super-
natural realities. The human being was no longer at
the centre of the universe, as in the Renaissance, but
it was replaced by a vision of the cosmos in which

the independent role of colour of those times. Caravaggio,
for instance, was criticized for his idiosyncratic use of colour,
which did not follow the traditional iconographic meaning.
But while in Rome the role of colour was belittled, especially
for religious paintings, when not simply denied in its creative,
innovative dimension, in the rest of Europe artists developed
the language of colour also for religious themes, as we can
see in Rembrandt, Rubens and Vermeet. Their use of colour
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10. Claude 1 orrain: The Procession to
Delphi, 1660. Rome, Galleria Doria
Pamphil).

the human being seemed to dim like a star in the
nebulous infinite space.

Humankind finally understood that the cosmos
was a boundless and at the same time pure unit, a
continuous and intertwined system. On one side the
human being was only a little factor, insignificant,
but on the other hand by understanding and reveal-
ing these complex truths he gained confidence in
himself. Becoming aware of this complexity and
capable of calculating it and revealing its rules gave
importance to the human being and so to the artist.
The fascinating unlimited breadth of the universe,
the infinite space and the intimate unity now defined
the new work of art: the work of art itself in its
totality became a symbol of the universe.” Riegl
talked about an “impressionist” art, an optical art,
which did not make us perceive things, as much as
the air between things.”” Colour theories reflected

was accompanied by theoretical underpinnings, often written
and developed by the artists themselves.

® HAUSER, A.: Sogialgeschichte der Kunst und Literatur. Vol. 1.
Miinchen 1958.

¥ RIEGL, A.: Stilfragen. Grundlegungen zu einer Geschichte der Or-
namentie. Miinchen 1985.



this radical change. Colour came to be understood
as a coloured material, as a material of sensation
and of dream.

How did Turner integrate the new scientific
knowledge with a traditional iconography using
Goethe’s ideas of colour? How did Turner create
his cosmos in his painting? In Turner’s Light and
Colonr (Goethe's Theory) — The Morning after the Deluge
— Moses Writing the Book of Genesis, we do not have
defined space any more. We are thrown into a
light with no beginning and no end. In this Turner
echoes Tiepolo, who was one of the first artists
to create an infinite space. Argan explains how
Tiepolo, impressed by the new scientific theories,
developed a wider space going beyond the doctrines
of perspective. Isaac Newton, with his lecture on
Optics in 1704, was able to underpin the scientific
perception of colour “with a solid and coberent theory,
based upon concrete experiences which revealed all the
phenomend” based on a system of absolute physics.
With Newton the scientific revolution touched its
highest point. In his Philosophiae naturalis principia
mathematica of 1687, he was able to describe nature
in a geometric synthesis.”’

Tiepolo pushed perspective to its limit, making it
spring forward with the help of luminous chromatic
relations: the result is the intertwining of the infinity
of space with the infinity of light. So the dome in
which heaven was always a defined concrete space
now became infinite light.*! It is interesting to note
that Tiepolo arrived there starting from perspective
and not from empirical sensations. The same is true
with movement. His religious or mythological figures
are full of movement, but it is with colours that he
gives a sense of drama to his scenes. He shook the
colours until they broke down into so many lower
planes, coming in contact with each other, with a
tight game of strikes, shakes, and reflexes. With its
constant acceleration, the movement of colours gives
a general effect of an absolute and radiating light,
like the multi-coloured discs of the spectrum, which
appear white while turning,

The same is true for his themes and subjects:
Tiepolo created a theatre but not of gestures or ac-
tions, but rather a theatre of colours. He strove to

30 T NEWTON’s Oprics in 1704 and Philosophiae naturalis principia
mathematica in 1687.

11. Rembrandt van Rijn: Simeon with the Christ Child, 1666 — 1669.

Stockholm, Nationalmusennm.

make “painting”, as a musician strives to make music.
He did not want mimesis, copying or imitation of
nature. So he did not show people, but painted im-
ages, painted with fields of transparent stains, on a
surface, creating images, and leaving the brushstrokes
visible. But the secret of his art lay in making the
movement of the figures come to a standstill with
the set of the chromatic accords reaching the fullest
light and the limit of space.

He painted figures like ephemeral images, des-
tined to vanish immediately, but instead thanks to
the very splendour of the colours, they could hold
the stare of the observer. A perception which by
lasting repeated its stimulus and grew in intensity:
in a calculated effect, predisposed by the artist. The
more the intensity of the stimulus of light grew, the
more the interest of the represented object van-

' PLAZAOLA, J.: Historia del arte cristiano. Madrid 1999, p.
323.
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12. G. B. Tiepolo: Ceiling of the Residenzschloss in Wiirzburg (detail), 1750 — 1753.

ished. Tiepolo is the first to drive the figurative to
the absurd, as with the figures at the external edge
of the ceiling, in Wirzburg, exaggerated in their
presence in the infinite space of heaven [Fig. 12].
This is the reason for their non-existence. And so
Tiepolo questioned and doubted the necessity of
the figurative, which for him was only an illusion:
the reality lies more in the process of perception,
which depends on the language of colour in space.
The figurative object is only a pretext to make vis-
ible the beauty of the infinite. Tiepolo’s intellectual
technique showed that the use of colour, or the use
of light is more than an effect.”> Colout is a little
universe of appearances.

Turner in his Light and Colour (Goethe’s Theory)
— The Morning after the Deluge — Moses Writing the Book

> For aesthetic reflections on Tiepolo, see ARGAN, G. C.:
Llarte Italiana. Vols. 1-3. Firenze 1968, pp. 386 ff.
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of Genesis appears to follow Tiepolo. The figures, like
Moses and the other people, are mere shadows, ap-
pearing only as part of the colour surrounding them.
We recognize a movement of colour in an undefined
space full of light. Turner not only put many colours
one over the other, but used different brushstrokes,
to vary the intensity of the painted colour. Thus he
rendered parts of the painting close and aggressive,
while others were smoother, and tender in their
movement. Through his technique, he created dif-
ferent moods of the brushstrokes. Turner developed
his own technique in which he put magnanimously
painted masses of colour and dynamic brushstrokes,
so that the paintings seemed like sketches and looked
unfinished and were criticized from the beginning,”

53 The Oxford Companion to |. M. W. Turner. Eds. E. JOLL — M.
BUTLIN — L. HERRMANN. Oxford 2001, pp. 258-260; see
also Turner, Hugo, Morean... (see in note 5), p. 351



We can identify six different sorts of abstract works
in Turner’s oeuvre: notes of the trip, sketches of the
weather, first sketches of compositions, studies to
compositions of colour, unfinished under-paintings,
and erotic scenes.”

The abstraction, and the reduction of the figura-
tive, augments the importance of the expression of
colour and form. With the reduction of forms and
figurative elements,” so a search for the progressive
reduction of external actions in order to arrive at
the inner action. That means that we go beyond a
scene or a narrative thread where we can intellectu-
ally perceive the movements.

But the difference between Tiepolo and Turner
lies not so much in the technique as in the concept
of art. Tiepolo creates an illusion of figures, Turner
wants exactly the opposite: the figures should van-
ish.

Turner approached in a diametrically different
way the concept of abstraction. On one hand he
starts from an object, visible or imagined and reduces
it, on the other hand he starts from dots, random
dots, and develops them. It leads to the develop-
ment of his own language of colour and line. The
colours and lines at some point stop representing
an object, so we recognize only colours and forms.
Turner achieves an independent, individual use of
colour and line.

With his technique, Turner wants to stop the
procedure of recognition. He reduces the object so
that we cannot identify clearly the religious figures
like Moses and the serpent or the faces in the clouds.
The iconographic message is reduced, but we are
able to image something,

He strains the imagination of the observer. But
he also underlines the value of the “unclear” by
slowing down visual understanding, But with this
intentional unclearness Turner evokes an ambiguous
understanding of the painting.”®

And that is deeply connected with his interest
in receptive aesthetic theories. The most important

5 Turner, Hugo, Morean... (see in note 5), p. 114.
% See note 37.
56

Turner, Hugo, Morean... (see in note 5), p. 119.

7 GAGE, J.: Colour in Turner. Poetry and Truth. London 1969;

and famous is his elaboration of Goethe’s colour
theories.”” Turner read Goethe’s theory of colour
in an English translation.

III. Turner and Goethe’s Theory of Colour
111.1 Classical and Pictorial

What is the character of Goethe’s theory of
colour? From the start, Goethe showed a sort of
dualism in his thinking and in his work. Goethe
was fascinated by southern sensuality and the easy
way of life of the south, but at the same time he
had an intellectual approach to life and Italy. Only
his Roman experience, intensive observation of
antique objects and Renaissance art, and systematic
study of sculpture, architecture and painting ena-
bled him to develop his aesthetics of art based on
Winckelmann’s artistic theories. Goethe analysed the
relationship between art and nature, discovering an
order and harmony in nature which is free from any
“arbitrariness”.

Goethe’s aesthetic ideas become clear in the
context of his scientific studies of nature. Nature
develops constantly. A flower creates its own char-
acter out of itself, but at the same time it is a part of
nature as a whole. While the flower is dependent on
the conditions of nature: climate, light and so on, the
artistis independent and can make visible the rules of
nature. Influenced by Herder’s writings and following
Plato, Goethe believed that in all appearances there
is a primary cosmic order, or a kind of inner rule of
nature. Art should be elevated to the ideal in which
order, form, harmony and proportion embrace each
other. The artist should not copy nature as it is, but
should show instead its ideal image. That means
creating a second nature which is an elevated, intel-
lectual reflection of nature itself. From this point of
view, Goethe developed his own vision of true art,
criticizing the medieval and Byzantine art because
of its stiffness, and the late Baroque for its exagger-

KEMP, M.: The Science of Art. Optical Themes in Western Art
from Brunelleschi to Senrat. New Haven — London 1990 — 1992,
pp- 301 ff; BOCKEMUHL, M.: Turner 1775 — 1851. Die Welt
des Lichtes und der Farbe. Kéln 1991 pp. 83-93; FINLEY, G.:
The Deluge Pictures. Reflections on Goethe, J. M. W. Turner
and Early Nineteenth-Century Science. In: Zeitschryt fiir Kunst-
geschichte, 60, 1997, No. 4, pp. 530-548.
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ated forms and its inhuman and senseless actions.
He believed in classical taste and thinking, which he
recognized in antique sculpture, Renaissance art and
classical Baroque.

Goethe, as the head of a circle of classicists,
which was opposed to the romantic Nazarene group,
also developed other arguments. He invented the
Propylden (1798 — 1800), in which he published and
disseminated his vision of art, and warned against
moving too far away from classical taste.”® Goethe
was afraid of the new tendency of the Nazarenes,
which he saw as a danger for the classical taste. He
called the Nazarene “losterbrudisierende stern baldi-
sierende Unwesen” which are more dangerous than
the wildest naturalists.”” We find the main criticism
of the Nazarenes in an article by Heinrich Meyer,
Goethe’s friend from Switzerland and a close adviser
on artistic matters, with the Title “Neu-deutsche re-
ligios-patriotische Kunst von 1817”.% In this article,
the deep relation between religious and aesthetic
elements was criticized, also because they were not
combinable with Goethe’s universal pantheism. The
Nazarenes with their fascination for the art of the
Middle Ages and Early Renaissance opened up to
a new form of creativity, which was advocated by
Schlegel’s theories in the journal Exrgpa. Schlegel said
that the imitation of antique sculpture is not produc-
tive, thus indirectly criticizing Goethe. According to
him, imitation of the antique style is limited. The
new art, led by the Nazarenes, seems to be more
symbolic, because the paintetly style can unite the
past and a vision of the future.®!

The plastic and the painterly art were once more
opposed. In this, we see a continuation of the old
debate attempting to identify the more important

¥ WACKENRODER, W. H. — TIECK, L.: Herzensergiessungen
eines kunstliebenden Klosterbruders. Berlin 1797 (Stuttgart 2005).
This program treatise, on the other side, privileged religious
and Christian calling,

% Dentsche Rundschan, 176, 1805, p. 225, note 3; quoted by Der
Briefwechsel Friedrich und Dorrothea Schlegels 1818 — 1820. Ed. H.
FINKE. Miinchen 1923, p. XXIV.

% GOETHE, J. Wi: Ueber Kunst und Alterthum. Stuttgart 1817,
pp. 5-62, 133-162.

¢ ROETTGEN, S.: Die Totenklage als Thema der Sepulkral-
plastik Canovas: die religiésen Themen und das unvermeind-
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element in painting, the colour, or the “pittorico”
represented and theorized by Leonardo on one
side, and the disegno, the contour, the form typical
of Michelangelo on the other. It is a discussion
which re-emerged throughout the various historical
periods: in the Baroque with the Poussainians and
Rubensians, in Romanticism with Delacroix’s new
colour technique and Ingres’ disegno,”* and which
still informs today’s contemporary art, where colour
and form continue to develop their own separate
languages.

But while being a representative of the plastic
style, Goethe seems to be ambiguous. On one side he
criticizes the style of the Nazarenes, but at the same
time he talks quite positively about Overbeck and
Cornelius, the leaders of the Nazarenes.”” Goethe
also wanted the Nazarenes to paint an important
cycle in the Museo Chiaramonti in the Vatican
Museum to develop a new religious art through the
fresco technique.

He was not only in favour of classical High
Renaissance painters like Raphael, the incarnation
of the classical, but also of Titian and Carracci, art-
ists who were famous for their painterly style. So it
seems that he was also fascinated by this painterly
style, which — as Schlegel said — was opposed to the
plastic style.

Thus we can see that Goethe was not a rigid
classicist, but was instead open in his thinking and
feelings, a fact which becomes clear in his theory
of colour. Rudolf Steiner in his article announced
Goethe as “Vater einer nesen Asthetif” explaining that
the task of art is not to incarnate significances in
the material, but to transform sensual existence into
form (Gestalt), in which the sensual becomes visible

liche Fazit (unpublished manuscript of a lecture at the Uni-
versity of Munich on 13 February 1996), p. 109; ANDREWS,
K.: The Nazarenes. A Brotherbood of German Painters in Ronze.
Oxford 1964, pp. 16 ff.

2 ARGAN 1968 (see in note 44), p. 56.

 Goethe to Sulpiz Boisserée, 14 February 1814: “I/on Cornelins
und Querbeck haben mir Schlossers stupende Dinge geschickt: Der
Fall tritt in der Kunstgeschichte zum erstenmal ein, dass bedentende
Talente Lust haben, sich riickwarts zu bilden, in den Schooss der
Mutter zuriickzukebren und so eine nene Kunstepoche zu griinden.”
— BOISSEREE, S.: Breefiechsel, Tagebiicher. Vol. 2. Gottingen
1970, p. 34.



in its Gestalt (form) of the idea.** Through colour
and form, the artists were able more and more to
create illusions. And this was possible with Goethe’s
intellectual conception of colour.

111.2 Newton versus Goethe

In his colour theory, Goethe also reveals a wider
dimension of nature and the relation between light
and religiosity. Goethe was influenced by Spinoza
and pantheism. He saw the Lord as a power in na-
ture. And light in nature was the main issue for him.
Light was the highest point of experience in nature.
Through his observations of nature and light, he
developed his theory of colour. For him, it was one
of the mostimportant researches, because it included
the sensual experience. In the preface of his theory
of colour, Goethe states that the eye owes its exist-
ence to light, which means that the eye as an organ
develops only with creatures living in the light.%”

In this point, he goes beyond Newton. Accord-
ing to Newton, colours are merely light and they
are contained in light. They become visible if one
separates the parts of light, by using a prism for
example. We then get the spectrum of red, orange,
yellow, green, blue, and violet. If the light is not bro-
ken, all colours are miscellaneous in light, and light
is white. The leaves of the trees are green because
they reflect merely the green shades of light. But
the human eye is unable to see that the yellow, red,
blue and violet parts of light are sucked up by the
leaves if we see its green colour, as Newton’s theory
teaches. Newton has proved that certain frequencies
of electromagnetic vibration correspond to certain
experiences of colours. Long-wave light is perceived
as red, short-wave as blue, medium-wave as green.
However, this applies only to certain situations in
the laboratory. For example, there is no explanation
as to how electromagnetic waves turn into colours.

4 “Es ist dentlich gesagt, worauf es in der Kunst ankommt. Nicht anf
ein Verkirpern eines Ubersinnlichen, sondern um ein Umgestalten des
Sinnlich-Tatsdchlichen. Das Wirkliche soll nicht zum Ausdrucksmit-
tel herabsinken; nein, es soll in seiner vollen Selbstandigkeit bestehen
bleiben, nur soll es eine nene Gestalt bekommen, eine Gestalt, in der es
uns befiiedigr” — STEINER, R.: Goethe als Vater einer neuen
Asthetik. In: Deutsche Worte, 9, April 1889, No. 4, p. 18.

% “Das Auge hat sein Dasein dem Licht zu danken. Aus gleichgiil-

Goethe’s criticism of Newton’s theory is a starting
point for a new perception. If one judges Newton’s
formulation of his theory from the perspective of
perception, it appears absurd. But when Goethe
submitted his theory of the colours, it was dismissed
in many quarters and regarded as an obsession of
a genius and brilliant poet. For Goethe, nature is
a mystery, which reveals itself to our senses. Light
and colours are speaking to him, and Goethe tries
to interpret this language and reach a fertile, active
dialogue with nature.

111.3 The Genesis of Colours

A central thesis in Goethe’s theory of colour
posits that light in itself is invisible and colourless.
Pure light cannot be seen, light becomes visible only
if it meets with something dark. Then it becomes
visible as coloured light. We cannot see the pure light
of the sun, but only the yellowish coloured light
muffled by the obscuring mist of the atmosphere.
Only the colours are visible and the colours originate
if light and dark matter meet. The visible world lies
“between” light and darkness, as the coloured world,
which is created if light meets with darkness. If there
is only light, we are blinded and cannot see anything.
If there is only dark, we also cannot see anything.
Goethe says that colour is shadowy. It is darkness
in the light. In Goethe’s thesis, darkness is not only
negative and passive. Darkness is the antagonist of
the light. A colour is always darker than light and
lighter than darkness. Light and darkness do not
exclude each other but join dynamically in generat-
ing something completely new: colour — as from the
meeting between man and woman something quite
new can be born: the child. Through the elementary
meeting between light and darkness arises either yel-
low or blue. Yellow originates if the light is in the
background and darkness in the foreground. One

tigen tierischen Hilfsorganen ruft sich das Licht ein Organ hervor,
das seinesgleichen werde, und so bildet sich das Ange am Lichte fiirs
Licht, damit das innere Licht dem dusseren entgegentrete”” — Goethes
Naturwissenschaftliche Schriffen. EA. R. STEINER. Stuttgart 1884
— 1897, “Entwurf einer Farbenlehre”, p. 88.

6 Quoted after J. WOLF in BOETIUS, H. — LAURIDSEN, M.

L. — LEFEVRE, M. L.: Das Licht, das Dunkel und die Farben.
Norhaven 1999, pp. 90-96.
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can think of the sunlight, which becomes yellow
with the mist of the atmosphere as the obscuring
foreground. Blue originates, if there is darkness in
the background (the cosmic space) and the fore-
ground (the atmosphere) is illuminated. Goethe’s
theory of colour is not an abstract theory but rather
a scientific one, which follows observation. Goethe
wanted to capture the regularity of the colours as
an expression of life. In the darkness, all cats are
grey. When the sun is rising, however, and its light
is landing at the coast of the world, we can watch
with our eyes the silent transformation of light and
darkness into colours everywhere. Like the morn-
ing of Creation, the world is being coloured anew
each morning.%’

111.4 Typology of the Chromatic Phenomenon.
The “Morphology” of Colour

According to Goethe, we have three, hierar-
chically ordered, manifestations of the chromatic
phenomenon; that is, three classes of colour. They
are all studied exhaustively in the didactic section
of Goethe’s work, and we refer the reader to his
work for further details. Below, we will only discuss
some aspects that we consider to be essential for the
present analysis.

First, we have those colours that can be consid-
ered as forming part of sight and are the result of an
action and contraction of the same: these are known
as physiological colours and they are essentially char-
acterized by being fleeting.

5 Thidem, pp. 88-90.

% Colour processing begins within the retina at a very eatly level
in the visual system through initial colour opponent mecha-
nisms, resulting in a chromatic adaptation: an object may be
viewed under various conditions of coloured illumination.
For example, it may be illuminated by bright yellow sunlight,
or by the orange light of a fire. However, in spite of the col-
oured illumination, human vision perceives that the object
has the same colour. On the other hand, a camera with no
adjustment for light may register the object as having varying
colour. This feature of the visual system is called chromatic
adaptation, or colour constancy; when the correction occurs
in a camera, it is referred to as white balance. Though the
human visual system generally does maintain constant pet-
ceived colour under different lighting, there are situations
where the relative brightness of two different stimuli will
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Physiological colours are those that appear on
the retina. However, in the strict sense, they lack
real external manifestation. That is, these colours
are mere chromatic “phantasmata”. This ability to
generate colours depends directly upon the vitality
of the retina, since this is a determinant factor for
chromatic configuration. If one looks at a mono-
chrome surface for a long time, and directs the gaze
on a white surface afterwards, one perceives the white
surface as complementarily coloured. The shadow
of an object, which is illuminated by coloured light,
seems to be complementarily coloured likewise — in
the observer’s eyes. These complementary colours
are really part of the human being. They belong to
the observer’s inner-life. In his classification of the
chromatic phenomenon, Goethe allots the physio-
logical colours the highest priority.*®

Second, there are the colours we see as con-
comitant phenomena, or phenomena derived from
colourless media: physical colours. If one sends
white light through a glass-prism, the outgoing light
assumes different colours like in a rainbow. These
colours can be caught on a screen, they are transient,
although they do have a certain duration. Physical
colours “are those whose production requires certain mate-
rial media, which, however, may be colourless or transparent,
translucent or opague. Accordingly, such colours are produced
on our retinas owing to certain external stimuli or; if they in
some way exist outside the eye, are reflected on 1£.”% These
are manifested in coloutless media, are normally
translucent, and are associated with phenomena of
reflection or dispersion.”

appear reversed at different illuminance levels. For example,
the bright yellow petals of flowers will appear dark compared
to the green leaves in dim light while the opposite is true dur-
ing the day. This is known as the Purkyné effect, and arises
because the peak sensitivity of the human eye shifts toward
the blue end of the spectrum at lower light levels.

=N
)

GOETHE 1992 (see in note 20), chap. II, par. 1306, p. 95.
0 Within this second type of colout, our author establishes a
more precise definition: dioptrics (originated in turbid media),
prismatics (originated by refraction), catoptrics (due to the
reflection of light), paroptrics (those that combine with the
shadows of bodies), epoptics (formed on colourless surfaces,
and entoptics (colours that appear in certain bodies). — Ibi-
dem, pp. 96-155 and 227-262.



Third, we have colours that we could imagine as
integral parts of an object: Goethe calls them chemi-
cal colours and they can be fixed indefinitely. Chemi-
cal colours are unchangeable and remain covering
the surface of certain objects. They are attributed
an immanent property. The most patent example
would be the colour of minerals. Goethe organizes
the chemical colours in his three-part hierarchy at
the lowermost place since they are unequivocally
interconnected with the object, and thus far away
from the human being.

So far we have made a brief inroad into the typolo-
gy of colour. To use a linguistic simile, we have seen
the morphology. It now behoves us to go further and
show what one could call the syntax of colour.”

I11.5 The Chromatic Circle.
The Syntax of the Theory of Colour

The perception of all colours is based on a po-
larity, with two well differentiated limits: an active
or white aspect and a passive or black aspect. It is
precisely in the study and analysis of this polarity
that one can establish the effectiveness of a plastic
aesthetics. The arc described by this polarity contains
the multiplicity of effects that colour can trigger
within our own experience.

We believe that the two main concepts of the
syntax of Goethe’s theory of colour are polarity
and enhancement. Polarity, so to speak, is both an
explanatory method and a comprehensive method.
We start out from two extremes; on one hand the
active side of light (out of which the colour yellow
emerges) and on the other the passive side (the pri-
macy of darkness — blue).

Taking these extremes as a point of departure,
blue and yellow are susceptible to enhancement.
This is no more than a game between constants of
elevation of depth. Enhancement involves a kind of
chromatic teleology, an “evolutionary” or “dynamic”
development of both colours. This development or
enhancement based on polarity bears fruit in the
form of what is known as the chromatic circle, which
can be described in the following way.

" In the work ARNHEIM, R.: Arte y percepcion visual. Madrid 1995
(1" ed. 1979), the reader will find a good number of sugges-
tive contributions in this regard (in particular pp. 384-399).

The chromatic circle (or colour wheel) offers us
amap of the expressive potentials of colour (which
is the underlying theme of the work). Thus, both the
active side and the passive side of the circle reflect
very different qualities. On one hand, yellow suggests
light and clarity; it represents closeness and warmth,
and strength and power. In turn, blue denotes de-
privation, weakness, shadow, cold, but at the same
time softness and distance. Certainly, when we hear
these meanings our imagination already perceives
sensations in chromatic tones. It seems impossible
to resist the inflow of colour, its force of persuasion,
even when our eyes are closed or when the object
is not present before us. Colour invades our minds,
awakens our imagination, and makes us have feelings.
It evokes situations and different moods in us. It
seduces us or repels us but it always exerts in us the
same soothing effect of a Psalm. Colour is a magic
potion that attracts us until we are seduced by it.

Returning to the chromatic circle, or colour wheel,
it may be said that from a generic perspective on the
active side there are referents that express maximum
energy while on the passive side the semantic asso-
ciations are different: blues or violets communicate
distance, seriousness, and even concern.

The pairs of colours, which are opposite to each
other in the chromatic circle —like purple and green,
violet and yellow, cyan-blue and orange-red —, are
referred to as complementary colours. Goethe called
them harmonic colour-pairs. If one mixes them in
form of colour-pigments in a chemical way, they
cancel each other and become black. If one mixes
them as coloured light, they also override each other,
but in this case they completely vanish. Therefore,
in striving to equalize the complementary colours,
our human eyes are constantly looking for balance
and harmony.

Thus, we are able to see how, according to
Goethe, the richness of the world is governed by
general relationships of polarity. It is known that in
this regard Goethe’s theory is closely related to the
dualistic principles of the romantic,” in particular
to the idealism of Schelling. Polarity is a way of un-
derstanding things, but nature itself provides such

" Cf. KAMPHAUSEN, G. — SCHNELLE, Th.: Dée Romantik
als naturwissenschaftliche Bewegung. Bielefeld 1982.

243



dualities, and these can be perceived. That is the
location of an initial correspondence between idea
and object, a communion between the subject and
its manifestation. Just as verbal language links us to
things and to the world, chromatic language recreates
and reaffirms that relationship.

Words and colours are ways of understanding
reality.” Further, colour is the word of the eye; it
is the point of our encounter with the world. In
comparison with the consideration of the language
of colour (in which colour is merely a mediating
clement), aesthetics as a theory of the experience
of a plastic rhetoric enables the possibility of col-
our acting as language. Thus, to mention colour,
to make colour, or to see colour are symbols of
expressiveness, of the capacity of representation,
and of communicative intentionality. Only if we
concede colour the category of being a language
in itself can we affirm its potential for establishing
correspondences between tonalities and experiences,
between hues and sensations. The effectiveness of
what is chromatic lies in the dynamic that is set up
between the sender and the receiver of a message.
The rhetorical nature of what is chromatic is the
very essence of communication: to have something
to say, to want to say it, to know how to say it, to say
it and to ensure that it will be received by another in
the way one initially desired.

From this perspective, it seems evident that col-
our theory has an unquestionable rhetorical power.
As Aristotle said, however, the most important aspect
of rhetoric is that it persuades. Let us then see how
colour persuades, what it communicates and what its
effects are; that is, let us explore — continuing with
the linguistic simile — its pragmatics.

3 Cf. LIPPS, H.: Goethes Farbenlehre. In: Die Wirklichkeit des
Menschen. Frankfurt a. M 1954, pp. 108-124.

™ GOETHE 1992 (see in note 20), chap. IV, par. 758, p. 203.

> Cf. FREYH, R.: Die dsthetische Funktion der Farbe in Goethes
Farbenlebre. [Diss.] Marburg 1943.

76 Colour also produces a defined and significant effect on the
human body, as it was first described in the Canon of Medicine
by the Persian physician Avicenna (980 — 1037), a disciple of
Atistotle. Chromotherapy was also described by the physician
Paracelsus (1493 — 1541), who considered light and colour
treatments vital for good health.
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I11.6 Effectiveness of the Phenomenon
of Colour. Plastic “Pragmatics”

“Since colour occupies such an important part of the
primary natural phenomena, filling the simple circle (or wheel)
assigned 1o it with an immense variety of hues, it is no sur-
prise that in its more general elemental manifestations, with
no relationship to the nature or configuration of the body on
which we perceive it, it should produce a specific effect on the
sense of sight, and, through this conduit, on the human sonl,
in combination with an either harmonious or characteristic
effect, although often not so harmonions, but always defined
and significant, that is tightly linked to the moral sphere.
Therefore, colour, considered as an element of art, can be put
to the service of the highest aesthetic goals.””™ Let us em-
phasize the most important part of this text: as well
as aesthetic functionality,” colour always produces
a defined and significant effect on the human soul,”
susceptible to being read, even, as a key that exceeds
the limits of aesthetics and allows art to form part
of the sphere of what is moral.

From Greek times to the present, the link be-
tween art and morality is all-pervasive. This relation-
ship has been understood in very different ways,
but this is not the issue Goethe was worried about
in his work. His interest focused on something
more practical: art, through colours, communicates
sensations, concepts, experiences, feelings that act
effectively on the subject contemplating them.”” Let
us see just a few examples. Goethe tells us that the
colour yellow™ induces a pleasing and comforting
impression, that it casts a happy and cheerful light
on things, and that it is especially delicate. Red-
dish yellow™ is said to induce feelings of power
and magnificence. Yellowish red® is thought to be

77 All these sensations and modulations, together with the
characterizations of the colours, are in turn susceptible to
being analysed from the perspective of psychology, but to
further explore this would be out of the scope of our line
of enquiry.

" Cf. GOETHE 1992 (see in note 20), chap. VI, pars. 765-771,
pp. 204-205.

™ Ibidem, pars. 772-773, p. 205.

% Ibidem, pars. 774-777, pp. 205-206.



violent and unsupportable; it penetrates us like a
drill; animals become anxious and are enraged by it.
Of blue,®" we are told that it involves darkness and
that, in its greatest purity, it is a beautiful nothing-
ness; that it produces a mixture of excitement and
serenity; that it draws the gaze after it. Regarding
red,* we learn that it seems to be present in all col-
ours; that it causes an impression of grave dignity,
serene grace, depending on the hue; it is the colour
of magnificence, of power. Green,” we are told, is
the colour of balance, of satisfaction.

Thus, it may be seen that colour is not merely a
sensible value but an element of communication and
of expression able to generate a given experience
for the individual. Accordingly, what might initially
seem a simple sensory experience is enriched and its
horizons are expanded. Colour theory and sensibil-
ity establish relationships that are neither random
nor accidental, but rather obey a strict logic that
configures a complex aesthetic experience. We could
not try to link the theory of colour and rhetoric if
there were no constancy and coherence between
certain hues and certain experiences.** The basis of
this whole construction is not a beautiful mystical
theory but rather a purely physiological one, because
within certain limits it can be asserted, with no risk
of error, that the perception of colour is the same
for everybody, whatever their age, training, or culture.
Except for certain cases of individual pathologies,
such as acromatopsy, we all have the same type of
retina, the same nervous system.®

In any case, what is interesting about this ro-
mantic thinker is that he tries to unite what is purely

8 Ibidem, pars. 778-785, pp. 206-207.
8 Tbidem, pars. 792-800, pp. 207-208.
® Ibidem, pars. 801-802, pp. 208-209.

8 Cf. BERLIN, B. — KAY, P: Basic Colour Terms. Their Universality
and Evolution. Berkeley 1969.

% ARNHEIM 1995 (see in note 71), p. 364.

% This link between the objective and the subjective was deve-
loped in depth by A. Schopenhauer in his Ueber das Seben nnd
die Farben, published in 1815.

¥ ARNHEIM 1995 (see in note 71), p. 372.

subjective with the objective:* the aesthetic-artistic
values of colour with the physiological perception
of the individual that those hues induce in him or
her. “There is a nice poetic truth in the optical fantasies of
Goethe and no-one has spoken with more eloquence than him
of the vicissitudes nundergone by light on its passage through the
world of material impediments.”®” We may or may not be
in agreement with Goethe’s theories, but the truth is
that scholars and artists of the calibre of Helmholtz*
or Hering,* Itten,” Kandinsky” or Klee” took his
considerations very seriously, although with the un-
derlying aim of surpassing them. All these thinkers
and artists found sufficiently suggestive arguments
to highlight the role of colour in our world.

“Colonrs)” says Goethe, “are acts of light; acts and
suffering...”” In this they also resemble words. There-
fore, both teach us what is most important for us:
to understand our lives. For this reason, colours and
words are not alien to us but shape what is most
profound in us, what escapes us through our mouths
and enters our eyes.

I11.7 Abstraction and Reality

Turner in his Light and Colonr (Goethe’s Theory)
— The Morning after the Deluge — Moses Writing the Book
of Genesis paints the sky, but he combines it with a
kind of storm. Similar to Michelangelo’ “storm”
in the Last Judgement |Fig. 13|, where Christ’s power
moves the whole heaven, Turner’s Moses is sitting
in heaven feeling the power of clouds and wind.
So Turner appears to go beyond Michelangelo and
Tiepolo. All three artists try to capture the infinity of

8 Cf. HELMHOLTZ, H. von: On Goethe’s Scientific Re-
searches. Int HELMHOLTZ, H. von: Popular Scientific Lectures.
New York 1962, pp. 1-21.

¥ Cf. HERING, E.: Outlines of a Theory of the Light Sense. Cam-
bridge (Mass.) 1964.

% CL. ITTEN, J.: The Art of Colour. New York 1961.

' Cf. KANDINSKY, W.: Concerning the Spiritnal in Art. New
York 1977; and KANDINSKY, W.: Point and 1.ine to Plane.
New York 1979.

%2 Cf. KLEE, P: The Thinking Eye. Note-books. London 1964.

% GOETHE 1992 (see in note 20), Preface, p. 57.
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Heaven. They let the figures move inside an enor-
mous space, and so creating wideness and movement
and involving the observer. Interestingly, we have
in Turner’s painting a classical mythological theme
“Moses and the serpent” placed in a natural context
with clouds and wind.

M “Wir nennen diese Gegenstinde gern erhaben, weil sie die Seelenstirke
stber ibr gewohnliches Mittelmafs erhohen, und ein Vernmigen 3u wider-
steben von ganz, anderer Art in uns entdecken lassen, welches uns Mut
macht, uns mit der scheinbaren Allgewalt der Natur messen zu konnen.”
— KANT, L.: Kritik der Urteilskraft [1790]. Ed. O. HOFFE.
Berlin 2008, “Vom Dynamisch Erhabenen der Natur”, §28.

9

bl

Pseudo-Longinus in antiquity was the first to talk about the
sublime. He is connected with the famous “trattato” Treatise on
the Sublime which circulated in the 17" century in the English
translation of John Hall and in French by Nicolas Boileau.
He described it as an expression of great noble passions
which we find in the literature of Homer which brings in an
emotional participation of the reader and the artist himself.
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13. Michelangelo Buonarroti: The 1 ast
Judgement, 1508 — 1509. Vatican,
Sistine Chapel.

The light breaks through the dark clouds. Kant
talks about waves, mountains, thunderclouds etc. as
“sublime topics” °** But it is not the objects that are sub-
lime, but rather the effect they have on our souls.”
A mythological theme is represented with elements
of real nature through colours.

The rhetorical and stylistic technique creates this effect in
the reader. Kant in his Critique of Judgement (1790) explains
the difference between beauty and the sublime. Beauty is
about the joy and the recognition of harmony and balance
without understanding the rules. Following the concept of
beauty, the form is organized in a perfect way as if it would
have a specific aim, but the only aim the form reaches is
the self-sufficiency, and you enjoy it as it incorporates in its
perfection a rule, while the rule is for itself. The flower is a
typical example, because its beauty is a universality without
rules. It is not an aesthetic law which says that all flowers are
beautiful, that the flower is beautiful does not depend on a
rational principle, but on our sentiment. In this experience,
we have a free play of our imagination and intellect.



Goethe talks about the fact that colour has a
certain influence on mood. Turner in his painting
Light and Colonr (Goethe’s Theory)— The Morning after the
Deluge — Moses Writing the Book of Genesis was inspired
by the sixth chapter of Goethe’s theory of colour
in which he talks about the “be sensual moral effect of
colonr”’”* In the painting, we have two dominating
colours, the yellow and the blue. Yellow “Zs the highest
colonr of ligh?™" and “has in its highest purity always the
nature of light and has a funny, cheerful, cute character”’.*®
The contrary colour is for Goethe blue. “As yellow has
always the light, so you can say, that blue has always something
dark.” Blue gives us the feeling of coldness, so that
it reminds us of darkness and shadow.”

Turner used the opposing colours to create a
certain atmosphere between darkness and light,
capable of touching deeply the observer. Moses is
obviously enraptured and enlightened by the divine
light. The divine light itself is invisible, just like the
physical light, which is also invisible, according to
Goethe’s theory. Turner shows us here what Goethe
has discovered: either yellow or blue arises through
the elementary meeting between light and darkness.
The blue colour originates in the retina, when look-
ing into the illuminated outlying space. The yellow
colour originates in the observer’s eyes when looking
towards the light. The yellow colour indicates that the
observer is still standing in the darkness, separated
from the source of the divine light by an enormous
distance and by the opaque earthly atmosphere. But
the yellow colour also makes the observer feel con-
nected with the divine light, like Moses in the centre
of the painting, who seems to be elevated towards
the light, inspired and highly motivated.

Goethe’s reflection on darkness and light helped
the artists not only to fill up the object with a certain

96 <

.. religidse sinnlich sittliche Wirkung der Farbe...” — Goethe: Die
Schriften zur Naturwissenschaft. Bd. 4. Ed. R. MATHAEI et al.
Weimar 1973, Zur Farbenlehre [1810 — 1818], Didaktischer
Teil, Sechste Abteilung — Sinnlich-sittliche Wirkung der Farbe,
chap. 778.

7 <. ist die hichste Farbe am Licht...” — Ibidem, chap. 779.
9 <. sie fiibrt in ibrer hichsten Reinbeit immer die Natur des bellen

it sich und besitzt eine heitere, muntere, sanft reigende Eigenschaft.”
— Ibidem, chap. 766.

colour and or with certain feelings, but artists were
now able to characterize an empty space. This means
going beyond the “colour with character”. Colour
becomes reality, becomes physical and real.

Gottfried Keller'” said that Kant wrote a synthe-
sis of the aesthetic theories of the 18" century in
which he created a new concept for the “Schénen
Kinste”. In Kant, we find a new interpretation of
the mimesis, which is one of his most important
ideas. Kant goes beyond his contemporary thinkers,
telling that elements of mimesis are superfluous.
He distinguishes two types of beauty. The liberal
beauty (pulchritudo vaga) and the compromise, the
dependent beauty (pulchritudo adhaerens), and
arrives, according to Keller, at the point that only
abstract art can fulfil the concept of beauty. Kant
never said that, but Keller thinks that it becomes
clear in his theories.

In Turner’s painting Light and Colour (Goethe's
Theory) — The Morning after the Deluge — Moses Writing
the Book of Genesis, we see not only the effect of the
theoties of the time, but how Turner was able to
change the conception of art.

The abstract wild air and light in Turner’s painting
irritates us. It irritates because it is not based on har-
monies, it is a terrible strong power which we feel but
we do not understand, something which goes beyond
us and does not even find a reflection in ourselves.
Edmund Burke in 1756 and 1759 in his Philosophical
Enguiry into the Origin of Our Ideas of the Sublime and
the Beantiful says about the sublime: “Whatever is fitted
in any sort to excite the ideas of pain, and danger, that is to
say, whatever is in any sort terrible, or is conversant about
terrible objects, or operates in a manner analogons to terrot, is
a sonrce of the sublime; that is, it is productive of the strongest
emotion which the mind is capable of feeling””"

9 <So wie das gelb immer ein Licht mit sich fiibrt, so kann man sagen,
dass Blan immer etwas Dunkles mit sich fiibre.” ““Das Blan gibt uns
ein Gefith! von Kilte, so wie es uns anch an Schatten erinnert. Wie es
vom Schwarzgen abgeleitet sei, ist uns bekannt.” — Ibidem, chaps.
778 and 782.

1% Gottfried Keller published 1855 his last volume of his ro-
mance Der griine Heinrich. Keller analysed Kant’s theories to
show the absurdity of his concept.

""" BURKE, E.: A Philosophical Enguiry into the Origin of Our Ideas

of the Sublime and the Beantiful. London 1958 (2™ ed. 1759), Pt.
1, Sect. 7, “Of the Sublime”.
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Itis a power of colour which leads us through the
tunnel from one space to the other. Going through
them means also experiencing in a psychological
sense, in a journey from darkness to light, and in
this case the light of your soul.

Colour lets us transcend what is not visible but
real.

Conclusion

Turner in his Light and Colour (Goethe’s Theory)
— The Morning after the Deluge — Moses Writing the Book of
Genesis has to be seen and interpreted in the tradition
of the expanding language of colour in the context
of the scientific research into the cosmos. Colours
became part of the search for a transcendental sphere.

From Early Christian art on, artists have tried
to represent the bipolar character of the deluge,
namely terror and salvation. The early narrative
representations of the single events of the story of
Noah turned in the Middle Ages into a symbolic
language in which the organic proportions of body,
space and prospective or the similarity to nature
lost their importance. The objects and figures be-
came announcing signs, losing their materiality and
so creating a transcendental tension. Colour, while
still depending on iconography, began to develop
an immaterial transcendental character.

In the Renaissance, the artists developed new
techniques and used their fantasy to invent new
iconographic motifs for the deluge. The bud-
ding liberation of form and colour from defined
iconography, and the growing importance of the
landscape and its atmospheric dimension changed
the vision of the deluge radically. Artists still followed
the bipolar character of the deluge but, like in Turner,
the terrifying moment and the climax of salvation
became a cosmic experience for the observer. The
tight relation between religion, nature and the human
being in the Middle Ages was loosened, thus allowing
technique, perspective, colour and forms to develop
their own transcendental language, not teaching any
more the story of the Bible, not leading the observer
in an immaterial sphere, but transmitting the very
personal experience of the artist concerning terror
and salvation. For Turner, this was to be found in the
movement of nature, for others, such as Van Gogh,
it was in the expression of the human being,
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Artists represented the deep Biblical truth filtered
by their own religious experience. The way they did it
depended on their technique which they often took
from theories on art, as in the case of Turner who
was inspired by Goethe’s theory of colour.

The role of colour should be given great con-
sideration in the interpretation of a work of art.
Images appear to excite our imagination and invent
themselves inside of us, affecting our mind and stir-
ring inner emotions. Whereas the disegno, the lines,
the figures, the plastic structures of an image refer
to our mind, evoking thoughts about action, char-
acters, relations and consequences affecting people
and the space outside of us, the effect of colours is
more direct and unreflected: colours evoke emotions
within the observer himself, in the present moment
of observing, without at first thinking of the sym-
bolic meaning of a colour for instance.

That is the point of Goethe’s research on per-
ception: colours are an inherent part of human
perception, a feature of the eye’s experience, but not
a measurable quantity like length, mass or tempera-
ture, as Newton claimed. Only the human being can
perceive what is cold, warm or hot. The scientist may
afterwards define a certain range of degrees Celsius
air temperature which is supposed to make most of
the human beings feel “warm”. The terms “yellow”,
“blue” or “red” result from human perception only,
and the scientist may afterwards define a certain
range of electromagnetic waves which is supposed
to make a human eye perceive a certain colour in a
certain context of illumination.

The theory of colour can be understood as part
of alarger theory of aesthetic experience, involving
not only purely physical aspects but also stylistic,
psychological, and philosophical matters. In his
Farbenlehre, Goethe offers a rigorous description of
how colour is an element capable of changing and
moulding our view of reality. If we concede colour
the status of being a language in itself, then we can
affirm its potential for establishing correspondences
between hues and sensations.

Goethe leads to a new vision of art. By turning
the feelings of the observer into an integral part of
the interpretation of a work of art, he forces us to
define artin a wider sense. The fact that the languages
of colour and form transforms the observer, based
on Goethe’s theory, reveals a more philosophical



dimension of art which after his death was further
developed in art and in art history.

James Turrell can be seen, in a way, as the climax
of the indirect influence of Goethe’s theory of col-
our. In his work, we are led through coloured rooms
and into coloured paintings. Space, colour and time
become united in us, and they can bring us to a new
consciousness of art itself. We can feel how Goethe
introduced a new philosophy of art, which became
essential for all modern artists and thinkers.

Cézanne said interpretation “zs the logic of the eye”.
Wobhlfart in his article discusses the “sifence of the inm-
age” and defines the relation between the philosophi-
cal aesthetics and art from a philosophical point of
view. The observer should not invent something
about the painting, but instead let the painting invent
itself inside himself. Therefore to interpret a col-
oured image means among other things to let the eyes
play in it, and listen to the emotions evoked by the
colours themselves. We should enter into that secret
relationship between the eye and the communication
between the colours. The image talks in silence. It
thus becomes important to open oneself to the inner
dialogue of the painting, its inner contradictions and
parallels, sensing the dialectic movement of colours
and forms,'” for the aesthetic experience is foreign
to the interpretation, judgements and definition of
the painting, It is not the real sense of a painting that
needs to be determined. The logic of the image is
mainly a sensitive cognition, a sensual reading, an
inherent order.'” The syntax of coloured images and
music is a syntax without words, but with tone col-
ours and colour tones instead. The image has its own
inner reflection and we should try to touch this in-

12 \WOHLFART, G.: Das Schweigen des Bildes. In: Was ist ein
Bild? Ed. G. BOEHM. Miinchen 1994, pp. 163-183, here
p. 172.

1% BOEHM, G.: Bildsinn und Sinnesorgane. In: Nexe Hefle fiir
Philosophie, 1980, Nos. 18-19, 118 ff; ... sinnlich organisiertem
Sinn...” — WOHLFART 1994 (see in note 102), p. 173.

Y4“Der Sinn des Bildes bildet sich sinnlich...” — WITTGENSTEIN,
L.: Philosgphische Untersuchungen. Frankfurt a. M. 2001, § 522
and § 523.

195 “Tedes Kunstwerk ist ein Angenblick...” — ADORNO, T. Wi
Asthetische Theorie. Frankfurt a. M. 1970, pp- 130 ff. and 154.

ner truth rather than search for its definition. This
has been, somewhat ambitiously, the aim of this
article: to enter intellectually and aesthetically into
the deeper meaning of a work of art, recreating and
understanding what becomes reality in the moment
and through the experience of observing,

The painter does not paint, because he has seen,
but in order to see. Jean Paul says, the grasping in-
corporates the comprehending, Wittgenstein says,
that the painting talks about itself, meaning that it
says something through its own individual structure,
in its own forms and colours.'™

Cézanne said “every painting is a moment” ' and the
moments of the painting are “oments of the world”.
Because starting from one point a whole world of
appearances opens up. For Humboldt, in turn, the
languages, like the languages of art, “are not meant to
represent the truth which we already understood, but to reveal
the truth which is unknown” ' The moment of the aes-
thetic instant is an opening to the world. The painting
does not reveal the visible but makes (it) visible, says
Fiedler." It does not show a new wotld, but (it shows)
the world in a new way. A characteristic of art is the
“revelation” of the world. Aesthetic epiphany is a
secularized religious epiphany. Benjamin says that the
shining is a profane illumination,'” and that the silent
dialogue of colours and forms is like a prayer.'”

Thus to sum up, we must be aware of the complex
language of aesthetics in art. It is by a full aware-
ness of that complexity that we can understand the
importance of going beyond the mere rational ob-
servation and analytical confirmation of art, as a way
to obtain a far deeper and exhaustive understanding
of the meaning of art itself.

W6 <. dass sie nicht eigentlich Mittel sind, die schon erkannte Wabrheit
dargustellen, sondern weit mebr, die vorber unerkannte u entdecken. ..”
— HUMBOLDT, W. von: Schriften zur Sprachphilosophie. Werke
in fiinf Banden. Eds. A. FLITZNER — K. GIEL. Darmstadt
1963, Vol. 3, p. 19.

"”SCHEER, B.: Conrad Fiedlers Kunsttheorie. In: Ideengeschichte
und Kunstwissenschaft. Philosophie und bildende Kunst im Kaiserreich.
E. MAI - S. WAETZOLD - G. WOLANDT. Berlin 1983,
pp. 133-144.

8 ALBERT, K.: Philosgphie der modernen Kunst. Sankt Augustin
1984, p. 33.

" WOHLFART 1994 (sce in note 102), p. 181.
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Ikonozofia. Vztah medzi teériou farieb a ikonografiou
(Goethe a Turner. Labyrint slova a svetla)

Resumé

Stadia sa snazi dokézat’, ze farbe je z teoretického
a filozofického hladiska potrebné priznat’ autoném-
ny jazyk, nevyhnutny pre interpretaciu umeleckého
diela.

Text je rozdeleny do troch casti. Prva sa zaobera
hranicami ikonografickej metody a Glohou vnimania.
Druha cast’ odkryva vSeobecny zmysel reci farieb.
Posledna cast’ aplikuje teoretické poznatky o vzta-
hu medzi recou farieb a ikonografiou na konkrétne
umelecké dielo — Turnerov obraz Swvetlo a farba
(Goetheho tedria) — Rano po Potope — Mojis pisuct knibu
Genezis, interpretovany prostrednictvom Goetheho
teorie farieb.

Analyza umeleckého diela ikonografickou me-
toédou znamena jeho interpretaciu v ramci urcitych
danych parametrov. Dielo je videné v $pecifickom
historickom, filozofickom a nacionalnom kontexte.

Ak v$ak do tvah zaclenime tlohu divaka, musime
prekrocit’ hranice tradi¢ného vedeckého pristupu.
Zatial' ¢o ikonografia popisuje obsah diela, farba
priamo posobi na divakove vaimanie, a tym modi-
fikuje ikonograficky vyraz.

Musime sa zmocnit’ ,,nevideného® a pokusit’ sa
zistit’, co nam dielo odkazuje po estetickej stranke.
Pomocou tedrii farieb, foriem alebo linii mézeme
postthnat’ vyraz vpisany do struktary umeleckého
diela.

Ako definovat’ re¢ farieb? V priebehu storoci
si farby vytvorili svoj vlastny jazyk, zalozeny na
urcitej forme, skladbe a ucelovosti, Specifikovanych
teoriami farieb. Teoriu farieb mozno chapat’ ako
sucast’ celkovej tedrie estetického zazitku z obrazu.
Prostrednictvom analyzy farieb dokazeme postihnat’
ich schopnost’ komunikovat’ posolstva.

Sila slov, neviditel'na, no duchovne vzdy pritomna,
vyvolava silné pocity — podobne ako farby —, pricom
nam poskytuje informacie a sprostredkava zmyslové
vnemy. Vsetky Aristotelove prace na tému rétoriky
sa zakladaji na ulohe presvedcivosti. Rétorika je
umenim invencie, expresie, organizacie a komunika-
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cie. Svetlo prostrednictvom farby pésobi podobne
ako jazyk v ramci rétoriky. Tak, ako jazyk dokaze
vyjadrit’ nase skdsenosti, svetlo prostrednictvom
farby dokaze dekédovat’ informacie. A tak farby,
podobne ako slova, objasnuju zmysel, prebudzaju
obrazotvornost’ a vyvolavaju vasne a emocie. Farba
nie je iba pigment, iba svetlo, ale skor vzruch, s roz-
liSenim na fyzikalny fenomén a subjektivny vnem.
Platon, Aristoteles, Galén a Ptolemaios videli zrod
farieb v momente stretu pohl'adu a objektu. Svetlo
vabi pohl'ad a pohlad farby. Pozerat’ sa na umelecké
dielo znamena uvedomovat’ si viditel'nost’ farieb.

Turnerov obraz Swvetlo a farba (Goetheho tedria)
— Rdno po potope — Mojzis pisuci knibu Genezis je svojim
sposobom ,,inkarnaciou® Goetheho tedrie farieb.
Sam nazov naznacuje suboj medzi dvomi odlisny-
mi vedeckymi odbormi: ikonografiou a estetikou.
V Turnerovom pripade je klasické zobrazenie ,,Poto-
py* transformované do podoby prudkej burky farieb,
pricom odkazy na tradi¢né ikonografické symboly,
napr. Mojzi$ a had, sa tu stracaju. Dokazeme rozli-
$it’ viacero zdrojov, z ktorych mohol Turner ¢erpat’
inspiraciu pre tento radikalny rozchod s tradi¢cnym
zobrazenim.

V obdobi renesancie sa ,,Potopa“ stala symbolom
sily prirody, umoznujicej Fahsie uchopenie nevidi-
telného Boha v jej kozmickom poriadku. Teérie
farieb a disegna Albertiho a Leonardovej doby priznali
estetickej expresii §irsiu a nezavislejsiu dlohu. Spe-
cifickym pouzitim farieb bolo mozné manipulovat’
divakove vnimanie priestoru a ¢asu. Malba uz viac
nebola nehybna, jej prvky sa rozhybali, manipulujic
tak s nasimi pocitmi.

Boschove mystické kruhy z jeho Nanebovstipenia
sa na Turnerovom obraze premietli do uchvacujtce-
ho tunela, v ktorom divak postupuje z tmy do svetla.
Rozdiel medzi Boschom a Turnerom spociva v dy-
namickom svetelnom efekte, ktory sa Turner naucil
od Lorraina. Lorrainovo svetlo prenika do objektov
a posuva ich do inej sféry. Turner vsak isiel d’ale;



ako barokova teoria farieb, v ramci ktorej ma divak
moznost’ mat’ ucast’ na pocitoch, ktoré nie su priamo
zobrazené, no pri pozorovani obrazu aj tak vystupuja
na povrch. Pozorovanim sa pocity zviditel'nuja, a to
pomaly, postupne. Nedosiahnu naplnenie, skor sa
sustavne menia z jedného na druhy. V baroku sa
dotykame otazky skutoc¢nosti javu. Nejavi sa samot-
ny objekt, ale dané svetlo a farba. Farba tu odraza
zmenu pocitovosti predmetu v malbe. Zucastinujeme
sa na skuto¢nom zazitku vnutorného procesu. Nasa
subjektivita, nasa reflexia vnemu zobrazenych javov
sa stava sucast’ou mal’by samotnej.

Kym umelci ako Tiepolo, in§pirovani novymi
Newtonovymi tedriami, zacali miesat’ farebné tony
a dosahovat’ v odrazoch zmyslové vnemy, Turner
s pomocou Goetheho tedrie farieb posunul umenie
do novej filozofickej dimenzie.

Goetheho tedria postuluje, ze svetlo je samo
o sebe neviditePné a bezfarebné. Cisté svetlo sa
stava viditelnym az vtedy, ked’ sa stretne s nie¢im
tmavym, stavajic sa farebnym svetlom. Tma je pod-
I'a Goetheho naprotivkom svetla. Zaroven sa vsak
svetlo a tma nevylucujd, ale naopak, dynamicky sa
spajaju a vytvaraji nieco iplne nové: farbu. Goethe
dalej rozlisuje tri rozdielne typy farby: fyziologicku,

fyzickd a chemickd. Vnimanie farieb je zalozené
na polarite, charakteristickej aj pre nase vnimanie
skutoc¢nosti. Sama priroda poskytuje tieto I'ahko
pozorovatel'né duality. Slova a farby umoznuju po-
chopit’ realitu. Podl'a Goetheho umenie komunikuje
divakovi prostrednictvom farieb ucinné zmyslové
vnemy, predstavy, zazitky a pocity.

Turnerov obraz Swetlo a farba (Goetheho tedria)
— Rdno po potgpe — Mojis pisuci knibn Genezis, charak-
teristicky pouzitim zItych a modrych ténov, vychadza
z Goetheho teédrie farieb. Turner vyuziva polaritu,
tmu a svetlo, pricom katastrofickost’ potopy nam
nesprostredkiva intelektualnymi prostriedkami, ale
prostrednictvom zazitku ,,astupu® tmy a nasledného
fyzického a mentalneho vkrocenia do svetla. Svetla,
ktoré na konci tunela, otvarajuceho sa pred nasimi
ocami, prechadza zo Zltej farby do bielej. Turne-
rova mal’ba zmenila od zakladov sp6sob vnimania
umeleckého diela. Zavadza svojské ponatie nadpo-
zemskosti, pricom farbami nam sprostredkiva pocit
ohromujucej sily prirody a tiez bozej vznesenosti.
Prezivame ocistu, transcendujuc prostrednictvom
farieb nevidite'né, no v zivote tak reilne.

Preklad g anglicting M. Hrdina
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Adriaticky pévod niektorych predromanskych kostolov

v strednom Podunajsku

Martin ILLAS

Po6vod a proveniencia predromanskych kostolov
na uzemi Moravy, zapadného Slovenska a Zadu-
najska je dlhodobo diskutovana téma, ktora, hoci
dosial’ nebola — a zrejme ani nemoze byt” — uzavre-
ta, poskytla uz viac menej vseobecne akceptovany
poznatok,' ze ¢ast’ tychto predromanskych kostolov
alebo aspon niektoré ich prvky maju svoj povod tak
v prostredi ,,zdpadnom® (Bavorsko, Franska risa)
ako aj v ,,juznom® (severny Jadran) a ,,vychodnom®
(Byzancia).

Viaceré predromanske kostoly z 9. storocia
v sttednom Podunajsku maju teda podl'a uvedeného
svoj povod 1 v architektire jadranskej oblasti — ¢i
uz ide o severné Taliansko alebo o severozapadny
Balkan. Ide najmi o skupinu niekolkych velko-
moravskych rotind, kostol na Devine,* baziliku na
Bratislavskom hrade, baziliku na ostrove Récéskut
pri Zalavari — Varszigete alebo kostol ¢. 10 v Mi-
kulciciach.

Ciel'om prvej casti tejto prace je prispiet’ k hl'ada-
niu povodu baziliky na Récéskute a jej prostrednic-

! Napr. STEFANOVICOVA, T.: Architektira Velkej Moravy
v eurépskom kontexte. In: GALUSKA, L. — KOURIL, P,
—MERINSKY, Z. (ed.): Velkd Morava mezi vichodem a zdpaden.
Shornik prizpévkii 3 mezindrodnl védecké konference. Archeologicky
sistav AV CR Brno. Brno 2001, s. 397-406.

2 ILLAS, M.: Predromansky kostol na Devine. In: Historicky
zbornik, 20,2011, & 1, 5. 19-39; ILLAS, M.: Styri predroman-
ske rotundy. In: Moravsky historicky sbornik. Rocenka Moravského
narodniho kongresu 2006 — 2011. Brno 2011, s. 661-673.

3 Napr. STEFANOVICOVA, T.: Nagjstarsie dejiny Bratislavy.
Bratislava 1993, s. 302; FIALA, A.: Sakrale Architekturen
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tvom 1 k hl'adaniu povodu a identifikovaniu podoby
baziliky na Bratislavskom hrade, a tym poskytnat’
1 indicie k ich datovaniu. Ciefom druhej casti je
pokus o rekonstrukciu stavebného vyvoja a podoby
kostola ¢. 10 v Mikul¢iciach a zodpovedanie otazky
povodu tohto kostola.

Baziliky v Zalavari
— Récéskte a v Bratislave

Povod baziliky na Bratislavskom hrade a ba-
ziliky na ostrove Récéskut pri Zalavari — Varszi-
gete (v 9. stor. Mosapurc, Blatnohrad; Madarsko)
v prostredi severné¢ho Jadranu konstatovali uz viacerd
badatelia.” Obe stavby maju ocividne viacero spoloc-
nych znakov, najmi podobné rozmery a charakteris-
tick¢é umiestnenie pripor v exteriéri a interiéri, takze
je ztejma ich uzka suvislost’,* hoci akékol'vek pokusy
o presnejsiu rekonstrukciu baziliky na Bratislavskom
hrade’ ostant len akademickymi §pekuldciami, nakol’-
ko z jej podorysu sa zachovala len mala ¢ast’. Bazilika

in mittelalterlichen befestigten Feudalsitzen. In: Pamiatky
a miized, 45, 1996, s. 5; VANCO, M.: Pociatky krest’anskej
architektiry. Velkomoravska sakrdlna architektira na Slo-
vensku. In: Problémy dejin vytvarnébo umenia Slovenska. Ed. ].
MADARASOVA. Bratislava 2002, s. 31-35.

* VANCO 2002, c. d. (v pozn. 3), s. 31-35.
> Okrem tu prezentovanej rekonstrukcie napr. aj FIALA 1996,
c. d. (v pozn. 3), s. 5, 7; VANCO 2002, c. d. (v pozn. 3), s.
29-31.



podla zaverov A. Radndtiho a A. Cs. Sdsovej. Repro: S| ZOKE 2002,
¢ d. (vpozgn. 6), 5. 263-264.

na Récéskate vzhl'adom na stav zachovania zakladov
poskytuje v tomto smere ovel'a lepsie moznosti, no
1 pri nej sa stretivame s nedorieSenym problémom
— badatelia, ktorf ju skumali (A. Radnéti, A. Cs. S6-
sova), sa rozchadzaju v jej datovani, a to bud do 9.
alebo az do 11. storocia.® Datovanie do 11. storocia
je vsak v odbornej literatire opravnene podrobované
kritike a za prijatelnejsie sa povazuje datovanie do
9. storocia.

Bazilika na ostrove Récéskut [Obr. 1] je trojapsi-
dovou trojlodovou stavbou, jej apsidy su vclenené
¢i vpisané v spolo¢nom plasti s lodou. Na zapad-
nom prieceli kostola a na severnej a juznej fasade
su umiestnené vyrazné vystupky — ide nepochybne
o pripory (anty, resp. kontraforty). Isto nejde len
o plytké lizény snad’ nesuce slepé arkady, pre ktoré
je typické, ze maji spolocny zaklad so stenou, kym
pripory stoja obvykle len na vlastnom zaklade. Piliere
v lodi, ako aj niektoré interiérové pripory si zrejme
sekundarne, ¢o znamena, ze v prvej stavebnej faze
18lo o halovu stavbu. K prvej stavebnej faze sa prira-
d'uje len dvojica zapadnych pilierov, ktora sa dava do
suvislosti s nartexom. Na juhozapade stavby je pri-
stavok, ktory byva interpretovany ako baptistérium

¢ Zhrnutie napr. SZOKE, B. M.: Christliche Denkmiler in
Pannonien aus der Zeit der Karolingerzeit. In: Zalai Miizenm,
2002, ¢.11, 5. 253-254; VANCO 2002, c. d. (v pozn. 3), s. 31-32.

1. Pédorys baziliky na ostrove Récéskiit, syntéza najstarsich stavebnyeh fiz;

TRt e et e et e ca—o.

2. Pédorys baziliky na Bratislavskom brade, syntéza a Giastocnd
rekonstrukcia troch najstarsich stavebnych faz podla zdverov T.
Stefanovicovey. Repro: FLALLA 1996, ¢. d. (v pozn. 3), 5. 6; VANCO
2002, ¢. d. (v pozn. 3), 5. 27.

vedla nartexu. Tato interpretacia je pochybna, kedze
excentricky umiestnena jama v interiéri pristavku
nemohla byt piscinou, ale bola kolovou jamou.’
Pristavok nemohol sluzit’ ani ako sakristia, ktora
by sme ocakavali priamo pri presbytériu. Pristavok
bol najma vzhl'adom na masivnost’ zakladov zrejme
vezou; sveddi pre to i mar v interiéri pristavku, ktory
slazil zrejme ako zaklad pre drevené alebo kamenné
schodisko.

Povodné datovanie prvej stavebnej fazy do 9.
storocia a druhej stavebnej fazy (najmi pilierov)
tiez este do priebehu 9. storocia bolo svojho casu
spochybnené reviznym vyskumom A. Cs. Sésovej
a bolo nim posunuté az do 11. storocia, pricom
do 9. storocia ma patrit’ len starsia drevena stavba
zo zaclatku 9. storocia a drevokamenna stavba z 2.
polovice 9. storocia. Tato revizia stavebného vyvoja

7 SZOKE 2002, c. d. (v pozn. 6), s. 254.
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kostola ako aj datovania — ako uz bolo uvedené — je
hodnotena kriticky a za prijatelnejsie sa prijima da-
tovanie kamenného kostola uz do 9. storocia.

Zaklady baziliky na Bratislavskom hrade [Obr. 2]
s zachované len v rozsahu juhozapadného narozia,
menej nez polovice juzného priebehu zapadnej steny
s dochovanymi dvoma exteriérovymi a protistojnymi
interiérovymi zakladmi pripor, d’alej zapadnej casti
juznej steny, kde nie st dolozené pripory, a zakladov
siestich pilierov umiestnenych v osiach zhodnych
s priporami na zapadnej stene. Zaklad baziliky je
symetricky skoseny v ose zapad — vychod a v rovna-
kych vzdialenostiach st posunuté i zaklady pilierov,
takze lod’ nebola minimalne v zapadnej Casti pravo-
uhla; vzhl'adom na symetrické posunutie zakladov
pilierov je skor opodstatneny predpoklad, Ze 1 vy-
chodny zaver lode bol rovnako symetricky skoseny.®
Oznacenie za baziliku vychadza z celkového uspo-
riadania a rozmerov strednej a bo¢nych lodi, hoci
usporiadanie presbytéria nie je zname. Juhozapadny
usek zakladov je prekryty zakladmi mladsej stavby
datovanej ramcovo do 10. storocia a interpretovanej
ako veza s vychodne smerujicim muarom, ktora mala
vznikndt’ az po destrukcii baziliky.”

Datovanie bratislavskej baziliky sa podl'a najstar-
sich z 26 hrobov okolitého cintorina kladie do polo-
vice 9. az do 3. tretiny 9. storocia.'

Martin Vanc¢o hl'ada p6vod kostola na Récéskite
i kostola na Bratislavskom hrade medzi bazilika-
mi typu Disentis-Chur, ktoré su charakterizované
halovou trojapsidovou dispoziciou primarne bez
pilierov v lodi a s priporami alebo lizénami v exte-
riéri a ktoré sa vyskytuju najma v oblasti severného

5 FIALA 1996, c. d. (v pozn. 3), s. 5-6.

* STEFANOVICOVA 1993, c. d. (v pozn. 3), s. 298, 300,
320.

10 STEFANOVICOVA 1993, c. d. (v pozn. 3), s. 301-302;
VANCO 2002, c. d. (v pozn. 3), 5. 28-29.

1 VANCO 2002, c. d. (v pozn. 3), s. 33-34.

2 REGAN, K. — NADILO, B.: Stare crkve u sjeveroisto¢nom
i isto¢nom dijelu Istre. In: Gradevinar, 62, 2010, ¢. 3, s. 250-
252.

3 REGAN, K. — NADILO, B.: Stare ctkve na podrucju Bala
i Rovinja. In: Gradevinar, 62, 2010, ¢. 7, s. 649.
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Talianska, resp. v Gradskom a Akvilejskom patriar-
chate." Dispozicia bazilik tohto typu vsak nie celkom
zodpoveda podobe podorysu kostola na Récéskte,
nakolko bazilikam typu Disentis-Chur, ako aj ostat-
nym uvadzanym stavbam (az na kostol Santa Maria
in Cosmedin v Rime a kostol sv. Petra a Mojzisa, tzv.
Suplju crkvu, v Soline, ktory viak vznikol a2 v 11.
storoci), chyba podstatny znak kostola na Récéskute,
a to apsidy vpisané do plast’a spolo¢ného s lod’ou.

Ak hPaddme stavby, ktoré spinaji ¢o najviac cha-
rakteristickych znakov kostola na Récéskute vratane
apsid vpisanych v spolo¢nom plasti s lod’ou, najdeme
ich v skupine istrijskych bazilik s vpisanymi apsidami,
z ktorych najstarsie vznikali v 7. az 9. storoci, mladsie
az do 12. — 13. storocia. Boli charakteristické tymito
znakmi: trojlod’ova alebo primarne halova (t. j. bez
pilierov) trojapsidova dispozicia, niektoré niesli
v exteriéri viac alebo menej vyrazné pripory, apsidy
vsetkych tychto bazilik boli vpisané do spolo¢ného
plast'a s lodou, pricom kvadraticky plast’ apsid mal
totoznd vysku ako stredna lod, resp. boc¢né lode,
takze umiestnenie apsid nebolo v exteriéri zjavné;
v pripade halovej dispozicie boli tieto stavby zastre-
sené len dvojspadovovou strechou bez samostatnych
striech nad bo¢nymi lod’ami. Medzi tieto stavby
patri kostol sv. Simona (7. stor.) a vacsi podobny
kostol (8. stor.) v Gurane pri Vodnjane,'” kostol sv.
Gerviazia (7. — 8. stot.) v Bale — Pizanovaci," kostol
sv. Stefana (7. — 8. stot.) v Peroji,"* kostol sv. Sofie
(8. stor.) v Dvigrade,” kostol sv. Andreja (8. — 9.
stor.) v Poredi,' kostol sv. Bohorodicky (zaciatok 9.
stor.) v Ruzare'” a kostol sv. Pelegrina (asi 8. stor.)
v Umagu.'

" REGAN, K. — NADILO, B.: Stare ctkve u okolici Pule (I1.).
In: Gradevinar, 62, 2010, ¢. 6, s. 544-545.

" REGAN, K. - NADILO, B.: Stare crkve isto¢no i sjeverno od
Limskog kanala. In: Gradevinar, 62, 2010, ¢. 8, s. 745-746.

'* REGAN, K. — NADILO, B.: Gradevni sklop Eufrazijeve
bazilike u Porecu. In: Gradevinar, 62, 2010, ¢. 9, s. 847.

7 REGAN, K. — NADILO, B.: Preostale stare crkve u sjeve-
rozapadnom dijelu Istre. In: Gradevinar, 62, 2010, ¢. 11, s.
1026-1027.

18 Tbidem, s. 1030-1031; REGAN, K. — NADILO, B.: Izosta-
vljene i nedovoljno prikazane crkve. In: Gradevinar, 63, 2011,

¢. 1,5.90.
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3.1. Pidorys baziliky sv. Serggja a Grakcha v Kdbire, Egypt, 4. stor. Repro: Archiv antora; 3.2. Pédorys baziliky sv. Petra a Pavia v Gerase, Jorddnsko,
565. Repro: MERINSKY 2006, ¢. d. (v pozn. 28), 5. 803, 3.3. Pidorys baziliky v Humayme (Aunare), Jorddnsko, 5. — 6. stor. Repro: SCHICK,
R.: Christianity at Humayma, Jordan. In: Liber Annuns, 45, 1995, 5. 325; 3.4. Pddorys trojapsidového kostola v Mirine pri Omisalji na Krku,

Chorvitsko, asi 6. stor. Repro: REGAN,

Vel'mi podobne usporiadané baziliky su zna-
me 1 v neskoroantickej architektire, napr. bazilika
sv. Sergeja a Grakcha v Kahire zo 4. storocia, bazilika
sv. Petra a Pavla v Gerase z roku 565, bazilika v Hu-
mayme (Auare) z 5. — 6. storocia (obe v Jordansku)
alebo trojapsidovy kostol v Mirine pri Omisalji na
Krku asi zo 6. storocia [Obr. 3].

Od kostola na Récéskute sa viaceré z tychto sta-
vieb lisia kvadratickym podorysom apsid, ktorych
klenba bola nesena na trompoch. Bazilike na Récés-
kate sa vsak niektorymi dolezitymi znakmi velmi
blizi bazilika v Bale — Pizanovaci [Obr. 4.1], ktora
ma rovnako konstruované polkruhovo ukoncené
apsidy zhodnej hibky vpisané do masivneho muriva
lode a pripory medzi apsidami, d’alej bazilika v Pe-
roji [Obr. 4.2] s vyraznymi priporami na zapadnom
prieceli, z ktorych dve stredné su ukoncené hlavi-
cami a nie slepymi arkadami, a napokon bazilika
v Dvigrade [Obr. 4.3], ktord ma na juznej stene

K. — NADILO, B.: Stare crkve u sjevernom dijeln Krka. In: Gradevinar, 62, 2010, & 1, 5. 63.

a najmi na vychodnom prieceli pripory (niektoré
sa v hornej casti plynule zanaraju do muriva), na
juhozapade stavby bola v 9. storo¢i pristavana veza
av 9. - 10. storoci juzne od kostola a vichodne od
veze baptistérium.

Na zaklade tejto podobnosti prave s uvedenymi
prikladmi istrijskych bazilik mézeme vyslovit’ tvr-
denie, ze bazilika na ostrove Récéskat ma s vel'kou
pravdepodobnost’ou povod na Istrii, t. j. vo sfére pat-
riarchatu Aquileia. Umoznuje nam to 1 rekonstruo-
vat’ v hrubych ¢rtach podobu baziliky na Récéskute
[Obr. 5] — jej prva stavebna faza bola zrejme halova
(bez pilierov v lodi) a plast’, do ktorého boli vpisané
apsidy, bol zhodnej vysky ako lod’, takze umiestne-
nie apsid nebolo v hmotovej skladbe stavby zjavné.
Bazilika mala prinajmensom v prvej stavebnej faze
len dvojspadovu strechu bez samostatnych striech
bo¢nych lodi. O tom, Ze juzna a severna stena boli
pomerne vysoké a neboli len nizkymi stenami boc-
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4.1. Pidorys baziliky v Bale — Piganovaci. Repro: REGAN — NADILO 20710, ¢. d. (v pozn. 13), s. 649; 4.2. Pddorys baziliky v Peroji. Repro:
REGAN — NADILO 2010, ¢. d. (v pogn. 14), 5. 544, 4.3. Pidorys baziliky v Dvigrade. Repro: REGAN — NADILO 2010, c. d. (v pozn.

15), 5. 745,

nych lodi, svedcia severné a juzné pripory, ktoré
nepochybne mali aj prakticky ucel statickej opory
vyssich marov, a nie len estetickd funkciu. Pripory
v exteriéri niesli bud’” hlavice, alebo boli §ikmo sko-
sené, alebo sa plynulo zanarali do muriva, ale isto
neniesli slepé arkady. Juhozapadny pristavok bol
nepochybne vezou.

Ak je spravny predpoklad, Ze zapadny par pilierov
v bazilike na Récéskute bol uz sicast’ou prvej staveb-
nej fazy, nie je pravdepodobné, Ze priestor na zapad
od tychto pilierov sluzil ako nartex, ked’ze nebol od
ostatného priestoru lode dostato¢ne oddeleny, nez
len tymito piliermi. Dvojica zapadnych pilierov snad’
suvisela (mozno staticky a konstrukcne) s pritom-
nost’ou veze na juhu, no skor sa zda, ze niesla tribunu
pre vlastnika kostola, ktora tak mala funkciu westwer-

1 VEZIC, P: Bazilika Sv. Ivana Krstitelja (Sv. Nediljica) u Za-
dru. Prilog poznavanju ranoromanike arhitekture u Dalmaciji.
In: Radovi Instituta za povijest umjetnosti, 1999, ¢. 23, s. 14; FIS-
KOVIC, 1.: Crkva sv. Petra i Mojsija — spomenik kralja Petra
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ku. Podobne usporiadané si i viaceré dalmatske
starochorviatske baziliky (Biskupija — Stupovi, kostol
sv. Cecilie; Biskupija — Crkvina, kostol sv. Marie;
Solifi — kostol sv. Petra a Mojzisa, tzv. Suplja crkva)
alebo iné trojlod’'ové kostoly (Solint — Gospin otok,
kostol sv. Stefana) z 9. — 11. storodia.”

Bazilika na Bratislavskom hrade — za predpo-
kladu, Ze ide naozaj o stavbu pribuznu bazilike na
ostrove Récéskut — bola isto usporiadana obdobne
[Obr. 6], t. j. mala na zapadnom prieceli pripory, ktoré
bud’ niesli hlavice, alebo boli sikmo skosené, alebo
sa plynule zanarali do muriva, a apsidy vpisané do
plast’a, ktory bol zhodnej sirky i vysky aka mala lod’;
apsidy tak neboli v hmote stavby zjavné. Na rozdiel
od baziliky na Récéskute vsak urcite v Bratislave
neslo primarne o halovia stavbu ale uz od pociatku

Kresimira IV. u Solinu. In: PELC, M. (ed.): Zbornik I. kongresa
hrvatskib povjesnicara umjetnosti. Zagreb 2004, s. 39; REGAN,
K. —NADILO, B.: Stare crkve u Biskupiji pokraj Knina. In:
Gradevinar, 60, 2008, ¢. 6, s. 562, 564.
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5. Rekonstrukcia baziliky na ostrove Récéskiit. Kresba: M. Llas.

o trojlodovi baziliku s piliermi v lodi, ¢o dovol'uje
predpokladat’, ze predlohou pre bratislavsku baziliku
bola az druha stavebna faza baziliky na Récéskute
(t. j. po vybudovani trojlodia s piliermi). Celkova
dizku bratislavskej baziliky mozno len odhadnut’
— predpokladat’ mozno este jeden alebo dva pary
pilierov a trojapsidové presbytérium.?
Analogickym uplatnenim dispozicie kostola
v Dvigrade a dispozicie baziliky na Récéskute pri
rekonstrukcii dispozicie baziliky v Bratislave vznika
moznost’, ze mladsia veza s vychodne smerujicim
murom vybudovana na zapadnej ¢asti juzného muru
baziliky na Bratislavskom hrade mohla patrit’ este

% Martin Vanco pomocou konstrukeie tzv. dynamickych $tvoru-
holnikov predpoklada este dva pary pilierov. — VANCO 2002,
c. d. (v pozn. 3), s. 30.

! Problémom tejto interpretacie je jednak vysvetlenie rozsahu
zakladov veze, ktoré maja tvar obdlznika, pricom navysenie
zakladov predpokladanej kostolnej veze §tvorcového podory-

6. Schematickd rekonstrukcia podorysu baziliky na Bratislavskom brade.
Kresba: M. s

k samotnej bazilike, teda vznikla ako jej pristavba,
a nie az po jej destrukcii, a bola asi zvonicou (podob-
ne, t. j. ¢iastocnou destrukciou a prestavanim juzne;
steny kostola, vznikla i veza pri bazilike v Dvigrade).
Sakralna funkcia stavby na Bratislavskom hrade by
teda nebola v priebehu 10. storocia prerusena vystav-
bou domnelého opevnenia, ale bazilika sa v takejto
podobe (t. j. s pristavanou vezou) mohla dockat’
vyraznejsej prestavby az v 11. storo¢i** Pisomne do-
loZené patrocinium Najsvitejsiecho Spasitel'a prepost-
ského kostola na Bratislavskom hrade preto moze
mat’ kontinualne trvanie uz od 9. storocia. Kontinuita
patrocinia by v opacnom pripade bola sotva mozna,
kedZe pocas doby trvajicej priblizne jedno storocie
od zaniku velkomoravskej baziliky po vystavbu
prepostského kostola v 11. storoci by ruiny baziliky
mali byt” vyuzité na vystavbu opevnenia, ¢ize nie na
sakralny tcel. V takom pripade by sa sotva uchovalo
povedomie o patrociniu davno zaniknutého kostola
nahradeného vylucne svetskou stavbou.

Ak bazilika na Récéskute bola predlohou pre ba-
ziliku v Bratislave, ktora vznikla v 9. storoc¢i, musela

su je len v jeho vychodnej ¢asti, a jednak vysvetlenie funkcie
muru smerujiceho od zikladu veze vychodnym smerom
—snad’ 8lo o nejaky vedl'ajsi liturgicky priestor, napr. sakristiu
alebo baptistérium.

2 FIALA 1996, c. d. (v pozn. 3), s. 6.
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i bazilika na Récéskute vznikniat’ uz v 9. storoci, a to
pravdepodobne v dobe, kym hradisko na ostrove
Varsziget a sidlo na ostrove Récéskut a ich zazemie
plnili svoju funkciu, ¢ize v case, ked’ boli sidlom
Pribinu a Kocel'a (asi 840 — 875), najneskor az do
spustosenia tejto oblasti Mad’armi (asi 895), spravy
Braslava (896 — 900) a definitivneho obsadenia Ma-
darmi (900).

Obe stavby mozno teda ramcovo datovat’ do
2. polovice 9. storocia, pricom ich p6vod na Istrii
je najskor sacast’ou misijného pradu a kultarneho
vplyvu zo severného Jadranu, ktory na Vel'kia Moravu
prichadza predovsetkym za vlady Rastislava, a to asi
medzi rokmi 850 a 863 v suvislosti s obmedzenim
vplyvu pasovského biskupstva a intenzivnym nad-
vizovanim kontaktov najmi s prostredim ,,Vlach
a Grécka“,” ale i za posobenia byzantskej misie po
roku 863, kedy je v stvislosti s pripravou knazov
slovanskej liturgie a zriadenim moravsko-panénskej
cirkevnej provincie dolozena intenzfvna komunikacia
na trase Morava — Blatnohrad — Benatky — Rim. V ¢a-
se pred rokmi 870 — 880 (t. j. ustanovenim Metoda
za moravsko-panonskeho arcibiskupa a faktickym
zriadenim moravsko-pandnskej provincie a zavede-
nim slovanskej liturgie) treba na Gzemi Blatenského
kniezatstva v zhode s adajmi spisu O obrateni Bavorov
a Korutancor’* pocitat’ predovsetkym s kultirnym
vplyvom smerujucim zo Salzburgu a vobec z Ba-
vorska. S tym nie je v rozpore ani renesancény nacrt
podorysu jednolodového kostola s polkruhovou
apsidou na hradisku Varsziget, ktory neobsahuje
ziadne Specificky adriatické prvky v architekture,

2 ILLAS 2011a, c. d. (v pozn. 2), s. 34-35; ILLAS 2011b, c. d.
(v pozn. 2), s. 667-668.

# MARSINA, R. et al.: Pramene k dejindm Slovenska a Slovafkov
1. Slovensko olami cudzincor. Budmerice — Bratislava 1999, s.
142-144.

» KOZAK, K.: XI. — XIIL szazadi egyhazi épitészet Veszprém
megyébfin. In: A Vesgprém Megyei Miizennmok Ka"g/emé@/ez', 1969, s.
224; SZOKE 2002, c. d. (v pozn. 6), s. 252; SZOKE, B. M.: Ka-
rolingische Kirchenorganisation in Pannonien. In: FREEDEN,
U.von —FRIESINGER, H.— WAMERS, E. (ed.): Glanbe, Kult
und Herrschaft. Phanonene des Religidsen in 1. Jabrhtausend n. Chr.
in Mittel- und Nordenrgpa. Bonn 2009, s. 406.

2% SZOKE 2002, c. d. (v pozn. 6), s. 252-253; SZOKE 2002, c.
d. (v pozn. 25), s. 405-408.
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za predpokladu, ze aspon priblizne zodpoveda
skuto¢nosti.”

Celkom mozno vylucit’, ze bazilika na Récéskute
bola kostolom sv. Jana Krstitela, ktory podla spisu
O obrdteni Bavorov a Korutdncov mal stavat’ na hrade
Mosapurc. Ostrov Récéskut nebol sucast’ou hradu
Mosapurc, ale bol oddelenym a snad’ i samostatne
opevnenym sidlom. Neslo ani o kostol sv. Hadriana,
ktorym je nepochybne vel'ky chram odkryty v sever-
nej Casti hradiska Varsziget.*

Pokial ide o funkciu baziliky na Bratislavskom
hrade, nie je vylucené, ze naozaj mohla byt’ v in-
tenciach hypotézy Martina Vanca biskupskym kos-
tolom jedného z biskupov ordinovanych na Velkej
Morave roku 899.* Lokalizacia tychto biskupstiev je
predmetom dlhodobej odbornej diskusie; jedinym
pramenom su tzv. Pilgrimove falzd asi z roku 973,
ktoré uvadzaji ako sidla moravskych diecéz Favianu
(dnesny Mautern), Nitru, Vetvar a Speculum Iuliense
s alternatfvnym nazvom Ouguturum alebo Sorigutu-
rum. Za istd sa povazuje existencia sidla arcibiskupa
na Morave a jedného z biskupov v Nitre, pricom sa
povazuje za zrejmé, ze uzemie Moravy a izemie Nit-
rianska predstavovali dve ucelené diecézne tzemia.”
Ostatné dve biskupstva sa hypoteticky lokalizuju do
Krakova, Mauternu, Veszprému ¢i Feldebrd, ale i do
Ostrihomu ¢i Olomouca. Najpravdepodobnejsie
vsak je, ze vsetky Styri diecézy mali sidla v samotnom
jadre statu a nie v dobytych, okrajovych alebo len
tributarne pripojenych oblastiach. Velkej Morave
v ¢ase zriadenia tychto Styroch diecéz patrilo uz len
jej povodné jadro, t. . Morava a Nitriansko, a zrejme

7 VANCO 2002, c. d. (v pozn. 3), s. 46.

% MARSINA 1999, c. d. (v pozn. 24), s. 31; MERINSKY, 7.
Ceské gemé od piichodn Slovani po 1elkon Moravu 11. Praha 20006,
s. 560.

2 Napr. MERINSKY 2006, c. d. (v pozn. 28), 5. 936.

% KUCERA, M.: Postavy velkomoravskej bistdrie. Martin 1980, s.
189; STEINHUBEL, J.: Spor o velkomoravské biskupstva.
In: Historicka revue, 3,1992, ¢. 9, s. 3; MARSINA, R.: Cirkevna
organizicia na Vel'kej Morave. In: GALUSKA — KOURIL
— MERINSKY 2001, c. d. (v pozn. 1), s. 294-295; MERIN-
SKY, Z.: Morava v 10. a na pocatku 11. stoletd. In: STEFA-
NOVICOVA, T. - HULINEK, D. (ed.): Bitka pri Bratisiave
v roku 907 a jej vyznam pre vyvoj stredného Podunajska. Bratislava
2008, s. 93 ff.
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7.1. Pddorys kostola & 3 v Mikuliiciach. Repro: POLACEK, L.: Zur Erkenntis der hichsten Eliten des grofimibrischen Mikuliice (Griiber mit
beschlagenen Sdrgen). In KOURIL, P. (ed.): Die friimittelalterliche Elite bei den 1 dlkern des dstlichen Mittelenropas. Brno 2005, s5. 139; 7.2.

Pddorys kostola vo Fulde — Petersbergu. Repro: Archiv antora.

1 severovychodné Zadunajsko, a niektoré dzemia
dobyté na Franskej rii, t. j. severna cast’ Hornej
Panoénie a cast’ Vychodnej marky. Sidlo biskupa
najma z ekonomickych a politickych dovodov mu-
selo byt’ umiestnené v takej oblasti krajiny, kde uz
boli rozvité ranofeudalne vlastnicke a spolocenské
vzt'ahy a kde existovalo vyuzitel'né a ekonomicky
rentabilné feudalne vlastnictvo pody, t. j. v central-
nych hradiskach statu, kde sidlila i najvyssia politicka
elita. Tymito centrami st na konci 9. storocia predo-
vsetkym Mikulcice, Uherské Hradiste — Staré Mésto,

' Ostrihom, mad’. Esztergom, lat. Strigonium, pov. slovan.
*Strégom od slova strégnqti (STANISLAV, J.: Sovensky jub
v stredovekn 1. Bratislava 1999, s. 64-65, 220), ¢ize strichnut’,
strazit’, s pov. vyznamom ,,strizne, pozorovacie miesto®,
mozno stotoznit’ s nazvom Speculum Iuliense, resp. Sori-
guturum — lat. speculum znamena vyhliadka, lat. specula
znamena straz. Soriguturum, snad’ skomolenina alebo chybny

Nitra, Bratislava a snad” Olomouc. Z hl'adiska kritéria
vyssej urovne rozvoja ranofeudalnych vlastnickych
a spolocenskych vzt’ahov moze do Gvahy prichadzat’
este umiestnenie sidla biskupstva do Mauternu lezia-
ceho v oblasti s rozvitymi ranofeudalnymi vzt'ahmi
vo Vychodnej Marke, pripadne i do Veszprému
alebo Ostrihomu.” Tieto sidla lezali v oblastiach
pripojenych k Velkej Morave a ich povysenie na
diecézu mohlo sluzit” ako prostriedok ich pevného
politického a spravneho pripuitania k Velkej Morave.
Sidlami biskupstiev vsak sotva mohli byt’ Krakov

prepis slova Strigoturum, mohlo byt odvodené od slovan.
*Strégom, podobne ako lat. Strigonium. To viak samo osebe
nedokazuje existenciu biskupstva v roku 899 v Ostrihome,
ale iba vyznam Ostrihomu ako kniezacieho sidla na konci 10.
storocia (STEINHUBEL, J.: Nitrianske knieZatstvo. Bratislava
2004, s. 201-204).
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¢i Feldebrd, ktoré lezali v len malo rozvitych a izo-
lovanych okrajovych oblastiach, navyse s vysokym
rizikom straty Gzemia ¢i vojenského vpadu.

Bratislavska bazilika by rozhodne spinala pozia-
davky na biskupsky chram ako prestiznu a repre-
zentacnu stavbu, ked’ze bola jednym z najvacsich
kostolov na Vel'kej Morave, aj ked asi kratsim nez
kostol ¢. 3 v Mikulciciach vratane jeho mladsich
pristavieb, ktory sa vzhfadom na jeho rozmery, typ
a prestizne umiestnenie povazuje za biskupsky, pri-
padne arcibiskupsky kostol.”” Len na okraj uved'me,
ze kostol ¢. 3 v Mikul¢iciach nemozno oznacovat’
za baziliku, ked’ze nebol trojapsidovym kostolom
ale len trojlodovym jednoapsidovym kostolom;
dokonca je mozné, ze v prvej stavebnej faze islo len
o jednolod’'ovu stavbu a Ze rozdelenie na trojlodie
je vysledkom niektorej neskorsej prestavby kostola.
Podorys kostola ¢. 3 v Mikulciciach sa najvicsmi
podoba pddorysu kostola vo Fulde — Petersbergu
z roku 830, prestavanc¢ho roku 915 [Obr. 7].

Podl'a vsetkych uvedenych avah a suvislosti mo-
zeme vyslovit’ pravdepodobny zaver, ze bazilika na
Bratislavskom hrade bola vybudovana podla predlo-
hy baziliky na ostrove Récéskut, obe boli in§pirované
typom istrijskej baziliky s vpisanymi apsidami, pri-
com ich vznik, resp. ich najstarsie prestavby, mozno
klast’ do 2. polovice 9. storocia, pravdepodobne na
zaciatok poslednej tretiny 9. storocia, a suvisia so
snahou Vel'kej Moravy o zriadenie vlastnej cirkevnej
provincie, pripadne s pésobenim byzantskej misie na
Velkej Morave a v Blatenskom kniezatstve, a pokial
ide o baziliku v Bratislave i so zriadenim $tyroch
vel'komoravskych diecéz roku 899.

2 Mimoriadne vyznamné postavenie kostola ¢. 3 zrejme ako
biskupského alebo arcibiskupského kostola konstatuju
z hPadiska stavebného typu, umiestnenia v sidliskovej truk-
ture a postavenia medzi ostatnymi kostolmi POULIK, J.:
Mikuliice — sidlo a pevnost knizat velkomoravskych. Praha 1975;
MARIKOVA-KUBKOVA, J.: Aktuelle Fragen des Studiums
der friimittealterlichen Architektur. In: POLACEK, L.
— MARIKOVA-KUBKOVA, J. (ed.): Friimittelalterliche Kirchen
als archdologische und bistorische Quelle. Internationale Tagungen in
Mifuliice VI Brno 2010, s. 27; POLACEK, L.: Die Kirchen
von Mikulcice aus siedlungsarchidologischer Sicht. In: Ibidem,
5. 39; POMFYOVA, B.: Die Interpetationsméglichkeiten des
Sakraltopographie in Mikul¢ice. In: Ibidem, s. 96. Datovanie
tohto kostola najnoviie UNGERMAN, 8. - KAVANOVA, B.:
Das Griberfeld bei der Basilika von Mikulcice. In: Ibidem, s. 81.
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Kostol ¢. 10 v Mikuldiciach

Kostol ¢. 10 sa nachadza na zapad od predhradia
hradiska Valy v Mikulciciach. Nie je zname, ¢i bol
sucast’ou dvorca alebo iného sidla. Bolo pri nom
objavenych 6-11 hrobov bez nalezov. Vzhl'adom
na stratigrafické okolnosti a na to, Zze na destrukcii
kostola su dolozené stopy povelkomoravského
osidlenia, ako aj na to, ze v tejto lokalite vznikali
kostoly len v 9. storoct, je 1 kostol ¢. 10 datovany len
ramcovo do 9. storocia.”

Zaklady kostola sa takmer nedochovali vo svojej
povodnej hmote, nakolko boli neskor vytazené
ako zdroj kamena, ale dochovali sa vicsinou len ako
druhotne vyplnené negativy zakladov [Obr. 8.1]. Islo
o jednolod’'ovy kostol s kvadratickym knazist'om,
ktoré je pomerne kratke — nema Stvorcovy, ale
obdiznikovy podorys. V exteriéri je lod’ i kiaziste
pravidelne clenené vyraznymi priporami. Tato pra-
videlnost’ je narusena na zapadnom prieceli lode,
kde tri pripory st dlhsie nez $tvrta (severna) a juzné
dve pripory st spojené este zakladom dalsej steny,
takze tu vznika uzavrety nepravidelny obdiznikovy
priestor. Na severnej interiérovej stene lode sa na-
chadza zvysok vystupku, ktory je zrejme zdkladom
interiérovej pripory. Podobny vystupok sa podla
fotografii odkrytych negativov zikladov kostola™
nachadzal i na juznej interiérovej stene lode. Zaklady
predpokladanych interiérovych pripor na severnej
1juznej interiérovej stene lode st umiestnené presne
oproti exteriérovym priporam, takze je mozno pred-
pokladat’, ze v interiéri kostola sa nachadzali i d’alsie
dve — teda dokopy styri — pripory umiestnenim zod-

» POULIK 1975, c. d. (v pozn. 32), s. 117-119; MERINSKY
2006, c. d. (v pozn. 28), s. 591-592; POLACEK, L. (ed.):
Terénni vygkum v Mikuliicich. Brno 2000, s. 18-19. Literatdra
uvadza rozdielny pocet hrobov uloZenych pri kostole ¢. 10:
6 hrobov uvidza POLACEK 2006, c. d. (v pozn. 33), s. 18;
6 hrobov a 1 murovant hrobku uvadza POULIK 1975, c. d.
(v pozn. 32), s. 117; 11 hrobov uvadza POLACEK, L. et al.:
Stav a perspektivy vyzkumu podhradi mikulcického hradiste.
In: Prehled vizknmii [AU AV CR v Brné], 2007, ¢. 48, s. 125.
Na planoch lokality (napt. POLACEK 2006, c. d. (v pozn.
33), s. 18) je v okoli kostola zakreslenych 7 hrobov.

* POLACEK 2006, c. d. (v pozn. 33), s. 19.



povedajuce priporam v exteriéri. Ich iba ciasto¢né
dochovanie mozno vysvetlit’ nizsim zalozenim ich
zakladov a ich neskorsou likvidaciou pri vytazeni
zakladov stavby. V interiéri lode st priblizne v strede
jej plochy dva samostatné zaklady stvorcového podo-
rysu, zrejme zaklady pilierov panskej empory, ktoré
nerespektuji rytmus exteriérovych ani predpokla-
danych interiérovych pripor. Severozapadné narozie
kostola nebolo tvorené stykom dvoch naroznych
pripor tak, ako juhozapadné narozie, ale pripory tu
boli od narozia vzdialené, takze narozie tvoril styk
severnej a zapadnej steny lode — ide zrejme o ,,po-
zoruhodnost™, ktord v suvislosti s touto stavbou
spomina Josef Poulik.”

Vzhl'ad kostola mozno rekonstruovat’ viacerymi
sposobmi. Variabilnost’ rekonstrukcie sa pritom pre-
javuje predovsetkym v tychto troch otazkach:

1. ¢i predpokladané interiérové vystupky v zakla-
doch

a. boli len zakladmi pripor,

b. boli zakladmi pripor nesucich slepé arkady,

c. boli zakladmi pripor nestcich klenbové pasy

klenby lode;
2. ¢l exteriérové pripory
a. boli len prostymi priporami,
b. niesli slepé arkady;
3. ¢i knaziste bolo zaklenuté

a. prostou valenou klenbou,

b. konchou nesenou trompami
4. akd funkciu mala miestnost’ na zapadnom prieceli

kostola.

Exteriérové pripory kostola €. 10, ktoré boli velmi
vyrazné, nemali podobu lizén, teda plytkych pasov
na fasade, ale boli antami alebo kontrafortami, ktoré
plnili predovsetkym statickt funkciu a neniesli slepé
arkady. Lizény (ako sme uz uviedli v prvej casti) na
rozdiel od kontrafortov obvykle stali na zakladovom
sokli spolocne so zakladmi stien kostola. Pripory na
stenach kostola ¢. 10 nestali na spolo¢nom zaklado-
vom sokli, ale stali len na vlastnych samostatnych za-
kladoch. Neslo teda o lizény, ale o pomerne vyrazné
anty alebo kontraforty, ktoré zrejme neboli spojené
slepymi arkadami ale stali oddelene.

S interpretaciou exteriérovych pripor ako kon-
trafortov savis{ moznost’ zaklenutia lode klenbou
s klenbovymi pasmi. Treba totiz predpokladat’, Zze
exteriérové pripory neboli len nefunkénym estetic-
kym doplnkom, ale Ze plnili skuto¢ne svoju statickd

] L

8.1. Pédorys kostola & 10 v Mikuléiciach. Repro: POLACEK, L.: Znr
Erkenntnis der hichsten Eliten des grofimdbrischen Mikultice (Griber
mit beschlagenen Sdrgen). In KOURIL, P. (ed.): Die friimittelalterliche
Elite bei den Vilkern des dstlichen Mitteleuropas. Brno 2005, s. 139,
upravené; 8.2. Rekonstrukcia a predpokladany stavebny vyvoj pédorysu
kostola ¢ 10 v Mikuliiciach. Kresba: M. 1//ds.

1 2

funkciu, to zn. funkciu posobit’ proti odstredivej
sile stien kostola. T4 mohla byt vyvolana najprav-
depodobnejsie vahou klenby lode. Existencia klenby
v lodi je preto vel'mi pravdepodobna. To by potvr-
dzovalo i existenciu klenbovych pasov stojacich na
interiérovych priporach. Ak by lod’ nebola zaklenuta
klenbou, interiérové pripory mohli iba niest’ plytké
slepé arkady, ¢o je vsak menej pravdepodobné.

V podobnych suvislostiach treba rekonstruovat’
1 sposob zaklenutia knazist’a. Knaziste mohlo byt’
zaklenuté iba prostou valenou klenbou, avsak pripory
na vSetkych troch vonkajsich stenach knazist’a sved-
¢ia skor o potrebe ucinného statického zabezpecenia
knazi§t’a proti silam smerujicim na vsetky tri strany
a nie iba na dve strany, kam by smeroval tlak proste;
valenej klenby. Knaziste teda pravdepodobne bolo
zaklenuté konchou. Prechod pravouhlého podorysu
knazist’a do konchy sprostredkovali pravdepodobne
trompy alebo pandantivy.

V zavislosti od riesenia tychto otazok a bertic do
uvahy logické vzt'ahy medzi jednotlivymi prvkami
stavby je mozné vytvorit’ niekol'ko teoretickych
rekonstrukeif vzhl'adu kostola (zamerne v nich vy-

» POULIK 1975, c. d. (v pozn. 32),s. 117.
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nechavame rekonstrukciu miestnosti na zapadnom

prieceli lode, ktorej sa dotkneme nizsie):

1. kostol s prostymi priporami v exteriéri, s pripo-
rami v interiéri lode nesucimi slepé arkady, lod’
zastropena drevenou povalou alebo len krovom,
valena klenba v knazisti [Obr. 9.1, 10.1];

2. kostol s prostymi priporami v exteriéri, s pripo-
rami v interiéri lode nesicimi klenbové pasy, lod’
zaklenutd valenou klenbou, v kfiazisti koncha
nesena trompami [Obr. 9.2, 10.1];

3. kostol s priporami v exteriéri nesucimi slepé arka-
dy, s priporami v interiéri lode nestcimi klenbové
pasy, lod” zaklenuta valenou klenbou, v knazisti
koncha nesena trompami [Obr. 10.2].
Spomedzi tychto moznosti sa na zaklade vyssie

uvedenych Gvah a moznych rieseni podoby pripor ¢i

zaklenutia lode a knazist’a ako najpravdepodobnejsia

javi moznost’ 2.

Ako sme uviedli vyssie, podorys stavby obsahuje
urcité nepravidelnosti, ktoré predstavuji narusenie
jeho idealnej symetrie. Preto je nutné sa zaoberat’
otazkou stavebného vyvoja tohto kostola.

KedZe zaklady lode zvicsa nie st dochované, ne-
mozno zich druhotne vyplneného negativu urcit’, ¢i
bol kostol v priebehu svojej existencie prestavovany.

% Tbidem, s. 117.
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2
9.1-9.2. Varianty rekonstrukcie kostola & 10 v Mikuliiciach. Kresba: M. 1/ds.

Existenciu viacerych stavebnych faz kostola vsak
mozno predpokladat’, nakol'ko boli zistené dve vrstvy
stavebnej destrukcie oddelené asi 10-15 cm hlinitou
vrstvou,” z ktorych star§ia moze pochadzat’ z doby
prestavby kostola a mladsia z doby jeho zaniku. Vy-
sledkom prestavby kostola mohli byt’ prave niektoré
spominané ¢asti podorysu, ktoré nardsaju jeho po-
vodnu pravidelnost’ a symetriu, a to zaklady panske;j
empory v interiéri lode, predizenie troch zapadnych
exteriérovych pripor a vybudovanie miestnosti medzi
dvoma priporami na juhu zapadného priecelia.
Pokial’ ide o interpretaciu uvedenych nepravi-
delnosti podorysu, dva zaklady v priestore interiéru
lode sa bez vyhrad interpretuju ako zaklady pilierov
nesucich panska emporu (presnejsie jej drevend
konstrukciu alebo jej murovanu predprsen s jednym
alebo s troma oblikmi nesenymi dvoma piliermi).
Interpretacia predizenia troch zapadnych exterié-
rovych pripor a s nim stvisiaceho vybudovania
miestnosti na zapadnom prieceli kostola vsak nie je
jednoznacna. Vzhl'adom na excentrické umiestnenie
tejto miestnosti a jej malé rozmery nemohlo urcite
ist’ o nartex, nakol'ko by sotva mohol v takejto podo-
be slazit’ na pripravu katechumenov a iné stuvisiace
funkcie. Nemohlo ist’ ani o baptistérium, ked’ze sa
neobjavili nijaké stopy po uprave krstnej nadrze a uz
samotné stavebné rieSenie baptistéria by bolo celkom



1

10.1-10.2. Varianty rekonstrukcie vhladu exteriéru kostola ¢ 10 v Mikuliiciach, hore poblad o severozdpadu, dole pobhlad 3 jubovychodn. Kresba:
M. Llas.

bez analégii. Nemohlo ist” ani o hrobku, ked’ze nebo-
li objavené ani len pripadné zvysky hrobovej apravy
tohto objektu. Miestnost’ zrejme nemala samostatnt
funkciu a jej vyznam treba hl'adat’ v spojeni s inymi
cast’ami stavby. Preto je pravdepodobné, Ze oba sta-
vebné zasahy, ktoré sme identifikovali — teda empora
v interiéri a miestnost’ v exteriéri kostola —, spolu
suviseli a boli stcast’ou jednej prestavby.

Miestnost’ pristavani na juhu zapadného priece-
lia mozno teda najskor interpretovat’ ako funkcnu
sucast’ vybudovania panskej empory. Islo pravdepo-
dobne o schodiste vedice na emporu, ktoré malo
podobu vezovitej pristavby na zapadnom prieceli
kostola. PrediZenie troch pripor na zépade kostola
suvisi teda jednak s vystavbou samotného vezovitého
schodist’a a jednak s vybudovanim predsiene pred
vchodom do kostola, z ktorej sa zaroven vchadzalo
1 do pristavby so schodistom [Obr. 10.1-10.2].

Na zaklade tejto uvahy je mozné rekonstruovat’
dve fazy stavebného vyvoja kostola ¢. 10 [Obr. 8.2].

ol

V prvej faze vznikol jednolod’ovy kostol s exterié-
rovymi priporami priblizne zhodnych rozmerov.
V druhej faze boli upravené tri zapadné pripory
tak, aby vznikla kryta predsien a vezovité schodiste
vedice na novovybudovanu emporu.

Posudenie realnosti tychto rekonstrukeil zavisi
1 od porovnania kostola ¢. 10 s jeho pripadnymi
anal6giami, ktoré by zaroven pomohli objasnit’
jeho povod. Povod kostola ¢. 10 sa hl'ada vo vse-
obecnosti v juhoeurdpskej architekture, pricom sa
poukazuje na casté pouzivanie lizén a kontrafortov
v severotalianskej a najmi dalmatskej architekture.
Ako priklady sa uvadzaju podorysy niektorych
chorvatskych predromanskych a ranoromanskych
kostolov, avsak bez blizsej analyzy ich vzt'ahu ku
kostolu ¢. 10.%

%7 Tbidem, s. 118; STEFANOVICOVA 2001, c. d. (v pozn. 1),
s. 402.
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11.1. Mauzolenm v Marusinaci, Chorvatsko; 11.2. Manzdleum v La
Alberca, Spanielsko. Repro: MOLINA GOMEZ, |. A.: El martyrium
de la Alberca. In: Cuadernos de Patrimonio Histdrico-Artistico de Murcia,
21,2004, & 2, 5. 13, 15.

Ked'zZe sme zistili, ze tento kostol mal dve staveb-
né fazy, musime si polozit’ i otazku, ¢i obe stavebné
fazy maju rovnaky povod. Odpoved’ znie: s najvic-
sou pravdepodobnost’ou nie.

Pre prvu stavebnu fazu naozaj nachadzame
pocetné paralely — teda jednolodové kostoly

% Priklady typu dalmatskeho jednolod’ového kostola s vonkaj-
$imi stenami rozclenenymi lizénami nesicimi slepé arkady:
12.1. Tzv. Sigurata, Dubrovnik, 2. faza, 9. stor. Pozri REGAN,
K. — NADILO, B.: Ranoromanicke sakralne gradevine dub-
rovackog podrudja (1.). In: Gradevinar, 58, 2000, ¢. 2, s. 151;
12.2. Kostol sv. Benedikta, Split, 9. — 11. stor. Pozri REGAN,
K. — NADILO, B.: Stare crkve izvan sredisnje jezgre Splita
(IL.) i na otoku Solti. In: Gradevinar, 59 2007, .9, s. 817; 12.3.
Kostol sv. Juraja, Radun, 10. — 11. stor. Pozti REGAN, K.
— NADILO, B.: Predromanicke crkve na podrucju Kastela.
In: Gradevinar, 60,2008, ¢. 2, s. 162; 12.4. Kostol Panny Marie,
Ciovo, 11. stor. Pozti REGAN, K. — NADILO, B.: Ranokt-
¢anske i predromanicke crkve Trogira i Ciova. In: Gradevinar,
60, 2008, ¢. 3, s. 263; 12.5. Kostol sv. Jana, Podaca, koniec
11. stor. Pozri REGAN, K. — NADILO, B.: Stare crkve na
obalnom pojasu od Cetine do us¢a Neretve. In: Gradevinar, 58,
2000, ¢. 12, s. 1041; 12.6. Kostol sv. Juraja, Nerezisce, Brac,
11. stor. Pozti REGAN, K. — NADILO, B.: Predromanicke
crkve sredisnjega i zapadnoga dijela otoka Braca. In: Grade-
vinar, 59, 2007, ¢. 5, s. 441; 12.7. Kostol sv. LLukasa, Lastovo,
11. stor. Pozri REGAN, K. — NADILO, B.: Predromanicke
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s kvadratickym knazisom a s vyraznymi piliermi
v exteriéri — uz v neskoroantickej architektare Dal-
macie (v Marusinaci, zaciatok 4. stor.) [Obr. 11.1]
ale napr. i Pyrenejského polostrova (LLa Alberca, 4.
stor.) [Obr. 11.2]. Islo vSak o dvojpodlazné mau-
z6lea, ktoré v krypte chranili ostatky svitca. Ovel'a
blizsie analogie nachadzame v dalmatskej a chorvat-
skej predromanskej a ranoromanskej architektuare.
Od 9. do 11. storocia boli v juznej ¢asti Dalmacie
rozsirené dva typy kostolov, ktorych usporiadanie
je v principe zhodné s usporiadanim prvej fazy
kostola ¢. 10. Islo o typ jednolodového kostola
s vonkaj$imi stenami rozclenenymi lizénami nesuci-
mi slepé arkady [Obr. 12]* a typ juznodalmatskeho
kostola s kupolou [Obr. 13], ktorého interiér bol
zaklenuty a cleneny lizénami nesucimi klenbové
pasy, pricom nad strednym klenbovym polom
bola na trompoch alebo pandantivoch umiestnena
vezica s kupolou. Knaziste tychto typov kostolov
mohlo mat’ polkruhovy podorys, alebo kvadratic-
ky podorys s vpisanou polkruhovou apsidou, ale
1 prosty kvadraticky podorys, ktory bol zaklenuty
bud’ valenou klenbou alebo — ¢astejsie — konchou
nesenou trompami.

V ziadnom z tychto kostolov vsak nendjdeme
panskt emporu. Iba v jednom pripade (kostol sv. Mi-
chala v Stone, 9. — 11. stor.) [Obr. 14| sa uvazuje
o existencii vezovite] pristavby, ktora mala slazit’ ako
westwerk a mala byt” dokladom vplyvu karolinskej,

crkve na dijelu juznodalmatinskih otoka. In: Gradevinar, 58,
20006, ¢. 11, 5. 941.

¥ Priklady typu juznodalmaétskeho kostola s kupolou (Chot-
vatsko, Cierna Hora): 13.1. Kostol sv. Barbory, Kolocep, 9.
—10. stor. Pozti REGAN, K. —=NADILO, B.: Ranoromanicke
i predromanicke crkve na Kolocepu (I1.). In: Gradevinar, 58,
20006, ¢. 5, s. 410; 13.2. Kostol sv. Mikulasa, Dubrovnik, 10.
—11. stor. Pozti REGAN, K. —=NADILO, B.: Ranoromanicke
sakralne gradevine dubrovackog podrucdija (1.). In: Gradevinar,
58, 2000, ¢. 2, s. 150; 13.3. Kostol sv. Mikulasa, Kolocep, 10.
—11. stor. Pozri REGAN, K. — NADILO, B.: Ranoromanicke
i predromanicke crkve na Kolocepu (L.). In: Gradevinar, 58,
2000, €. 4, s. 320; 13.4. Kostol sv. Demetria, Gabrili, 11. stor.
Pozri REGAN, K. — NADILO, B.: Ranoromanicke sakralne
gradevine dubrovackog podrudja (1.). In: Gradevinar, 58, 2000,
¢. 2, s. 147; 13.5. Kostol sv. Jana Krstitel'a, Lopud, 11. stor.
Pozri REGAN, K. — NADILO, B.: Stare crkve otoka Lopuda.
In: Gradevinar, 58, 2000, ¢. 6, s. 496; 13.6. Kostol sv. Jana, Si-
pan, 11. stor. Pozri REGAN, K. — NADILO, B.: Stare crkve
na otoku Sipanu, In: Gradevinar, 58, 20006, ¢. 7, s. 591; 13.7.
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12. Priklady typu dalmdtskebo jednolodového kostola s vonkajsimi stenami rozilenenymi lizénami nesiicimi slepé arkddy: 12.1. Tzv. Signrata,
Dubrovnik, 2. fiza, 9. stor.; 12.2. Kostol sv. Benedikta, Split, 9. — 11. stor.; 12.3. Kostol sv. Juraja, Radun, 10. — 11. stor.; 12.4. Kostol Panny
Mrie, Ciovo, 11. stor.; 12.5. Kostol sv. Jana, Podaca, koniec 11. stor.,; 12.6. Kostol sv. Juraja, Nerezisée, Brac, 11. stor.; 12.7. Kostol sv. Lukdsa,

Lastovo, 11. stor. Repro: Pozri pozn. 38.

resp. otonskej architektuary, kde sa panska empora
a westwerk hojne vyskytovali, na starochorvatske
staviteI'stvo.* Obdobne preto ani panski emporu
s vezovitym schodist’om, ktora predstavuje druhu

Kostol sv. Michala, Kolocep, koniec 11. stor. Pozri REGAN,
K. — NADILO, B.: Ranoromanicke i predromanicke crkve
na Koloc¢epu (L.). In: Gradevinar, 58, 20006, ¢. 4, s. 321; 13.8.
Kostol sv. Mikulasa, Lopud, 11. stor. Pozri REGAN, K.
— NADILO, B.: Stare crkve otoka Lopuda. In: Gradevinar, 58,
20006, ¢. 6, 5. 498; 13.9. Kostol sv. Tomasa, Kuti, 11. stor. Pozri
REGAN, K. — NADILO, B.: Kratak pregled starih crkava
u susjednim zemljama. In: Gradevinar, 63, 2011, ¢. 2, s. 203;
13.10. Kostol sv. Petra, 3ipan, 11. stor. Pozti REGAN, K.
—NADILO, B.: Stare crkve na otoku Sipanu. In: Gradevinar, 58,

stavebnu fazu kostola ¢. 10 v Mikulciciach, nemoze-
me odvodzovat’ od spominanych dalmatskych typov
kostolov, ale treba ju najskor povazovat’ za import
zapadnej karolinskej architektury.

2000, ¢.7,s.590; 13.11. Kostol sv. Michala, gipan, 11. stor. Poz-
i FISKOVIC, 1.: Crkvica olgurate® u Dubrovniku — ratom
o$teceni te obnovljeni viseznacni spomenik. In: Radovi Instituta
za povijest umjetnosti, 1996, ¢. 20, s. 725 13.12. Kostol sv. Petra,
Omis — Priko, 11. stor., resp. 9. — 10. stor. Pozri REGAN, K.
— NADILO, B.: Stare crkve na prostoru izmedu rijeka Cetine
i Zenovnice. In: Gradevinar, 59, 2007, ¢. 1, s. 4.

0 REGAN, K. — NADILO, B.: Ranokr¢anske i predromanicke
crkve u Stonu. In: Gradevinar, 58, 2000, ¢. 9, s. 764-760.
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13. Priklady typu jugnodalmatskebo kostola s kupolon (Chorvtsko, Cierna Hora): 13.1. Kostol si. Barbory, Kolocep, 9. — 10. stor.; 13.2. Kostol
sv. Mikuldsa, Dubrovnik, 10. — 11. stor.; 13.3. Kostol sv. Mikuldsa, Kolocep, 10. — 11. stor.; 13.4. Kostol sv. Demetria, Gabrilz, 11. stor.; 13.5.
Kostol sv. Jana Krstitela, Lopud, 11. stor.; 13.6. Kostol sv. Jdna, fz’paﬂ, 11. stor.; 13.7. Kostol sv. Michala, Kolocep, koniec 11. stor.; 13.8. Kostol
sv. Miknldsa, Lopud, 11. stor; 13.9. Kostol sv. Tomdsa, Kuti, 11. stor.; 13.10. Kostol sv. Petra, ‘ng'pan, 11. stor., 13.11. Kostol sv. Michala, AYVzl'baﬂ,

11. stor.; 13.12. Kostol sv. Petra, Omis' — Priko, 11. stor., resp. 9. — 10. stor. Repro: Pozri pozn. 39.
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14. Rekonstrukcia kostola sv. Michala v Stone 3 9. — 11. stor., pri ktorom sa uvaguje o existencii vegovite] pristavby, ktord mala skizit’ ako westwerfk.

Repro: MARAS OVIC, T.: Prilog kronologiji predromanicke arbitekture n Dalmaciji. In: Radovi Institutn 3a povijest umjetnosti, 1988 — 1989,

& 12-13, 5. 33.

Prekazkou pri hFadan{ pribuznosti prvej staveb-
nej fazy kostola ¢. 10 so spominanymi dalmatskymi
stavbami je vsak ich datovanie. Tie podobné dal-
matske kostoly, ktoré maju kvadratické knaziste, s
datované do 11. storocia alebo najskér do 10. — 11.
storocia, v niektorych nejasne datovanych pripadoch
alternativne 1 do 9. — 10. storocia. V 9. storoci sa
snad’ az na jeden pripad [Obr. 12.1] vyskytovali len
stavby s kvadratickym knazistom s vpisanou pol-
kruhovou apsidou, ktoré mozno len t'azko spajat’
s kostolom ¢. 10.

Dalsim zévaznym rozdielom je charakter pripor,
resp. lizén v exteriéri. Vonkajsie steny spomina-
nych dalmatskych kostolov boli ¢lenené plytkymi
lizénami nesucimi slepé arkady. Tieto lizény stali
na zakladovom sokli spoloc¢ne so zakladmi stien
kostola. Na stenach kostola ¢. 10 v8ak nachadzame
vyrazné kontraforty, ktoré nestali na spolocnom za-
kladovom sokli, ale stali na vlastnych samostatnych
zakladoch.

Nepravdepodobnou sa zda i moznost’, ktora inak
z podobnosti s niektorymi dalmatskymi kostolmi
vyplyva, ze by kostol ¢. 10 niesol nad lod’ou vezicu
s kupolou. Proporcie predpokladaného stredného

pol'a klenby lode ako aj mala hribka murov lode to
skor vylucuju.

Naopak, spolo¢nym znakom dalmatskych typov
kostolov a kostola ¢. 10. mohla byt’ pravdepodobne
klenba s klenbovymi pasmi v lodi a koncha nesena
trompami v knazisti.

I napriek tymto rozdielom su vsak uvedené typy
dalmatskych kostolov najbliz§imi analégiami prvej
stavebnej fazy kostola ¢. 10. Vzhl'adom na ich prob-
lematické datovanie by to vsak znamenalo, Ze kostol
¢. 10 v Mikul¢iciach bol jednym z najstarsich kosto-
lov tohto typu, a to dokonca mimo tzemia Dalmacie.
Preto nemozno tato teériu o povode kostola ¢. 10
prijimat’ celkom bez pochybnosti.

Druht stavebnu fazu, to znamena emporu
a vezovitd pristavbu s predsieniou na zapadnom
prieceli kostola, mozno povazovat’ za prejav vplyvu
karolinskej architektary. Kostol ¢. 10 ako celok je
tak, podobne ako iné velkomoravské kostoly, vy-
sledkom syntézy v architekture, ktora je jedinecna
pre velkomoravské prostredie — spaja v sebe vplyvy
eurépskeho juhu a eurépskeho zapadu.

Datovanie prvej stavebnej fazy kostola ¢. 10 moz-
no podobne ako pri vicsine inych velkomoravskych
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kostolov, ktoré maju zrejmé vzt'ahy k adriaticke;
oblasti, predpokladat’ v obdobi vlady Rastislava,
kedy mozno na Velkej Morave v stvislosti so snahou
o obmedzenie vplyvu bavorskej cirkvi a o zriadenie
vlastnej moravskej provincie ocakavat’ zvysenu
aktivitu knazov z ,,Vlach a Grécka®, to znamena zo

severného Talianska a byzantského pobrezia Dalma-
cie, ktoré sa nazyvalo Gréckom,* kde boli rozsirené
kostoly podobnej dispozicie. Vybudovanie empory
a prestavbu zapadnej casti kostola mozno ramcovo
datovat’ do poslednej tretiny 9. alebo najneskor na
zaciatok 10. storocia.

Adpriatic Origin of Some Pre-Romanesque Churches
in the Middle Danube Region

Summary

Some preromanesque churches from the 9"
century in the middle Danube region probably have
their origins in the architecture of the Adriatic re-
gion, namely some Great-Moravian rotundas or the
church on Devin Castle.

The aim of the first part of this work is to con-
tribute to find the origin of the basilica on Récéskut
Island and identify the origin and form of the basilica
on Bratislava Castle, and thereby help to specify their
dating. The aim of the second part is an attempt to
reconstruct the building development and design
of the church No. 10 in Mikulc¢ice and answer the
question of the origin of this church.

The Basilicas in Zalavar — Récéskut
and Bratislava

The basilica on Bratislava Castle (Slovakia) and the
basilica on Récéskut Island near Zalavar — Varsziget
(also Blatnohrad, Mosapurc; Hungary) have several
common features. The basilica on Récéskut Island
[Fig. 1] is a three-apsed three-aisled building with
the apses inscribed in a common housing with the
aisle. On the west, north and south facades there are
marked buttresses standing on their own isolated
basis (they are certainly not the lesenas with blind

“ MERINSKY 2006, c. d. (v pozn. 28), s. 452.
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arcades, which stand typically on a common basis
with the wall). In the first building phase, the church
was a hall building. There is an annex situated in the
southwest of the building which served probably
as a tower. The church is mostly dated from the 9*
century.

The foundations of the basilica on Bratislava
Castle [Fig. 2] are preserved only in the size of the
southwest corner with the adjacent wall sections with
two exterior and interior buttresses and the founda-
tions of six pillars. The plan of basilica is symmetri-
cally skewed in the west — east axis. The southwest
section of the foundation is covered by foundations
of a younger building interpreted as a tower dated
from the 10" century. The church is dated from the
middle up to the last third of the 9" century.

The origin of the churches on Récéskut Island
and Bratislava Castle was connected with the Disen-
tis-Chur-type basilicas in northern Italy (Aquileia and
Grado Patriarchate). These basilicas are missing the
essential feature of the Récéskut church — the apses
inscribed in a common housing with the aisle. The
church on Récéskut Island has the most consistent
features with the Istrian basilicas with the inscribed
apses dated mainly from the 7" to the 9" century,
especially St. Gervasius Church (7" — 8" century)
in Bale — Pizanovac, St. Stephen Church (7" — 8"
century) in Peroj and St. Sophia Church (8" century)



in Dvigrad with the tower erected on the south in
the 9 century.

The basilica on Récéskut Island and also the ba-
silica on Bratislava Castle, provided that it s related to
the basilica on Récéskut Island, have probably their
origins in Istria (i.e. in the realm of the Patriarchate
of Aquileia) what allows to reconstruct their form
[Figs. 5-6], including the tower on the southwest
corner. The tower at the basilica in Bratislava was
therefore probably the church belfry.

These basilicas originated probably at the time
when the fort on Varsziget Island and the seat on
Récéskut Island still served their function, it means
during the reign of Pribina and Kocel’ about in the
years 840 — 875, not later than 900 when the area
was conquered by Hungarians, and during the reign
of Rastislav and Svitopluk in Great Moravia about
in the years 850 — 880 in relation with limiting the
influence of the Bavarian Church and the establish-
ment of the Moravian-Pannonian province, which
is accompanied by intensive communication on the
route Moravia — Blatnohrad — Venice — Rome. It is
possible that the basilica on Bratislava Castle could
be one of the episcopal churches for one of the
bishops ordained in Great Moravia in 899.

We may make a conclusion that the basilica on
Bratislava Castle was built after the fashion of the
basilica on Récéskut Island, both of which were in-
spired by the Istrian-basilica type with inscribed apses
and their construction, and their eatliest possible
reconstruction can be dated back to the second half
of the 9" century or the last third of the 9" century.
They are connected with efforts to the establishment
of the own Great Moravian ecclesiastical province,
or with the Byzantine mission to Great Moravia and
Pribina’s/Kocel’s principality in Lower Pannonia, and
as for the basilica in Bratislava also with the establish-
ment of four Great Moravian dioceses in 899.

The Church No. 10 in Mikuldice

The church No. 10 is located south-west to the
fort Valy in Mikulcice. It is generally dated to the
9™ century.

The foundations of the church are mostly pre-
served only as the secondary filled negatives of the
masonry [Fig. 8.1]. It was a one-nave church with a
square presbytery with a rectangular footprint. The

exterior of the nave and the presbytery was regularly
divided by the significant buttresses. This regularity
is broken on the west facade by the three longer
buttresses and a closed irregular rectangular space.
There are probably remnants of the two bases of
interior buttresses inside the nave right opposite the
exterior buttresses. Together four interior buttresses
can be assumed. There are two separate foundations
of a rectangular footprint inside the nave which do
not respect the rhythm of the exterior or interior
buttresses.

The exterior buttresses were very significant and
did not have the form of lesenas. Certainly, they were
not only a non-functional aesthetic accessory but had
a static function to counteract the eccentric force of
the walls of the church, which was probably caused
by the weight of the vault in the nave. It is therefore
possible to assume the presence of the arch bands
mounted on the interior buttresses.

The three buttresses on the exterior walls of the
presbytery indicate the necessity for effective static
security of the presbytery walls against the forces
facing all three walls of the presbytery. The presby-
tery therefore was probably vaulted with the conch
situated on the tromps or pendentives.

The church can be reconstructed as a building
with simple buttresses in the exterior, with the inte-
rior buttresses carrying the arch bands in the nave
vaulted with barrel vault, and in the presbytery with
the conch carried by the tromps [Figs. 9.2, 10.1].

More than one construction phase of the church
can be assumed. Some parts of the ground-plan,
which distort the original regularity and symmetry,
might be the result of rebuilding of the church,
namely the foundations of the tribune pillars in
the interior of the nave, the three longer western
exterior buttresses and the room in the south of the
western facade.

The two isolated foundations in the interior space
of the nave are without reservations interpreted
as the basis for pillars bearing the tribune. The
interpretation of the three longer western exterior
buttresses and the room on the west facade of the
church is not clear. The room seems to not have an
autonomous function. It is likely that the tribune
in the interior and the room in the exterior of the
church were the parts of one rebuilding phase and
the room in the south of the western facade can
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be interpreted as a part of building the tribune. It
was probably a staircase leading to the tribune in
a form of the tower-like extension. The extension
of the three buttresses on the west of the church is
connected with the construction of the tower-like
staircase and with building a hall in front of the
church [Figs. 10.1-10.2]. The church had thus two
construction phases.

The origin of the church No. 10 is sought in
north-Italian and especially in the Dalmatian ar-
chitecture. In southern Dalmatia there have been
extended two types of churches from the 9" to the
11™ century with arrangement identical in principle
to the first phase of the church No. 10. It was the
type of a one-nave church with external walls divided
by lesenas carrying blind arcades [Fig. 12] and the
type of south-Dalmatian church with a cupola [Fig.
13] with a vaulted interior divided by lesenas carry-
ing arch bands and with a small tower with a cupola
situated above the middle vault field. These types
of Dalmatian churches differs from the church No.
10 in the lesenas with blind arcades, in the footprint
of the presbytery, in dating mostly to the 10" 11"
century and in the absence of the tribune. Despite
these differences, these types of Dalmatian churches

are the closest analogies for the first construction
phase of the church No. 10.
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Only in one case of these Dalmatian churches
the tower extension is assumed which should serve
as a westwork and should be a proof of influence
of Carolingian, respectively Ottonian architecture
on old Croatian architecture. Therefore, neither the
tribune with the tower-like staircase which represents
the second construction phase of the church No.
10 in Mikul¢ice can be derived from the Dalmatian
church types, but must be regarded as an import of
Western Carolingian architecture.

The church No. 10, similarly to the other Great
Moravian churches, is a result of the synthesis in
architecture that is unique for the Great Moravian
environment — it combines the impacts of European
South and European West.

Dating the first construction phase of the church
No. 10 can be expected during the reign of Rastislav,
and probably in the years 850 — 870, when it is pos-
sible to expect an increased activity of the priests
from ,,Welsch and Greece®, i.e. from northern Italy
and the Byzantine Dalmatian coast called ,,Greece®,
in Great Moravia in connection with efforts to reduce
the impact of the Bavarian Church and with the estab-
lishment of the own Moravian province. Building the
tribune and reconstruction of the western part of the
church may be generally dated back to the last third of
the 9" century or at latest the early 10" century.

English translation by M. |dnosik
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Kresby cremonskych maliarov

v zbierke Slovenskej narodnej galérie

Milan TOGNER

Velkoryso koncipovana vystava Kresby g Cre-
mony 1500 — 1580 (september — november 1995)"
prezentovala prvy raz odbornej aj Sirsej verejnosti
mimoriadny subor kresieb z tzv. teplického albumu,
teda albumu z niekdajsicho majetku rodiny Clary-Al-
dringen, ulozeného v zbierkach Regionalneho muzea
v severoceskych Tepliciach. Teplicky sabor povodne
pozostaval z dvoch albumov obsahujicich po sto
listoch — jeden z albumov sa zachoval v kniznici
teplického zamku a teda v zbierkach Regionalneho
muzea v poévodnej celistvosti, druhy — priznacne pre
povojnové obdobie po roku 1945 — sa stratil (presnej-
sie bol odcudzeny). V priebehu nasledujicich rokov
sa cast’ strateného albumu vo forme jednotlivych
listov dostala do nakupnych komisii Narodnej galérie
v Prahe (d'alej NG) a v troch etapach boli jednotlivé
listy s kresbami vykapené. V roku 1955 zakupila NG
prvych 6 kresieb, v nasledujicom roku uz 16 a d’al-
$ich 16 kresieb ziskala a7 v roku 1987.2 U vsetkych
tychto kresieb mozeme s istotou predpokladat’, ze

! BORA, G. — ZLATOHLAVEK, M.: Kresby 5 Cremony 1500
— 1580. Umiéni renesance a manyrismu v lombardském mésté. [Kat.
vyst.]| Narodni galerie v Praze. Praha 1995 (tiez v anglickej
verzii).

Udaje o nékupoch kresieb vypljvaja z citovaného katalogu
(v pozn. 1). Nie je vylucené, ze zakipenych kresieb bolo
viac.

5 BORA, G. — ZLATOHLAVEK, M.: I segni dell’arte. 1/
cinguecento da Praga a Cremona. [Kat. vyst.] Cremona, Museo
Civico Ala Ponzone, 1997 — 1998. Milano 1997.

povodne boli sucast’'ou strateného albumu zbierky
Clary-Aldringen. Zmienena vystava prezentovala
cast’ kresieb pévodného, zachovaného albumu a su-
bor kresieb, ziskanych formou nakupu z majetku
NG, obohateny o vypozicky zo svetovych zbierok
(Louvre, Uffizi, Albertina, British Museum). O dva
roky neskor (1997 — 1998) bol subor cremonskych
kresieb predstaveny na d’alsej vystave, tentoraz v Cre-
mone,’ a nasledne sa jednotlivym kresbiam a celému
suboru dostalo znac¢nej pozornosti v rade recenzii,
¢iastkovych stadif a ¢lankov.*

Hlavna a najvicsia cast’ vystavenych kresieb,
prezentovanych na oboch uvedenych vystavach,
pochadzala teda z niekdajsich dvoch albumov z ma-
jetku rodiny Clary-Aldringen a pévodne ulozenych
na zamku v Tepliciach. Oba albumy boli sucast’ou
vojnovej koristi, ktoru ziskal spolu s d’alsimi obraz-
mi a cennost’ami, predovsetkym z bohatej kniznice
mantovskych vojvodov, cisarsky general Johann von
Aldringen (1588 — 1634) pri dobyti Mantovy v roku

* BOBER, J.: I segni dell’arte. Il cinquecento da Praga
a Cremona [rec.] In: The Burlington Magazine, 140, 1998, s.
288-290; ZLATOHLAVEK, M.: Antonio Maria Viani, seine
Schulung und Reife in Minchen. In: Sa/zburger Barockberichte,
20-21,1998, s. 1-12; WARD NEILSON, N.: I segni dell’arte.
Il cinquecento da Praga a Cremona [rec.] In: Master Draw-
ings, 37, 1999, s. 189-192; TANZI, M.: Disegni cremonesi del
cinguecento. [Kat. vyst.] Firenze, Gabinetto Disegni e Stampe
degli Uffizi. Firenze 1999; BORA, G.: La Collezione Clary-
Aldringen. Integrazioni e aggiunte. In: BALZARINI, M.
G. — CASSANELLL R. (ed.): Fare storia dell'arte. Studi offerti
a Liana Castelfranchi. Milano 2000, s. 115-126; KAZLEPKA,
7. — ZLATOHLAVEK, M.: Miiza pod nebesy — A Muse under
Heaven. [Kat. vyst.] Moravska galerie v Brn¢. Brno 2009, ¢.
kat. 16, 18, 20-23, 24-26, 27-50.
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1. Camillo Boccaccino: Agonia v Getsemanskel dhrade, okolo 1540.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

1630.° Predchddzajice osudy obidvoch albumov,
a teda zbierky kresieb, nie je st celkom jasné — mohlo
ist’ o sucast’ kniznice mantovskych vojvodov, skor ale
o zbierku pévodom cremonského maliara Antonia
Maria Vianiho (1555/1560 — 1630). Viani v sluzbach
mantovskych vojvodov posobil az do svojej smrti ako
prefetto delle fabbriche a svojim kresliarskym dielom bol
v oboch albumoch bohato zastipeny.

5 Osudy zbierky st detailne popisané v $tadii ZLATOHLA-
VEK, M.: La collezione Clary-Aldringen ricomposta: i di-
segni. In: BORA — ZLATOHLAVEK 1997, c. d. (v pozn.
3), s. 3-9.

Nie je bez zaujimavosti, ze hlavna ¢ast’ ndkupov pre
bratislavski SNG bola realizovana v rovnakych obchodoch

272

2. Camillo Boccaccino: Postava bojovnika so Stitom — verso, okolo 1540.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

V rovnakej dobe, kedy prazska NG ziskala do
svojich zbierok fragmentarnu cast’ stratené¢ho al-
bumu teplickej zbierky, za¢ina formou nakupov,
predovsetkym v prazskych obchodoch so starozit-
nost’ami budovat’ zbierku starej talianskej kresby
Slovenskej narodnej galérie v Bratislave (dalej SNG)
Dr. Karol Vaculik. Z kresieb, evidentne stvisiacich
s cremonskym prostredim, to bolo v roku 1956 10

so starozitnost’ami ako pre prazsku NG. Boli to prazské
obchody Mikuldsa Lehmana, povodne Salénu Mikuldsa
Lehmana, s takmer storocnou tradiciou a obchod Hefmana
Stépanka. V uvazovanej dobe existovala moznost’ nikupov
ibav rimci Ceskoslovenskej republiky, napokon rovnako ako
v nasledujucich rokoch.



3. Ginlio Campi: Stidia sediaceho muza, okolo 1545. Bratislava,
Slovenska ndrodnd galéria. Foto: M. Togner.

listov, o rok neskor 7 listov a zrejme posledny list
bol zakupeny este v roku 1972. U vsetkych takto
nakupenych kresieb mézeme viac ako realne pred-
pokladat’, ze povodne boli sucast’ou strateného tzv.
teplického albumu. Bratislavska zbierka zostavala
viac-menej bokom odborného zaujmu a k detail-
nejsiemu prieskumu dochadza az v poslednej dobe
v suvislosti s restaurovanim nieckolkych listow:
Zbierka starej talianskej kresby SNG dnes obsa-
huje 69 listov provenien¢ne zahrnujucich benatsku,
lombardsku, bolonsku, florentsku a rimsku kresliat-
sku produkciu 16. — 18. storocia. Cremonské kresby

7 Rudka na bielom (sivom) papieri, 141 X 90 mm, neznacené,
v hornej casti listu vpravo znecistené vlhkost’ou. Verso:

4. Ginlio Campi: Stidia postavy starého musa — verso, okolo 1543,
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

tu zaujimaji vyznamnu cast’ predovsetkym vdaka
nespornej kvalite 2 moZnosti presnej identifikacie.
Casovo najstarSou kresbou cremonského suboru
v zbierke SNG je rozmerom nie vel'ké primo pensiero
Camilla Boccaccina (1504/1605, Cremona — 15406,
Cremona) Agdnia v Getsemanskej gdhrade (Luk. 22.39-
46) [Obr. 1].” Rozmerom drobnd kresba s motivom
kl'aciaceho Krista podopieraného anjelom je reali-
zovana uvol'nenym rukopisom s vyraznou obryso-
vou liniou a radom razantnych skrtov vnuatorne;j
modelacie. Podobne kresba versa, predstavujica
postavu zrejme bojovnika [Obr. 2], ma niekol'kokrat

Postava bojovnika so stitom, rudka. SNG Bratislava, inv. ¢.
K 1457/a, b.
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5. Bernardino Gatti: Stidia postdv dvoch apostolo, 1573 — 1575.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

opakovanu obrysovu liniu, vytvarani drobnymi ob-
lac¢ikmi a vatutorna modelacia je naznacend jemnym
srafovanim. Najmi kresba recta, len niekolkymi
razantne vedenymi ¢iarami presne postihujiacimi fi-
guralnu skupinu, prezradza ruku skuseného kresliara
a orientuje list do severotalianskeho, predovsetkym
cremonského prostredia prvej polovice cinquecenta.
Uvolnenym prednesom a absenciou detailov sa brati-
slavska kresba jednoznacne hlasi k podobne stvarne-
nému, nevel'mi rozsiahlemu kresliarskemu dielu cre-
monského Camilla Boccacciniho. Analégie postavy
bojovnika na verse listu ndgjdeme v jeho kresliarskom
diele v niekolkych kresbach z parizskeho Louvre,

$ BORA — ZLATOHLAVEK 1995, c. d. (v pozn. 1), & kat.
10, s. 52. Bratislavska kresba bola zakupend v Prahe v roku
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6. Bernardino Campi: Sv. Kristof s Jeziskom, okolo 1570. Bratislava,
Slovenskda ndrodnd galéria. Foto: M. Togner.

realizovanych rovnakou technikou (inv. ¢. 10281,
5930BIS, 5930TER ad.), ale celkom preukaznou sa
stava kresba z prazskej NG, predstavujica zrejme
Herkulesa.® Budovanie zékladnej obrysovej ¢iary
a obluciky vnutornej modelacie su u bratislavske;
a prazskej kresby takmer zhodné. Viacero analégii
nachadzame tiez k motivu Aginia v Getsemanske -
hrade. NV zavere tridsiatych a na pociatku styridsiatych
rokov cinquecenta realizoval Boccaccino navrhy
casti vyzdoby cremonského kostola S. Sigismondo,
okrem iného aj zobrazenia Nastrojov Kristovho unutenta.
Zrejme prave k tymto Stadiam, kreslenym uvol'ne-
nym rukopisom a skor v naznaku, pri vyraznom

1956, rovnako ako prazska kresba Camilla Boccacciniho NG
Praha, inv. ¢. K 31818).



7. Antonio Campi (?): Stidia rik, noh, dievéenskej a mugskej tvdre,
drapérie a ryby, 60. — 70. roky 16. storodia. Bratislava, Slovenskd
ndrodnd galéria. Foto: M. Togner.

akcentovani dramatickosti scény, sa pripaja recto
bratislavskej kresby.” V roku 1541, pri prilezitosti
slavnostného vjazdu cisara Karola V. do Cremony,
realizuje Boccaccino navrhy dekoracii s alegorickymi
nametmi a s radom postav bojovnikov. Podobne, ako
u prazskej kresby Herkulesa, suvisi s touto akciou tiez
bratislavska kresba versa, zachycujica azda antické-
ho bojovnika v akte so stitom. Obidve bratislavské
kresby (r+v), patria jednoznacne do kresliarskeho
oenvre cremonského maliara Camilla Boccacciniho
s moznost’ou relativne presného datovania vzniku
v obdobi okolo roku 1540.

Zhruba z rovnakej doby pochadza d’alsia brati-
slavska kresba, S#idia sediaceho mna [Obt. 3], ktort
pripisujem jednému z protagonistov cremonske;j
malby cinquecenta, Giuliovi Campimu (15027, Cre-
mona — 1572, Cremona).!’

Uspornd, so suverénnou presnost’ou vedena
ciara perom, vymedzujica tak zakladny obrys, ako aj
v niekolkych dotykoch vnutornej modelacie drapériu
postavy, doplnuje razantné srafovanie, naznacujice
svetelné pomery. Tak mozno charakterizovat’ kres-
bu Stidia sediaceho muza aj verso so Stidion postavy
starého muza [Obr. 4], ktoré sa v svojom kresbovom

* BORA, G.: I Campi. Cultura artistica cremonese del cinquecento.
Milano 1985, ¢. kat. 2.5.10.

1" Pero v tmavohnedom téne na biclom papieri, 223 X 149 mm,
neznacené. Verso: Stidia postavy starého musa, pero v tmavo-
hnedom téne. V P'avom hornom rohu zberatel'ska znacka

8. Antonio Maria Viani: Kristus sudca, 1602 — 1603. Bratislava,
Slovenskd ndrodna galéria. Foto: M. Togner.

spracovani takmer jednoznacne prihlasuje k tvorbe
cremonskej skoly rodiny Campiovcov, v nasom pri-
pade predovsetkym k tvorbe Giulia Campiho. Pre
komparaciu poskytuje pomerne bohaty porovnavaci
material subor Giuliovych kresieb v prazskej NG
a tiez kresby z viacerych svetovych zbierok. Okrem
prazskych prikladov uvadzam znacne pribuznu
Postavu sediacebo muza z parizskeho Louvre, kde sa
objavuje aj zhodné, mierne nelogické zakoncenie

ciernou peciatkou: FD. SNG Bratislava, inv. ¢. KK 7397. Do
zbierky SNG zakdpené v roku 1972. Zberatel'ska znacka
odkazuje k povojnovej zbierke Frantiska Dvofdka v Prahe.
Kresba bola vystavena v roku 1991 v Bratislave. — Enripske
umenie v bierkach SNG. [Kat. vyst.] Bratislava 1991, ¢. kat.
277 (,,Taliansky autor z prvej polovice 16. storocia®).
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9. Antonio Maria Viani: Anjeli Posledného siidu, 1602 — 1603.
Bratislava, Slvenskd narodnd galéria. Foto: M. Togner.

pravej ruky sediaceho muza (inv. ¢. 5662, ¢iastocne
tiez 8718.2) alebo viac figuralne a mierne neskorsie
Snimanie 3 kriza z viedenskej Albertiny (inv. ¢. 2022).
Predbezne moézeme obidve bratislavské kresby
(r+v) spojit’ s realizovanym christologickym cyklom
cremonského kostola sv. Margaréty, dokoncenym
Giuliom v roku 1547, ako predbezné a pripravné
stadie figuralnych typov. Tento predpoklad umoznuje
kresby ¢asovo zaradit’ do obdobia okolo polovice
styridsiatych rokov cinquecenta.

O tri desat’rocia neskorsia je d’alsia, nepochybne
cremonské kresba, S#idia postiv dvoch apostolov [Obr. 5],
ktora mozeme bezpecne spojit’ s autorstvom Bernardi-
na Gattiho, zv. Sojaro (1496, Pavia— 1576, Cremona)."

V zbierke SNG bola nesporne kvalitna a kresliar-
sky bezprostredna $tidia doposial vedena ako S#idia
mugskych postiv s drapérion a jej autorstvo pripisané
,» Talianskemu majstrovi 17. storocia®. V rokoch 2007
— 2009 bola kresba restaurovana a autorka restau-

" Kresba ¢iernou kriedou (uhPom) na bielom papieri, 278
%X 184 mm. Cela plocha recta pokryta kvadratirou 4 X 4
cm. Na verse dole tmavohnedym perom: Bernardo Gatto.
SNG Bratislava, inv. ¢. K 1485.

> GOLDNER, G. R.: Enropean Drawings 1. Catalogue of the Collec-
tions |. Panl Getty Museun. Malibu (Calif.) 1988, s. 48, ¢. kat. 14.
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10. Antonio Maria V'iani: Epigdda Posledného sidu 1., 1602 — 1603.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

ratorského zasahu Jarmila Taraj¢akova-Dériova vo
svojej nepublikovanej doktorskej praci (2010) cias-
tocne akceptovala stary pripis na verse listu, kresbu
vsak oznacila ako koépiu podla detailu dvoch figur
apostolov z monumentélnej kompozicie Bernardina
Gattiho Nanebovzatia P. Mirie z hlavného oltara déomu
v Cremone [Obr. 22]. Charakteristické budovanie ob-
jemov muzskych postav, ich typoldgia a spracovanie
drapérif nepripust’a, ako sa domnievam, ziadnu po-
chybnost’ o autentickosti bratislavskej kresby, ktoré je
nepochybne pévodnym dielom Bernardina Gattiho.
Pre komparaciu mézeme pouzit’ dokonca niekolko
kresieb v zasade rovnakého charakteru — predo-
vsetkym je to Stidia 1 postavy apostola z Gettyho zbierky
v Malibu'? alebo S#idia postavy apostola zo zbietky
talianskych kresieb londynskeho British Museum. "
Nemenej znacné analogie vykazuje Skupina apostolov
3 Nanebovzatia P. Marie z florentského Gabinetto
disegni e stampe degli Uffizi."* Kresby, naprick zme-

3 POPHAM, A. E.: Italian Drawings in the Department of Prints
and Drawings in the British Museum. London 1967, katalog, s. 23,
¢. kat. 34, obr. 27.

' Florencia, Gabinetto disegni e stampe degli Uffizi, inv. ¢.
2101F.



11. Antonio Maria V iani: Pad zavrbnutych L., 1602 — 1603. Bratislava,
Stovenska narodnd galéria. Foto: M. Togner.

nenej technike (vo vsetkych pripadoch ide o kresby
perom doplnené lavirovanim), vykazuja nielen cel-
kom zhodny kresbovy charakter, ale riesia rovnaky
motiv — skupinu apostolov zo spodnej casti vyjavu
Nanebovzatia P. Mdrie. V prikladoch pre komparaciu
ide o kresby zo Sest’desiatych a ¢iastocne z pociatku
sedemdesiatych rokov cinquecenta, ktoré st priprav-
nymi stadiami pre vjzdobu kupoly kostola S. Maria
della Steccata v Parme, realizovanu v uvedenych ro-
koch. V roku 1573 odchadza Gatti do Cremony, kde
je povereny vytvorenim monumentilneho obrazu
Nanebovzatia P. Mrie so znacne Sirokym komparzom
sprievodnych postav pre tunajsi dém a bratislavska
kresbu mo6zeme povazovat’ za pripravnu studiu pre
riesenie l'avej spodnej ¢asti kompozicie, pre dvojicu
apostolov sledujucich zazra¢ny dej. Napokon, tento
predpoklad vyrazne podporuje kvadratira, pokryva-
jaca bratislavsku kresbu, ako priprava pre prenesenie
motivu na realizacny kartén, ale predovsetkym d’alsi
drobny subor styroch kresieb, vytvorenych pre rov-

5 DI GIAMPAOLO, M.: Bernardino Gatti: quattro disegni
petr ’Assunta del Duomo di Cremona. In: Antichita Viva, 15,
1976, ¢. 2, s. 20-21.

' Obraz bol dokonéeny v decembri 1576 Girolamom Valle
a Antoniom Campim.

o

12. Antonio Maria V iani: Epizdda Posledného sidu 11., 1602 —1603.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

naku prilezitost’."” Pre Gattiho neskoru tvorbu je
charakteristické pouzivanie pomerne sirokej, mikke;
ciary v Srafure pri praci s ¢iernou kriedou, v zasade
zodpovedajucej uvedenym kresbam. Cremonské
Nanebovzatie, ktoré je zavere¢nym Gattiho dielom,
zostalo nedokoncené, maliar umiera vo februari
1576." Kritko pred smrt'ou, okolo a pred rokom
1575, este vytvoril variant Nanebovzatia vo forme za-
vesného obrazu podstatne mensicho formatu (dnes
Collezione Cavalcabd v Cremone) a aj v tejto, menej
narocnej kompozicii, pouzil pre I'avi stranu vyjavu
rovnaku dvojicu apostolov zachytenu na bratislav-
skej kresbe. Datovanie vzniku nasej kresby mozeme
realne vymedzit’ rokmi 1573 — 1575.

S dnes stratenym albumom zbierky Clary-Aldrin-
gen vel'mi pravdepodobne suvisela kresba Sz Kristofa
s Jeziskom [Obr. 0], ktoru pripisujem ruke nasledov-
nika velkej osobnosti parmskej mal'by Girolamovi
Francesco Maria Mazzolovi, zv. 11 Parmigianino
(1503, Parma — 1540, Casalmaggiore)."”

7 Kresba perom v tmavohnedom téne, lavirované svetlo hne-
dou na bielom papieri, 189 X 118 mm, neznacené. Papier
kresby silne poskodeny pri okrajoch (zrejme lepidlom),
skosené rohy listu a v spodnej ¢asti odtrhnutd Cast’ papiera.
Na verse pripis tuzkou: Parmagianino (charakter pisma 20.
storocia). SNG Bratislava, inv. ¢. K 1454. Do zbietky SNG
zakupené v roku 1956 od fy. Hefman Stépének, Praha 11,
Lazarska 6 (24. Nakupna komisia, 12. 6. 1956).
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13. Antonio Maria Viani: Pad zavrbnutyeh I11., 1602 — 1603.
Bratislava, Slvenskd narodnd galéria. Foto: M. Togner.

Starsi navrh atribucie pripisom na verse Par-
migianinovi mo6zeme akceptovat’ len ciastocne.
V uspornej, ale veI'mi presne vedenej obrysovej
linii, vo fyziognémii svitca a v charakteristickom
figuralnom kanone je parmigianinovsky vplyv cel-
kom evidentny, ale ide len o vyrazné ovplyvnenie
autora nasej kresby parmskym majstrom. Z hladiska
typoldgie najdeme rad analégif v Parmigianinovom
znacne rozsiahlom kresliarskom diele. Fyziognémia
a typ svitca zodpoveda v zasade napr. kresbam
z British Museum (inv. ¢. 1905-11-10-12 alebo 1952-
1-21-66), rovnako ako typoldgia diet’at’a — Jeziska
(inv. ¢. 1905-11-10-37). Aj pre figuralny kanon
najdeme anal6gie v Parmigianinovom kresliarskom
diele — napr. v postave Su. _Antona (Diogena?) z Gal-
leria Nazionale v Parme (inv. ¢. 510/24), pripadne
z rovnakej zbierky v postave Su. Hieronyma (inv. €.
510/8). Napokon, proporéna schéma nasej kresby
plne zodpoveda znamej proporcnej schéme muzske;
postavy, zachovanej na Parmigianinovej kresbe tiez
z parmskej Galleria Nazionale (inv. ¢. 510/4)." Popri
mnozstve nespornych zhod s Parmigianinovou

'8 Vicsina zmienovanych kresieb je detailne popisand v Par-
nrigianino und der enropdische Manierismus. [Kat. vyst.] Ed.
S. FERINO-PAGDEN - L. FORNARI SCHIANCHI.
Kunsthistorisches Museum Wien. Milano 2003.
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14. Antonio Maria Viani: Skupina zavrhnutych hriesnikov 1., 1602
— 1603. Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

tvorbou sa tu objavuje tiez rad rozdielov, ktoré vy-
lucuji moznost’ pripisania autorstva. Predovsetkym
je to dosledna absencia srafovania, vel'mi I'ahka,
miestami az nezretel'na obrysova linia a dotvaranie
objemov lavirovanou tintou, teda detaily, s ktorymi
sa u Parmigianina takmer nestretavame. Naopak,
prave tento sposob kresliarskeho stvarnenia je
typicky pre d'alsicho maliara pochadzajiceho a po-
sobiaceho v Cremone, pre Bernardina Campiho
(1522, Cremona — 1591, Reggio Emilia). Atribu¢na
istotu a moznost’ pripisania kresby Bernardinovi
(naprieck zhodnému menu zrejme s sirsou rodinou
cremonskych Campiov nesuvisi) ziskame po kom-
paracii bratislavskej kresby najmenej s dvoma listami
z viedenskej Albertiny (Kristus medzi doktormi, inv.
¢. 2505, a predovsetkym jazd Krista do Jernzalema,
inv. ¢. 42134). Prave druha kresba sluzila ako navrh
pre fresku v choére cremonského dému, ktora Ber-
nardino realizoval v roku 1573. Domnievam sa, Ze
datovanie do sedemdesiatych rokov cinquecenta
mozeme priznat’ aj bratislavskej kresbe a povazovat’
ju za autentické dielo Bernardina Campiho." Skuto¢-

1 G. Borav katalogu vystavyy BORA — ZLATOHLAVEK 1997,
c. d. (cit v pozn. 3), s. 336-351.



15. Antonio Maria Viani: Skupina zavrbnutych briesnikov 11., 1602
— 1603. Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

né kvality kresby su vsak ¢iastocne handicapované
zlym sacasnym stavom.

Podobne do sedemdesiatych rokov radim d’alsiu
kresbu [Obr. 7], o ktorej som povodne uvazoval
ako o praci z okruhu bolonského Domenichina.”
Daleko skor viak ide o pracu dalsicho prisluinika
maliarskej rodiny Campi, Antonia (1523, Cremona
— 1587, Cremona). Charakteristicky $tudijny list
zachycuje detaily ruk a noh v roéznych polohach
spolu s chlapcenskou (?) a dievéenskou (?) tvarou.”
Neobvyklym prvkom je tu drobna kresba ryby,
doplnena len ¢iastocne Citatelnym textom ,,I/ zuso
aquaceto’ (,,tlama velryby). Znacna preciznost’ pre-
vedenia, kombindcia ciernej a bielej kriedy a jemné
srafovanie, postihujuce svetlé a do tiena ponorené
casti s dorazom na objemovost’ detailov, to vSetko
ukazuje na kvalitného a skuseného kresliara, orien-
tovaného najmi na tradiciu cremonskej kresliarske;

% Prvé spracovanie bratislavského suboru starej talianskej
kresby — TOGNER, M.: Siibor talianskej kresby v bierke SNG
v Bratislave. [s. 1] 2010 — 2011, strojopis, ¢. kat. 35.

2 Stridia ik, noh, dievéenska a mugské todre, drapérie a ryby, kresba
c¢iernou a bielou kriedou na svetlozelenom papieri, 164 X
172 mm, neznacené, v 'avom dolnom rohu listu necitatel'ny
napis: ...piscina (?) a d'alej I/ muso agnaceto. List kresby adjus-

tovany v pasparte, verso neskimané. Na spodnom okraji

g

16. Antonio Maria Viani: Svite: a spravodiivi 1., 1602 — 1603.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

produkcie druhej polovice cinquecenta. S takmer
rovnako riesenymi Studijnymi listami sa stretivame v
kolekcii kresieb tak teplickej zbierky Clary-Aldringen,
ako aj povodne z rovnakého zdroja pochadzajucich
kresieb v majetku NG v Prahe. Vyrazné analogie spa-
jaju bratislavska kresbu, mimochodom realizovand
na svetlomodrom papieri, s prazskymi listami (inv.
¢. K 57572, K 57571) alebo listami Regiondlneho
muzea v Tepliciach (inv. ¢&. CA 514, CA 518).* Rad
analégif ndjdeme tiez v sibore Antoniovych kresieb
z florentského Gabinetto disegni e stampe degli Uf-
fizi (inv. ¢. 13497 F, 2098 F, 13493 F ad.).” Pripisanie
Antoniovi Campimu zatial dopliujem, vzhl'adom
k adjustacii listu do pasparty a teda neskumanému
versu kresby, otaznikom. Bez logického vysvetlenia
zostavaju aj zle Citatelné texty.

Co do poctu jednotlivych listov kresieb je v brati-
slavskom subore najvyraznejsie zastupena kresliarska

pasparty tuzkou: 7196 I 987; 100.-; dalej: Kolens 1800 a C1/ 2.
SNG Bratislava, inv. ¢. K 6836. Do zbierky SNG zaktpené
v roku 1970 (82. Nakupna komisia, 16. 11. 1970). Starsia

proveniencia neznama.

2 BORA — ZLATOHLAVEK 1997, c. d. (v pozn. 3), s. 317-
332.

2 TANZI 1999, c. d. (v pozn. 4), ¢. kat. 68-79.
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17. Antonio Maria Viani: Svétc a spravodlivi I1., 1602 — 1603.
Bratislava, Slvenskd narodnd galéria. Foto: M. Togner.

tvorba zmieneného Antonia Maria Vianiho (1555/
1560, Cremona — 1630, Mantova). Predovsetkym
je to studia postavy Krista Suden [Obr. 8], evidentne
spita s realizaciou monumentalnych malieb kupole
cremonského kostola S. Pietro al Po.* Kombinacia
pera, ciernej kriedy a bieloby, spolu s uvolnenym
rukopisom, radi rozmerom nevel’ky list jednoznacne
do pomerne rozsiahleho suboru kresieb Antonia
Maria Vianiho, bezprostredne korespondujucich
s vyzdobou tohto cremonského kostola. Dostatok
porovnavacieho materialu poskytuje subor Vianiho
kresieb zo zachovaného albumu zbierky Clary-Al-
dringen zo zamku v Tepliciach. Bratislavska kresba
je clastocnou studiou centralnej postavy Krista Suden
z vyjavu Posledného siidu, ktory v prvom desat’roci
seicenta realizoval Orazio Lamberti (1552 — 1612)
v kupole cremonského kostola S. Pietro al Po pod-
I'a navrhu, kresieb a zrejme aj za spoluacasti A. M.
Vianiho. So zhodnou figarou Krista Suden sa streta-

# Pero v tmavohnedom téne, podkreslené ciernou kriedou
a doplnované bielobou na bielom papieri, 176 X 110 mm,
na Pavej strane je list kresby nepravidelne zastrihnuty, naznak
kvadratury ¢iernou kriedou, neznacené. SNG Bratislava, inv.
¢. K 1625. Do zbietky SNG zakupené 13. 2. 1957.
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18. Antonio Maria Viani: Skupina vyvolenych, 1602 — 1603.
Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

vame v pripravnej kresbe pre realizaciu vyzdoby
kupole, ktora je zachovana v zmienenom albume
(Regionalne mizeum v Tepliciach, inv. ¢. CA 679).%
Kym teplicka kresba riesi navrh celkovej vyzdoby
casti kupole, nasa kresba je iba studiou centralnej
figury. Celkom spoloc¢na je vSak spontannost’ a uvol-
nenost’ rychleho kresliarskeho zaznamu. Celkovy
postoj figary Krista Suden s pozdvihnutou pravicou
a pokréenymi nohami, je evidentne derivovany
z rovnakého michelangelovského typu v mal'be
Posledného siidu v Sixtinskej kaplnke (1537 — 1541),
zrejme prostrednictvom grafického listu, dokumen-
tujuceho slavnu kompoziciu. Vo vlastnej realizacii
malby v kupole prekryl maliar spodnu cast’ figury
dynamicky citenou drapériou.

Motiv a kresbovy prednes umoznuja bratislavska
kresbu datovat’ rovnako ako teplicka kresbu, teda do
kratkeho obdobia rokov 1602 — 1603, kedy prevazna
vacsina Vianiho navrhov pre vyzdobu kupole cre-
monského kostola S. Pietro al Po vznikla.

» ZLATOHLAVEK 1998, c. d. (v pozn. 4), s. 169-175;
KAZLEPKA — ZLATOHLAVEK 2009, c. d. (v pozn. 4),
¢. kat. 41 (M. Zlatohlavek).



19. Antonio Maria Viani: Proroci a vyvolent, 1602 — 1603. Bratislava,
Slovenskd ndrodna galéria. Foto: M. Togner.

S rozmernou kompoziciou Poskedného sidu bez-
prostredne savisi subor d’alsich trinastich Vianiho
kresieb, ktory je dnes zachovany v zbierke SNG
[Obt. 9-21].%

Prvy subor siedmich kresieb je prevedeny vzdy na
papieri, zastrihnutom do tvaru segmentov, respektu-
jucich zakrivenie spodnej ¢asti kupole cremonského
kostola S. Pietro al Po, kde Orazio Lamberti (1532
—1612) spolu s Antoniom Maria Vianim realizovali
rozsiahlu fresku Posledného sidn. Vlastné kresby,

% Prvy subot: Anjeli Posledného sidn, Cierna krieda, dopltiované
bielobou a ¢iasto¢ne tmavohnedym perom na bielom papieri,
340 X 357 mm, kvadratira ¢iernou kriedou, neznacené, inv.
¢. K 1438; Epizdda Posledného sitdu 1., technicky zhodné, 298 X
363 mm, inv. ¢. K 1439; Pdd zavrhnutych I., technicky zhodné,
298 X 365 mm, inv. ¢. K 1440 (kresba bola v SNG Bratislava
vystavena v roku 1991, pozti Eurdpske umenie v bierkach SNG,
c. d. (v pozn. 10), ¢. kat. 279, atrib. ,, Taliansky autor z druhej
polovice 16. storocia®); Epigdda Posledného sidu 1I., 340 X
357mm, technicky zhodné, inv. ¢. K 1442; Pdd zavrbnutych
IL, technicky zhodné, 356 X 360 mm, inv. ¢. K 1443 (kresba
bola v SNG Bratislava vystavena v roku 1991, pozrti Enrdpske
umenie v Zbierkach SNG, c. d. (v pozn. 10), ¢. kat. 280, atrib.
., Taliansky autor z druhej polovice 16. storocia®); Skupina
gavrhnutjch hriesnikov I, technicky zhodné, 356 X 365 mm,
inv. ¢. K 1444; Skupina zavrhnutjch hriesnikov 11, technicky
zhodné, 363 X 309 mm, inv. ¢. K 1441. Do zbietky SNG

T

20. Antonio Maria 1 iani: Anjel oddeluje spravodlivych od zavrbnutych,
1602 — 1603. Bratislava, Slovenskd narodnd galéria. Foto: M. Togner.

charakteristické nielen kombinovanou technikou
ciernej kriedy dopliovanej bielobou a perom, ale
predovsetkym vedenim zakladnej obrysovej ciary
vo figuralnom stvarneni jednotlivych tiel spolu
s typickym definovanim objemov, su nepochybne
dielom A. M. Vianiho. Sved¢i o tom zna¢né mnoz-
stvo porovnavaciecho materialu, sistredené¢ho v tzv.
teplickom albume,” ktory vznikol pre rovnaku prile-
zitost’. Doplnenie segmentov kvadratirou dovol'uje
predpokladat’, ze sa jednalo o pripravné kresby pre

zakupené ako sibor 1. 1. 1956 (24. Nakupna komisia).
Druhy sabor: Switci a spravedlivi I, ¢ierna krieda, doplnované
biclobou a ¢iasto¢ne tmavohnedym perom na bielom papieri,
269 X 234 mm, kvadratira ¢iernou kriedou, list kresby nepra-
videlne zastrihnuty, neznacené, inv. ¢. K 1622; Switci a spra-
vodlivi I1., technicky zhodné, 238 X 240 mm, inv. ¢. K 1623;
Skupina vyvolenyeh, technicky zhodné, 209 X 189 mm, inv. ¢.
K 1624; Proroci a vyvoleni, technicky zhodné, 225 X 253 mm,
inv. ¢. K 1626; Anjel oddelnje spravodlivych od zavrbnutyeh, tech-
nicky zhodné, 245 X 245 mm, inv. ¢. K 1627; Svatii a spravodliv
s archon Noemovou, technicky zhodné, 269 X 234 mm, inv. ¢.
K 1628. Do zbierky SNG zakupené ako subor 13. 2. 1957
(26. Nakupna komisia).

» BORA — ZLATOHLAVEK 1997, c. d. (v pozn. 3), 5. 420-

434. Podobne KAZLEPKA — ZLATOHLAVEK 2009, c. d.
(v pozn. 4), ¢. kat. 41-49 (M. Zlatohlavek).
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21. Antonio Maria Viani: Svéitei a spravodlivi s archon Noemovon, 1602
— 1603. Bratislava, Slovenskd ndrodnd galéria. Foto: M. Togner.

realizaciu spodného pasu celého vyjavu Posledného
sidn s jednotlivymi epizédami padu zavrhnutych
hriesnikov. Vlastna realizacia malieb Postedného sidu
v kostole S. Pietro al Po je v podstate vymedzena pr-
vym desat’rocim seicenta a vznik Vianiho kresbovych
navrhov mézeme datovat’ medzi roky 1602 — 1603.
Vzhl'adom na zIu vizualnu dostupnost’ detailného
studia malieb a ich sucasny, zna¢ne nepriaznivy stav,
najdeme pri komparacii jednotlivych casti malby
Posledného siidn a pripravnych Vianiho kresieb len
vel’'mi mélo priamych anal6gii.?® Pokial’ bola tito séria
pripravnych kresieb pouzita, tak len v detailoch. Cely
stbor vyvolava skor dojem predbeznych navrhov,
ktoré pre vlastnu realizaciu boli vyuzité so zna¢nymi
neskorsimi korekciami. Vianiho autorstvo v pripade
celého siboru je, ako sa domnievam, evidentné.

Aj v pripade druhého suboru Siestich kresieb
nam poskytuje zachovany album kresieb niekdajse;
zbierky Clary-Aldringen dostatok porovnavacieho
materialu, ktory dovoluje jednoznacne subor Sies-
tich kresieb oznacit’ za dielo Antonia Maria Vianiho.
Kresbové spracovanie a formalna tprava segmentov
v zasade opakuje predchadzajuci subor, rozdiel je
len v tematickom urceni. Kym predchadzajici subor
ilustruje pad zatratencov a zavrhnutych, teda navrhy

¥V sucasnej dobe su malby zna¢ne stmavnuté na povrchu
fixovanymi necistotami a prachom.
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22. Bernardino Gatti: Nanebovzatie P. Mdrie, oltdrny obraz, katedrila
v Cremone. Foto: M. Togner.

riesenia okraja spodnej casti kupole, tento subor
je venovany vyvolenym a spravodlivym, umiestne-
nym blizko stredu celej kompozicie Posledného sidn.
Vianiho kresbovy prednes sa nemeni, oba subory su
technicky aj vytvarne zhodné a podobne zhodné je
tiez datovanie vzniku pripravnych kresieb v kratkom
obdobi rokov 1602 — 1603. Pri vzajomnej konfron-
tacii kresieb a realizovanej mal’by nachadzame opit’
isté zhody v zoskupeniach jednotlivych scén, vrata-
ne zhéd jednotlivych figuralnych typov, variantov
postojov alebo atributov, ale celkové realizované
riesenie je odlisné — mézeme ho charakterizovat’
ako zjednodusené. Napokon, pomerne vyrazné
zmeny riesenia kresbového navrhu a realizovane;
malby sa objavuju aj u znac¢ne rozsiahleho suboru
d'alsich Vianiho kresieb, urcenych pre rovnaka
prileZitost’.



Cely bratislavsky subor Vianiho kresieb, spolu
s este rozsiahlejsou kolekciou, zachovanou v albume
Regionalneho muzea v Tepliciach, sved¢i o mimo-
riadne starostlivej kresliarskej priprave Antonia Maria
Vianiho pri realizacii rozmernej vyzdoby kupole
cremonského kostola S. Pietro al Po s nimetom
Posledného siidn.

Napriek nevelkému rozsahu zbierky kresieb
SNG a jej pomerne kratkej zberatel'skej kontinuite
podarilo sa tu zhromazdit’ nesporne kvalitny stubor,
ktorého detailny prieskum v oblasti starej talianske;
kresby este moze priniest’ rad prekvapujucich ob-
javov. Jej cast’, suvisiaca bezprostredne s umenim
kresby cinquecenta v Cremone a vymedzend menami
hlavnych protagonistov, je toho dokladom.

Drawings by Cremona Painters in the Collections
of the Slovak National Gallery

Summary

At the grand exhibition Drawings from Cremona
1500 — 1580 (September — November 1995), a set
of drawings from the so-called Teplice album, an al-
bum formerly owned by the Clary-Aldringen family,
now deposited in the Regional Museum in Teplice in
northern Bohemia, was for the first time presented
to professional and general public. The Teplice set
originally consisted of two albums, each with about
one hundred sheets — one album is completely
preserved in the library of the Teplice Chateau,
that is in the Regional Museum, the other one got
lost, or rather was stolen (as many other things) in
the postwar era, soon after 1945. In the next years,
part of the lost album was offered to the purchas-
ing committees of the National Gallery in Prague
(thereinafter NG), and in three stages the individual
sheets were bought back. In 1955, the Prague NG
bought the first 6 drawings, in the next year 16, and
another 16 sheets as late as 1987. It is certain that
each of them comes from the lost album from the
Clary-Aldringen collection. At the exhibition, part of
the acquisitions was from the surviving album and
part from the NG purchases, to which loans from
several world collections were added (Louvre, Utfizi,
Albertina, British Museum). Two years later (1997
—1998), the group of Cremona drawings was intro-
duced at another exhibition, held in Cremona, and

finally the individual drawings as well as the whole
group were discussed in many reviews, specialized
studies, and articles.

The main and largest part of the exhibited
drawings, displayed at both exhibitions, thus came
from the former two albums, the property of the
Clary-Aldringen family, which were deposited in the
Teplice Chateau. The two albums are part of the
spoils of war, acquired together with paintings and
various valuables, especially from the rich library of
the Mantua dukes, by the imperial general Johann
von Aldringen (1588 — 1634) after the conquest of
Mantua in 1630. The preceding history of the two
albums and thus of the whole collection of draw-
ings is not quite clear — it could have been part of
the library of the Mantua dukes or, which is more
likely, the collection of the painter Antonio Maria
Viani (1555/1560 — 1630), who came from Cremona.
Viani was in the service of the Mantua dukes until
he died as prefetto delle fabbriche and his work is amply
represented in both albums.

At about the same time, when the NG in Prague
acquired fragments from the lost album of the
Teplice collection, Dr. Karol Vaculik began to build
up a collection of old Italian drawings in the Slovak
National Gallery in Bratislava (thereinafter SNG),
especially through purchases at antique dealers in
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Prague. From the drawings unambiguously connect-
ed with Cremona, it was 10 sheets in 1956, 7 sheets
in 1957, and probably the last sheet was purchased
as late as 1972. In all of these purchases, it may be
presumed that they originally were part of the lost
Teplice album. The Bratislava collection remained
more or less outside professional interest and its
more detailed examination only began recently, in
connection with the restoration of several sheets.

The collection of old Italian drawings in the
SNG in Bratislava now comprises 70 sheets, the
provenance of which includes Venice, Lombardy,
Bologna and Rome; they date from the 16" — 18"
centuries. The Cremona drawings are important
because of their high quality and the possibility of
exact identification.

The earliest drawing in the Cremona set in the
collection at the SNG is not very large in size, it
rather being a primo pensiero by Camillo Boccaccino
(1504/1505, Cremona — 1546, Cremona), Agony in
the Gethsemane Garden (Luke 22.39-46) [Fig. 1]. The
drawing with the motif of the kneeling Christ sup-
ported by an angel is done in loose penwork with
distinct contours and many radical deletions in inte-
rior modelling, Similarly, in the drawing on the verso,
depicting probably a warrior [Fig. 2], several repeated
contours consist of diminutive arches and the interior
modelling is indicated by fine hatching. Especially the
recto drawing, a figural group done by several precise
dynamic lines, betrays an expert hand and associates
this sheet with northern Italy, in particular Cremona
in the first half of the cinquecento. The loose treat-
ment and freedom from detail ascribes the Bratislava
drawing to the similar, not very extensive work of
Camillo Boccaccino from Cremona. The warrior on
the verso has a parallel in several of his drawings done
with the same technique, deposited in the Louvre
in Paris (Inv. Nos. 10281, 5930BIS, 5930TER, etc.),
but a real proof is provided by a drawing from the
Prague NG, depicting Heracles. The development of
the basic contour and the arches of interior modelling
are almost identical in the Bratislava and the Prague
drawings. Similar analogies are found for the motif
of the Agony in the Gethsemane Garden. At the end of
the thirties and the beginning of the forties of the
cinquecento, Boccaccino executed designs for one
partof the decoration of the church of S. Sigismondo
in Cremona. Among other things, he designed there
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the Instruments of Christs Martyrdom. And the recto
of the Bratislava drawing matches with these stud-
ies in its loose penwork, using hints rather, but with
a strong emphasis on the dramatic character of the
scene. In 1541, on the occasion of the ceremony
of the arrival of Emperor Chatles V in Cremona,
Boccaccino produced many designs for decorations
with allegorical themes and many figures of warriors.
Like in the Prague drawing of Heracles, the verso of
the Bratislava drawing with the picture of a probably
ancient warrior in action with a shield is connected
with this event. The Bratislava drawings (r+v) clearly
belong to the genvre of Camillo Boccaccino, which
might be dated relatively accurately around 1540.

From approximately the same period, another
drawing comes from Bratislava, Study of a Seated Man
[Fig. 3], which I attribute to one of the protagonists
of Cremona painting in the cinquecento, Giulio
Campi (15027, Cremona — 1572, Cremona). Sparing
pen lines handled with supreme precision define both
the main contours and, in several moves of the pen,
the inner modelling of the drapery of the figure,
complemented by radical hatching indicating the
conditions of light. Thus may be characterized both
the drawing of the Study of a Seated Man and the verso
with the S#udy of the Figure of an Old Man |Fig. 4], the
painterly treatment of which almost unambiguously
attributes it to the Campi family from the Cremona
school. For comparison, a good deal of material is
provided by the set of Gulio’s drawings in the NG
in Prague and by drawings from many world collec-
tions. From outside Prague there is for instance the
much related Figure of a Seated Man from the Louvre,
with identical, somewhat illogical ending of the right
hand of the seated man (Inv. No. 5662, partly also
8718.2) or the more figural and a little later Deposition

from the Cross from the Albertina in Vienna (Inv. No.
2022). Tentatively, the two Bratislava drawings (r+v)
may be associated with the christological cycle in St.
Margaret’s church in Cremona, finished by Giulio in
1547 as a sketch of figural types. This allows setting
the origin of our drawings around the middle of the
fifties of the cinquecento.

Several decades later is another indisputably
Cremona drawing, Study of the Figures of Two Apostles
[Fig. 5], which may be safely linked with Bernardino
Gatti, also known as Sojaro (1496, Pavia — 1576,
Cremona).



In the SNG, this high-quality and spontaneous
study has so far been registered as a Study of Male
Figures with Drapery and was attributed to an “Ital-
ian master of the 17" century”. In 2007 — 2009,
the drawing was restored and the restorer, Jarmila
Tarajcakova-Doériova, in her unpublished doctoral
thesis (2010) partly accepted the old attribution of
the verso but claimed that the drawing was made
after a detail of the figures of two apostles from
a monumental composition by Bernardino Gatti,
Assumption of the 1irgin, from the high altar in the
cathedral in Cremona [Fig. 22]. The typical building
up of the volumes of the male figures, their typology
and the treatment of the drapery do not allow any
doubt, I believe, about the Bratislava drawing being
an original work by Bernardino Gatti. For compari-
son, several drawings of basically identical character
may be used — especially the Study of the Figure of an
Apostle from the Getty collection in Malibu or the
Study of the Figure of an Apostle from the collection
of Italian drawings in the British Museum in Lon-
don. A no less strong analogy is found in the Group
of Apostles from the Assumption of the 1 irgin from the
Gabinetto disegni e stampe degli Uffizi in Florence.
All these paintings, in spite of differences in tech-
nique (in each case it is washed pen drawing), are
identical in draughtsmanship and deal with the same
motif — groups of Apostles from the lower part of
the Assumption of the Virgin. In the example used
for comparison, it is drawings from the sixties and
partly from the seventies of the cinquecento which
are sketches for the decoration of the dome in the
church of S. Maria della Steccata in Parma, dating
from those years. In 1573, Gatti left for Cremona,
where he obtained the commission for the monu-
mental picture of the Assumption, with numerous
extra figures, for the local cathedral. The Bratislava
drawing may be regarded as a preparatory study for
the left bottom part of the composition, for the pair
of Apostles watching the miraculous event. This
hypothesis gets a strong support from the quadra-
ture covering the Bratislava drawing as a preparation
for the transfer of the motif to the carton, but the
support comes especially from four other drawings
made for the same occasion. Gatti’s late work is
distinguished by the use of a fairly wide and soft
line in hatching when black chalk is used, which is
basically in correspondence with the drawings. The

Assumption of the 1irgin in Cremona is Gatti’s final
work, the painter died in February 1576. Shortly
before his death, around and before 1575, he made
a variant of the Assumption as a painting of a much
smaller size (now Collezione Cavalcab6 in Cremona)
and in this less demanding variant he also used, for
the left side of the scene, the same pair of Apostles
as in the Bratislava drawing. Our drawing may date
from 1573 — 1575.

Probably connected with the now lost album
from the Clary-Aldringen collection is the drawing
of St. Christopher with Infant Jesus [Fig. 6], which 1
attribute to a follower of the great personality of
painting in Parma, Girolamo Francesco Maria Maz-
zola, also known as Il Parmigianino (1503, Parma
— 1540, Casalmaggiore). The older attribution to
Parmigianino, by an inscription on the verso, can
be accepted only partly. Beside indisputable agree-
ments with Parmigianino’s work, there are a number
of deviations which rule out a direct attribution. It
is primarily the total absence of hatching, the very
light and in places even indistinct contours, and the
finishing of the volumes by washed tint, these details
are never found in Parmigianino. And these very
details are typical of another painter coming from
and active in Cremona, Bernardino Campi (1522,
Cremona — 1591, Reggio Emilia). Certainty about
attribution of the drawing to Bernardino (in spite
of an identical name, he is probably unconnected
with the wide Campi family in Cremona) will come
from a comparison of the Bratislava drawing with
at least two sheets from the Albertina in Vienna
(Christ among the Doctors, Inv. No. 2505, and especially
Arrival of Christ in Jerusalem, Inv. No. 42134). The
second of these drawings was used as a foundation
for the fresco in the choir in the Cremona cathedral,
executed by Bernardino in 1573. I believe that the
dating in the seventies of the cinquecento should be
given even to the Bratislava drawing and it should
be regarded as an authentic work of Bernardino
Campi. The real qualities of the drawing are now of
course a little handicapped by its poor present-day
condition.

In a similar way, I date in the seventies another
drawing [Fig. 7], which I originally considered to have
originated in the circle of Domenichino in Bologna.
Far closer to truth, however, it is that it is a work
by another member of the Campi family of paint-
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ers, Antonio (1523, Cremona — 1587, Cremona). A
typical sheet captures the details of hands and feet
in various positions together with a boy’s (?) and a
girl’s (?) face. An unusual element here is a diminutive
drawing of a fish and a partly legible text “I/ nuso
agquacets” (“mouth of awhale’). The precision of the ex-
ecution, the combination of black and white chalks,
and the fine hatching of the light, in shadowed parts
with emphasis on the volumes of the details, all this
points to a good, experienced draughtsman, inclin-
ing toward the tradition of Cremona drawing in the
second half of the cinquecento. Almost identical
sketches occur in the Clary-Aldringen collection of
drawings in Teplice as well in the drawings coming
from the same source but now held in the NG in
Prague. A distinct, strong similitude links the Bratisla-
va drawing, incidentally, executed on bluish paper
like the other drawings, with the Prague sheets (Inv.
Nos. K 57572, K 57571) or those in the Regional
Museum in Teplice (Inv. Nos. CA 514, CA 518). A
similar series of analogies is found in the group of
Antonio’s drawings from the Florentine Gabinetto
disegni e stampe degli Uffizi (Inv. Nos. 13497 F, 2098
F, 13493 F, etc.). I still put an interrogation mark to
the attribution to Antonio Campi because of the
adjustment of the sheet in the mount so that the
verso was not examined. The poortly legible texts
also lack a logical explanation.

In number of drawings, the work of Antonio
Maria Viani (1555/1560, Cremona — 1630, Mantova)
is best represented in the Bratislava set. It is notably
the study of the figure of Christ the Judge [Fig. 8],
obviously associated with the monumental paintings
in the dome of the church of S. Pietro al Po in Cre-
mona. The combination of pen, black chalk and zinc
white, and the loose penwork rank this not very large
sheet clearly with the fairly numerous drawings by
Antonio Maria Viani, directly linked with the interior
decoration of the church in Cremona. Abundance
of material for comparison is provided by Viani’s
drawings from the surviving album from the Clary-
Aldringen collection in the Teplice Chateau. The
Bratislava drawing is a partial study of the central
figure of Christ the Judge from the Last Judgment, ex-
ecuted in the first decade of the seicento by Orazio
Lamberti (1552 — 1612) in the dome of S. Pietro al
Po in Cremona, to the design, after the drawings
and obviously with participation of A. M. Viani.
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An identical figure of Christ the Judge is found in the
sketch for the dome painting, which is preserved in
the album in the Regional Museum in Teplice (Inv.
No. CA 679). While the Teplice drawing is a design
of the entire decoration of one part of the dome, our
drawing is only a study of the central figure. What
they share, however, is the spontaneity and relaxed
character of the quick sketch. The general attitude
of the figure of Christ the Judge with his raised right
arm and with crouched legs is obviously derived from
the same Michelangeloesque type in the painting of
the Last Judgment in the Sistine Chapel (1537 — 1541),
probably through the print documenting the famous
composition. In the execution of the painting in the
dome, the painter, however, covered the lower part
of the figure with a flowing drapery.

Both the motif and its execution allow the dating
of the Bratislava drawing, like of the Teplice drawing,
in the short period of 1602 — 1603, when the majority
of Viani’s designs for the decoration of the dome of
S. Pietro al Po in Cremona was made.

With the large composition of the Last Judgment is
immediately connected a group of another thirteen
drawings by Viani, now kept in the SNG in Bratislava
[Figs. 9-21].

The first seven drawings are done on a paper
cut to the shape of segments corresponding to the
curves in the lower part of the dome of S. Pietro
al Po, where Orazio Lamberti (1532 — 1612) with
Antonio Maria Viani executed the large fresco of
the Last Judgment. The drawings themselves, distin-
guished by the combined technique of black chalk, a
white, and pen, but particularly by the basic contours
in the rendition of the bodies and by the typical
defining of volumes, are indisputably the work of
A. M. Viani. Evidence for that is supplied by abun-
dant comparative material, which was produced for
the same occasion and is now concentrated in the
so-called Teplice album. Adding the quadrature to
the segments allows the hypothesis that these were
preparatory drawings for the lower strip in the Last
Judgment with the episodes of the fall of the sinners.
The execution of the painting of the Last Judgment in
S. Pietro al Po is basically defined by the first decade
of the seicento, and most of Viani’s designs may date
from 1602 — 1603. A detailed study of the paintings
is difficult because of their poor visual accessibility
and because of their rather poor condition. In a com-



parison of the individual part of the painting of the
Last Judgment and the sketches by Viani, only very few
direct analogies may be discovered to prove direct
following and respecting of the original sketches. If
this series of sketches was used, then in details only
— the whole set rather makes the impression of be-
ing mere sketches, later used only with considerable
corrections. There is, however, no doubt, that Viani
is the artist who made these drawings.

Likewise, in the second set of six drawings, the
preserved album from the former Clary-Aldringen
collection provides enough material for comparison
to make us free to attribute the six drawings to An-
tonio Maria Viani. The treatment and form of the
segments are basically a repetition of the previous
set, only the subject being different. Whereas the
previous set illustrates the fall of the condemned
sinners, that is designs for the outer edge of the lower
part of the dome, this set depicts the chosen and
righteous ones, who are placed nearer to the centre of
the composition of the Last Judgment. Viani’s painterly
treatment is no different, both sets are technically
and artistically identical, and the same holds for the
dating of the sketches in the short period of 1602
— 1603. In a comparison of the drawings and the

executed painting, some agreements are found in
the grouping of the scenes, there are identities in
various figural types, in postures or attributes, but
the overall solution is somewhat different — it might
be called a little simplified. As a matter of fact, fairly
great changes between the sketch and the executed
painting appear also in another fairly large group of
Viani’s drawings made for the same occasion.

The entire Bratislava set of Viani’s drawings plus
the still larger collection preserved in the album
of the Regional Museum in Teplice is evidence of
Antonio Maria Viani’s meticulous preparation for
the execution of the large decoration in the dome
of S. Pietro al Po in Cremona, with the subject of
the Last Judgment. In spite of the small number of
drawings owned by the SNG in Bratislava, and in
spite of the relatively short continuity in collecting,
a really high-quality collection was assembled, and
a detailed survey of old Italian drawings may bring
many a surprising discovery. Its part connected with
the art of drawing in the cinquecento in Cremona,
as defined by the names of its main protagonists, is
evidence of that.

English translation by |. Peprnik
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Pamiatke Evy Sef¢dkovej

Zuzana BARTOSOVA

Zaciatkom jesene (20. septembra 2011) zomrela
Eva Seféikova (rodena Jilkova), jedna z najviznam-
nejsich slovenskych odbornic¢ok na kresbu, grafiku
a ilustraciu. S jej menom sa spaja nielen mnozstvo
publikovanych $tudii a eseji a viacero publikacii, ale
1 mnozstvo vystav a katalégov k nim. Koncipovala
ich predovsetkym z fondu Slovenskej narodnej galé-
rie v Bratislave, kde viac ako jeden a pol desat’rocia
budovala zbierku kresby a grafiky. V SNG autorsky
zostavila do pat’desiat vystavnych kolekcii, vo vic¢sine
katal6gov k nim publikovala svoje odborné tvody
a studie, pricom sa podielala aj na priprave mnohych
dalsich, kolektivne koncipovanych podujati.

Eva Seféikova sa narodila 4. juna 1935 v Hole-
$ove na Morave (CR). Maturovala v roku 1953 na
Palackého realnom gymnaziu vo Valasskom Mezif{¢i
(okt. Vsetin) a v tom istom roku zacala studovat’ na
Filozofickej fakulte Univerzity Komenského v Bra-
tislave dejiny umenia a estetiku. Studium ukonéila
v roku 1958 pracou o Kolomanovi Sokolovi. V roku
1972 ziskala na tej istej univerzite titul PhDr.

1. augusta 1958 nastipila Eva Sefé¢akova ako
historicka umenia do Slovenského narodného mu-
zea v Bratislave. Nakolko sa intenzivne zaujimala
o problematiku sticasnej malby a grafiky, privitala
ponuku Slovenskej narodnej galérie v Bratislave
a uz o niekolko mesiacov — od 1. novembra 1958
— zacala pracovat’ v jej grafickej zbierke — od roku
1961 ju viedla.'

! Biografické tdaje poskytla rodina zosnulej.

Diplomovu pracu Koloman Sokol. Umeleckobistorickd monografia
obhgjila Eva Seféakova na Filozofickej fakulte Univerzity
Komenského v Bratislave. Bola to prva z diplomovych prac
(popti praci o tvorbe Zola Palugaya), ktoré boli ,,zyslovene [ve-
nované] domdce nmeleckej moderne. Podra CTULISOVA, 1.: Lesk

288

Eva Sef¢dkova sformovala svoj odborny profil
v Sest’desiatych rokoch, ktoré postupne coraz viac
akceptovali liberalne hodnoty a v umeni slobodu
tvorby i jej interpretacie; obmedzujici diktat socia-
listického realizmu sa v tom case postupne narisal.
Uz volbou témy svojej diplomovej prace® naznacila,
ze ju viac ako inych jej rovesnikov zaujima moderné
i sicasné umenie, a to nielen lokdlneho charakteru,
ale v medzinarodnom kontexte. Pracou, ktora o par
rokov vysla knizne,” priznala zaslizené miesto jedi-
necnej tvorbe Kolomana Sokola, v medzivojnovom
obdobi aj v zahranic¢i uznavaného slovenského au-
tora, ktory v tom case zil v emigracii v USA.

Uvolneny pohl'ad na stcasné vytvarné umenie
k nam neprisiel automaticky: mladi autori sa inspiro-
vali aktudlnymi tendenciami medzinarodného diania,
svoju tvorbu priblizovali ¢oraz viac nefigurativnemu
prejavu, ¢im oponovali vtedajsej ideologizovane;j
kultarnej politike, ktora ako jedint #orivii metdédu
uznavala socialisticky realizmus. Zaciatkom Sest’-
desiatych rokov organizovali v svojich ateliéroch
neverejné Konfrontdcie, ktoré podporili smerovanie
ich tvorby k informelu. V slovenskom prostredi
tato tendencia zasadnym sposobom naburala spo-
locensky akceptovanu predstavu obrazu zavislého
na optickej realite. Na stretnutiach sa zucastnovala
okrem d’alich mladych intelektudlov aj Fva Seféa-
kova a ako prva o nich podala verejnosti pozitivne
zaujatu spravu.*

a bieda slovenskej kunsthistérie I1. Slovensky dejepis umenia
1948 — 1968. In: Ars, 28,1995, ¢. 2-3, 5. 184-204, cit. s. 190.

3 SEFCAKOVA, E.: Koloman Sokol, Bratislava 1963.

4 SEFCAKOVA, E.: Konfrontacie. In: Miadi tvorba, 9, 1964,
& 11, s. 38-41.



Tazisko umeleckohistorickej prace Evy Seféako-
vej bolo v oblasti kresby a grafiky: konzekventne,
na zaklade relevantnej umeleckej hodnoty vyberala
diela pre zbierku Slovenskej narodnej galérie, ktora
viedla. Vysledkom jej prace i schopnosti integralneho
pohl'adu na jednu vytvarnu disciplinu v priemete 20.
storo¢ia bola publikicia Modernd slovenska kresba.
V nej poukazala na tvorbu celej panoramy relevant-
nych autorov poc¢nic zakladatel'skymi postavami
slovenskej moderny Gustavom Mallym, Martinom
Benkom, Jankom Alexym, Zolom Palugayom,
Milosom Alexandrom Bazovskym, cez osobnosti
avantgardy Mikulasa Galandu a Dudovita Fullu
nevynechajic socialno-kriticky orientovanid tvorbu
Kolomana Sokola, o ktorej uz predtym publikovala.
Pokracovala interpretaciou tvorby autorov, ktorf
do vytvarného Zivota nastupili na sklonku prve;
Ceskoslovenskej republiky a poc¢as druhej svetovej
vojny, Cypriana Majernika, Jana Zelibského, Jana
Mudrocha, Jozefa Kostku, Petra Matejku, Eugena
Nevana, Viliama Chmela, Ernesta Zmetika, Ladi-
slava Gudernu, Ervina Semiana, a svoj pohl'ad na
disciplinu kresby zavfsila poukazanim na tvorbu
najmladsich autorov, a to ¢lenov Skupiny Mikulasa
Galandu a ucastnikov neverejnych Konfrontaciz, Vla-
dimira Kompanka, Milana Laluhu, Andreja Barcika,
Milana Pastéku, Andreja Rudavského, Rudolfa Filu,
Maridna Cunderlika i zacinajicej graficky mimoriad-
neho talentu Viery Bombovej. Svoj zaujem o tvorbu
nastupujicich vytvarnych umelcov prehlbovala, ked
sa s kolegami-rovesnikmi podielala na koncipovani
autorskych medailénov pre publikaciu Nové sloven-
ské vjtvarné umenie,® otvorenej vodli vytvarnej neo-
avantgarde, ktorej hlavnym editorom bol Radislav
Matustik. Zaciatkom sedemdesiatych rokov s nim
spolupracovala na priprave podkladov pre publika-
ciu s pracovnym nazvom Prekrocenie hraniz, ktora po
jeho autorskom dopracovani vydala Povazska galéria
v Ziline s ndzvom ...predtym. Prekrocenie hranic 1964
— 1971 az po Neznej revolucii,” ked’ze v zmenenej
politickej situacii po obsadeni Ceskoslovenska voj-
skami Varsavskej zmluvy (1968) uz nebolo mozné

5 SEFCAKOVA, E.: Modernd slovenski kresba. Bratislava 1967.

6 MATUgTiYK, R. a kol.: Nové slovenské vytvarné umenie. Bratislava
1969. Eva Sefc¢akovi je autorkou eseji o tvorbe Andreja Barci-
ka, Albina Brunovského, Alojza Pepicha a Milosa Urbdska.

Eva Seféikovd (1935 — 2011). Foto: M. Horban.

publikovat’ liberdlny pohl'ad na sucasné slovenske
umenie. Uznanie Evy Seféakovej ako mienkotvorne;j
odbornicky na problematiku moderného a sucas-
ného vytvarného umenia doklada aj skutocnost’, ze
od roku 1967 bola ¢lenkou Slovenskej sekcie AICA,
prestiznej organizacie nezavislych vytvarnych kriti-
kov pri UNESCO.

Pri svojej praci so zbierkou kresby a grafiky
v Slovenskej narodnej galérii sa Fva Sef¢dkova ve-
novala najmi interpretacii tvorby nasich vyznamnych
grafikov 20. storocia. Postupom rokov pripravila na
pode institucie vystavy so svojimi odbornymi uvod-
mi v katalbgoch v priemete 20. storocia pre domace
1 zahrani¢né publikum (Liberec 1960, Ottawa 1968,
New Delhi 1969, Varsava 1973 a dalsie) — 1 viazuce

7 ORAVCOVA, J:Eva Seféakova — jej minulost’ v pritomnosti.
In: BARTLOVA, M. — PACHMANOVA, M. (ed.): Artemis
a Dr. Faust. Zeny v Geskych a slovenskych déjindch uméni. Praha
2008, s. 170-184, uvedené informacie na s. 180.
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sa k tvorbe jednotlivych autorov poc¢nuc Pudovitom
Fullom (1962), Eugenom Krénom (1963), Jankom
Novakom (1964), Eugenom Nevanom (1965), po-
kracujtc Stefanom Schwartzom (1966), Frantiskom
Malym (1967) az po Albina Brunovského: v jeho
pripade prezentovala ilustraciu (Pamatnik narodniho
pisemnictvi, Praha — Strahov, 1970). Okrem toho sa
podielala na mnohych vystavach pripravovanych
kolektivne. Ona sama sa vazne zaujimala aj o tvorbu
mladych a najmladsich grafikov, tych, ktorych prejav
bol v medzinarodnych suvislostiach pocas druhe;
polovice Sest’'desiatych rokov povazovany za jedi-
nec¢ny fenomén nasho aktualneho vytvarného zivota:
pripravila vystavu s katalogom Grafickd skola Vincenta
Hivgnika (1968), ale aj inych, ktor{ prekrocili hranice
klasickej discipliny grafiky, coho dokladom bola vy-
stava s katalogom Nové tendence slovenské grafiky (Filko,
Haberernova, Jankovié, Kocisovd, Mlyndriik, Urbdisek),
ktorua pripravila pre Oblastnu galériu v Gottwaldove
(dnesny Zlin, 1970).°

Do naplne prace oddelenia, ktoré Eva Sefédkova
v Slovenskej narodnej galérii viedla, patrila samozrej-
me aj ilustracia. Tato disciplina, ako sama v jednom
z rozhovorov povedala, zarucovala autorom vicsiu
mieru slobody ,,najnid po rokn 1948, pretoge bola mene
obmedzovand ideologickymi zdsabmi, vytvarnon kvaliton
a invencion vyrazne prevySovala ostatné druby vizudlnebo
umenia®.® Eva Sef¢akova sa jej vitvarnou problema-
tikou viackrat zaoberala a svoje poznatky zurocila
v uvodoch ku katalégom mnohych vystav."” Avsak
nielen to. Umelecky presvedéivé kolekceie tejto dis-

¢ Katalogy vystav v kniznici Slovenskej narodnej galérie v Bra-
tislave.

9 SEFCAKOVA, E. — ZIBRITOVA, G.: Ilustrované kniha
— minulost’ a sucasnost’. In: Knignica, 4, 2003, ¢. 11-12, s.
552-556, cit. s. 552 (rozhovor Gabriely Zibritovej s Evou
Sefédkovou).

10 Napriklad Shvenskd ilustricia. [Kat. vist.] Ed. E. SEFCAKO-
VA. Praha : SSVU, 1964; Ruskd a sovietska literatsira oéami sloven-
skyoh ilnstritoror. [Kat. vist.] Ed. E. SEFCAKOVA. Bratislava
: SNG, 1967; Zornitka 46 — 68. 1 ystava ilustricii dvadsat’roine
Zornicky. [Kat. vyst] Ed. H. PIFKO — E. SEFCAKOVA.,
Bratislava : Smena, 1968; Slvenskd ilustricia po rokn 1945. |Kat.
vyst.] Ed. E. SEFCAKOVA. Bratislava : SNG, 1973.

" Biendle ilustricif Bratisiava 1969. [Kat. vist] Ed. E. SEFCA-
KOVA. Bratislava : SNG, 1969.
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cipliny navrhovala na zakupenie do zbierky SNG
a stala pri zrode dlhodobo najsledovanejsej medzi-
narodnej vystavy na Slovensku, ktora trva dodnes,
a to Biendle ilustrdcii Bratislava (BIB). Podiel'ala sa na
katalogizovani prac zasielanych z celého sveta uz pri
premiére podujatia v roku 1967 a publikaciu nasle-
dujiceho ro¢nika 1969 zostavila.!' Kniha ako taka,
v ramci ktorej ilustraciu vnimala, ju putala dlhodobo.
Uz v roku 1968 sa podielala na priprave reprezen-
tativnej vystavy 50 rokov leskoslovenske krdsne knihy,
prehliadky, ktora inovativnym sposobom upozornila
na jedine¢nost’ tohto umeleckého fenoménu sloven-
ského vytvarného umenia v ramci celorepublikového
kontextu."

Neskor, ked ju ,,rokn 1972 [z0 Slovenskej narodnej ga-
lérie] prepustili s odvodnenim, Ze ,narusuje socialisticky spolo-
lensky poriadok a nepini rilohy Statnej kultiirne politiky “‘,”
to bola prave komplexna problematika ilustracie ako
samostatnej vytvarnej discipliny, ktora jej umoznila
nad’alej odborne pracovat’ a publikovat’ vo sfére,
kde bola naslovovzatou odbornickou. Uz predtym,
ked’ koncipovala s kolegami sprievodné sympdzium
kvystave BIB67 so zretelom na sondy do mapovania
dejin eurépskej ilustrovanej knihy, povazovala dand
problematiku za nedostato¢ne odborne spracovand.'*
Nasledne, v roku 1972, v spolupraci s kolegynou
Zorou Ondrejcekovou pri priprave katalégu vystavy
Premeny drevorezu® sa sustredila na vytvarné $pecifika
historickych drevenych stockov, ktoré zaradila do
norimbergského okruhu. Ako sama priznala, ,,prob-

lematika Stockov ma us neopustila““.'

'* Pdtdesiat rokov Ceskoslovenskej krisng kenily. [Kat. vyst.] Ed. M.
KOVAC - E. OKALOVA — E. SEFCAKOVA. Martin :
Matica slovenska, 1968.

15 SEFCAKOVA — ZIBRITOVA 2003, c. d. (v pozn. 9), s. 552.
Vo svojom vlastnom Zivotopise v pozostalosti datuje Eva
Sefc¢akova svoje prepustenie zo SNG rokom 1973.

4 Tbhidem.

** Premeny drevorezn. [Kat. vyst] Ed. Z. ONDREJCEKOVA - E.
SEFCAKOVA. Banska Bystrica : Oblastna galéria, 1972.

16 SEFCAKOVA — ZIBRITOVA 2003, c. d. (v pozn. 10), s.
552.



Po prepusteni zo Slovenske;j narodne] galérie sa
Eve Sefédkovej nedarilo ziskat’ pracu v odbore, ani
v ziadnej z kultarnych institdcii, a tak sa od 1. aprila
1974 zamestnala ako predavacka v oddeleni textilu
obchodného domu Dunaj v Bratislave. Toto pra-
covisko musela nasledujuci rok opustit’ z vaznych
zdravotnych dovodov. Po ststavnom hladani vhod-
nejsicho zamestnania nastipila 1. augusta 1976 ako
odborna pracovnicka do Statneho dstavu pamiatko-
vej starostlivosti, do oddelenia mestskej architektury.
Tu pracovala vo vyskume do jesene 1983, kedy znova
vazne ochorela. 6. marca 1984 jej zdravotna komisia
priznala invalidny dochodok.

Napriek zdravotnym t'azkostiam sa Fva Seféiko-
va k odbornej praci roku 1988 vratila. Jej zanieteny
dlhodoby vyskum sa sustredil na spolupracu pri
priprave publikacie Drevené stoiky. Vzacny obrazovy
material, ktory dovtedy lezal v zbierke Slovenského
narodného muzea desat’rocia nespracovany, ju na
viac rokov zaujal. Vysledkom bol 1 200 stranovy
text, ktory pripravila. Jeho publikovanie bolo nad
ramec finanénych moznosti institicie. Naslo sa pre-
to lacnejsie riesenie, publikovat’ ho v elektronicke;
podobe. Drevené stocky vysli v rozsahom skratenej
verzii aj tlacou a ziskali spolocenské uznanie: cenu
za Najkrajsiu knihu (1998)."

Eva Sefédkovi vysledky svojho badania o prob—
lematike historickych tlaci a Specidlne stockov prie-
bezne publikovala doma i v zahrani¢i.'® Jej vyskum

7 SEFCAKOVA, E.: Stoiky 30 16. — 19. storosia. CD-ROM;
SEFCAKOVA, E.: Drevené $tocky. Zbierka Historického miizea
Stovenského narodného miizea v Bratislave. Bratislava 1998.

18 SEFCAKOVA, E.: Ilustra¢ni dievofez okruhu Albrechta
Diirera ze stocku v Slovenském niarodnim muzeu. In: Umséns,
37,1989, & 3, s. 241-251; SEFCAKOVA, E.: Hans Baldung
Grien a Erhard Schoén v zblerke drevenych stockov Sloven-
ského narodného muzea v Bratislave. In: Ay, 28, 1995, ¢
2-3,5.97-123; SEFCAKOVA, E.: Brevi note sulla collezione
di matrici sﬂograﬁche del Museo Nazionale Slovacco. In: La
bibliofilia, 104, 2002, ¢. 3, s. 267-281.

o

Napriklad SEFCAKOVA, E.: Drevené $tocky Teslikovej
tlaciarne zo Skalice v Slovenskom narodnom muzeu. Struk-
tara zbierky. In: Zbornik SNM, 84,1990, 5. 109-132; SEFCA-
KOVA, E.: Drevorezovéa knizné ilustrcia okruhu a dielne
Albrechta Diirera v knihach a tlaciach vydanych na Morave
a na Slovensku. In: Knzha 91 — ‘92,1993, s. 35-61.

% Zikon o mimosudnych rehabilitaciach ¢. 87/1991 Zb.

priniesol nové vedecké poznatky o integrovanosti
slovenského prostredia do eurépskeho 1 o Speci-
fikiach knihtlaciarskych praktik."” Medzi¢asom, po
Neznej revolucii (1989), podla zakona o mimosud-
nych rehabilitdcidch® prehldsila Slovenskd nirodna
galéria prepustenie Evy Sef¢akovej z pracovného
pomeru za neplatné (1991).*' V decembri 1997 obha-
jila a ziskala titul kandidata vied o umeni na zaklade
predloZencj dizertaénej prace Drevené stocky. 2
Napriek svojej dlhodobe] orientacil na starsie
obdobia dejin umenia® sa Eva Sef¢akova po spolo-
censkej zmene roku 1989 este sporadicky vracala do
oblasti sucasného vytvarného umenia, ktora jej bola
pocas Sest’desiatych rokov vlastna. Na podnet brati-
slavskej pobocky SCCA (Sorosovho centra sticasného
umenia) vytvorila kompletna databazu tvorby a ak-
tivit Milosa Urbaska, medzinarodne akceptovaného
predstavitela neokonstruktivizmu. Vysledkom jej
zaujatia bola parricipélcia na reprezentativnej kolek-
tivnej monografii.** Opitovne sa venovala aj tvorbe
do Svajéiarska emigrovaného Stefana Schwartza.”
Eva Seféakova bola histori¢ka umenia, ktora sa
Vv svojej praci prejavovala ako mimoriadne naroc¢na
na seba samu: sposobu jej prace bola cudzia povrch-
nost’. Vysledky jej usilia stoja na konzekventnom
badani a jasnej interpretacii zvolenej problematiky,
pricom vyber tém, ktorym sa venovala, svedct o jej
schopnosti ocenit’ umeleckd hodnotu konkrétnych
vytvarnych diel minulosti i pritomnost.”® Slovensky

2 SNG oznamila toto rozhodnutie Eve Seféikovej listom zo
16. februara 1991.

2 SEFCAKOVA, E.: Drevené itocky. Zbierka Historického mii-
zea Slovenského narodného miizea v Bratislave. [Diz. praca.] Bra-
tislava : SAV, 1990, strojopis.

» Blizsie k spolocensko-politicky vynutenej zmene orienticie
viacerych slovenskych odbornikov na moderné a sicasného
vytvarné umenie na oblast’ historickych slohov vid” CIULI-
SOVA 1995, c. d. (v pozn. 2).

20 RIESE, H. P. — SEFCAKOVA, E. — VALOCH, J.: Milof
Urbasek. Bratislava 2000.

5 Stefan Schwartz, [Kat. vyst.] Ed. E. SEFCAKOVA. Bratislava
2007.

* Ako sa vyjadruji respektovani kolegovia, napriklad Ingtid

Ciulisova, Eva Sefc¢akova ,patrila k tym midlo osobnostian slo-
venského dejepisu umenia, ktoré sa bravirne pohybovali tak na poli
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dejepis umenia stratil v Eve Sefc¢akovej osobnost’
schopnt klasickou metédou vytvorit’ bazu, na ktord

sa mozu bez zavahania spolahnat’” d’alsi badatelia
a s istotou nadviazat’ na jej odborné vystupy.

In Memory of Eva Seféakova

Summary

Dr. Eva Sefé¢akova (June 4%, 1935 — September
26™,2011), one of the most significant Slovak experts
in the history of drawing, graphic art and illustra-
tion, graduated in art history from the Philosophical
Faculty of the Comenius University in Bratislava in
1958. She published a number of papers in scientific
journals as well as books. Her research was based pre-
dominantly on the collections of the Slovak National
Gallery in Bratislava (SNG), where she supervised
the Drawings and Graphic Art Collection for more

stiicasného, ako aj 130, starého umenia‘. Kolegyni Ingrid Ciulisovej
d’akujem za ziskanie viacerych bibliografickych udajov publi-
kovanych prac Evy Sefc¢akove;j.
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than a decade and a half. In the SNG, she individu-
ally organized up to fifty exhibitions and helped to
organize lots of collectively conceived projects. She
wrote introductions and articles in the majority of
related catalogues. Slovak art historiography lost with
late Dr. Seféikova an exceptionally hard-working
scholar, whose work serves as a solid basis for those
who continue her research.

English translation by M. Hrdina
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