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Towards Understanding Visual Styles
As Inventions Without Expiration Dates

How the View of Architectural History as Permanent

Presence Might Contribute to Reforming Education

of Architects and Designers'

Jan MICHL

“... the axe invented by bistorians to divide ancient from modern architecture never existed in

the minds of users of architecture, but only in the minds and intentions of the ‘employees’.

— Paolo PORTOGHESI, 1980

»

“Modern architecture is like Esperanto, an attempt to invent and impose a common ‘rational’

langnage and succeeding only in being incomprehensible and alien to the majority of people.

— Louis HELLMAN,; 1986.

»

“Scared of being just the design department of the construction industry, [modernists have]
created a monstrous delusion of self-importance.” — Robert ADAM, 2009

' This essay adds to the sizable work of many writers who have
felt, during the past 50 years or so, that something was setio-
usly amiss with the foundations of the modernist architecture,
and who searched for alternatives to the reigning modernist
concepts. The present paper has in various ways drawn from
them all. T listed many of these authors in the penultimate
section of MICHL, J.: A Case Against the Modernist Regi-
me in Design Education. In: Archnet-IJAR, Vol. 8, Issue 2,
July 2014/A (36-46) (online at http://janmichl.com/eng.
apartheid-ijar.pdf). — The present text develops further some
themes discussed in the following articles of mine: MICHL, J.:
On Seeing Design as Redesign: An Exploration of a Neglected
Problem in Design Education. In: Scandinavian Journal of Design
History 2002, no. 12, pp. 7-23 (online at http:/ /janmichl.com/
engredesign.html); MICHL, J.: The Modernist Idea of Architecture
— or Please, Do Not Disturb: Busy Producing Art Historically Correct
Expressions of the Modern Epoch. 2011 (unpublished; online
at http://janmichl.com/eng.modernism-plymouth.html);
MICHL 2014/A (see above); MICHL, J.: Taking Down the
Bauhaus Wall: Living Design History as a Tool for Better
Design. In: The Design Jonrnal 2014/B, vol. 17, issue 3, pp.
445-454 (online at http://janmichl.com/eng livingdesign.

pdf). What is new here are twin concepts from Karl Popper’s
late philosophy: his theory of “objective knowledge”, and his
concept of “wortld 3”. As far as I know, they are employed
here for the first time with the aim of establishing a realistic
philosophically sound alternative to the modernist view of the
past. — A shorter version of the present text was read at the
International Karl Popper Symposium, The Written Word, at
the University of Klagenfurt, Austria, in February 2015. — The
title of the text was inspired by Martin Horacek’s path-bre-
aking article on what he labelled “the problem of expiration
of style”; cf. HORACEK, M.: The Problem of Expiration of
Style and the Historiography of Architecture. In: Lepine, A.
— Lodder, M. — McKever, R. (eds.): Revival: Menories, Identities,
Utgpias. London 2015, pp. 86-99 (online at http://courtauld.
org.uk/pdf/books-online/revival /7.%20HORACEK .pdf).

The three mottoes come from PORTOGHESI, P.: The End
of Prohibitionism. In: The Presence of the Past. First International
Exchibition of Architecture. 1a Biennale di Venezia 1980, p.
9; MILLAIS, M.: Exploding the Myths of Modern Architecture.
London 2009, p. 1; and ADAM, R.: “Healing the Healthy.”
In: Building Magazine, 22 May 2009, p. 25.



1. Does the art of the past dwell in the past?

During the previous hundred or so years, a
strange disjunction has emerged between how the
public perceives the architecture and design of the
past and how contemporary architects and designers
do — a disjunction that did not seem to exist during
the time of revival styles in the 19" and early 20"
century. To put it simply, in the eyes of the general
public, art of the past is perceived as a natural part
of the present, while in view of the architects of
the modernist persuasion — the absolute majority of
the profession — the present is defined, somehow, as
absence of the art of the past, thatis, as the modern-
ist architecture minus the pre-modernist past. So for
the modernists, past and present are two separate
entities. Because they saw it as their aim to bring
about an “authentic” style of the modern epoch,
the modernists viewed the aesthetic world of past
architecture as an impediment, standing in the way
of their plans. There was to be no trace of it in the
architecture of the present.

No comparable separation seems to exist in other
contemporary art fields, be it music, literature, theater
or film. There the repudiation of past stylistic idioms
is just one of many stylistic options, while in today’s
architecture, because of the modernists’ near-total
monopoly on architectural and design education,
the dismissive attitude towards the pre-modernist
past has dominated the profession.’ The patt of the
public that does not belong to the art world, that is,
a large majority, simply does not understand why in
architecture only a single type of aesthetic idiom — the

Robert Adam in his essay of 2011 commented on the “logical
mismatch” between the preferences of the architects and
those of the public. He pointed out that while ... #raditionalists
number at most 2% of the UK profession”, repeated surveys indi-
cate “a public preference for traditionally designed houses of somewbhere
aronnd 85%. ADAM, R.: Progress Isn’t Always Modernist.
www.tibajournal.com, May 2010, p. 40.

In referring to ‘the public that does not belong to the art
world’, I take my cue from Ortega y Gasset’s 1925 essay “The
Dehumanization of Art” where he cogently argued that the
emerging modernist art was really “an art for artists and not for
the masses.” In the same vein I speak then about “art public”,
or “art people” comprising architects and artists and most
of contemporary intellectuals, and about “non-art public”,
or non-art-people”, i.e. the great majority. Cf. ORTEGA'Y

modernist one —is considered legitimate, and why, as a
consequence, all other architectural styles are excluded
from the architectural curriculum. This monopoly of
the modernist aesthetic seems to be the main reason
why the public and the architectural profession of
today do not see eye to eye. Or, to put it less mildly,
why the public rather often dislikes, and sometimes
intensely loathes, contemporary architecture.

The arguments we have been hearing in this
conflict of opinions belong almost exclusively to
the modernist side. That is not surprising, since the
architectural profession is a closely-knit, guildlike
body, and the mainstream media in general embrace
the modernist cause. The modernist position — that
the past is simply past and the present is simply
present — has always had an immediate plausibility
that proved difficult to argue against. On the other
hand, the common-sense feeling here ascribed to the
public, that art of the past is a natural part of the
modern present, has been seldom clearly articulated,
and is usually limited to short frustrated utterances
relegated to newspaper comment columns.” The
main reason why a voiced support for the point of
view of the public — the principal audience for the
visual presence of buildings in public space — has
been rareis probably simple. It has been incompa-
rably more prestigious to side with the modernist
cause and to applaud the “avant-garde” positions
than to espouse the perspective of the “philistine”
public.® For contemporary artists and intellectuals to
embrace and defend the modernist point of view has
been almost an automatic reaction, as if irreversibly
imparted during their extended higher education.

GASSET, J.: The Dehumanization of Art. In: The Debuma-
nization of Art and Other Essays on Art, Culture, and Literature.
Trans. Helene Weyl. Princeton 1968 [1925], pp. 3-54.

However, the notion of a freestanding world of objective
knowledge, discussed below in section 9 and onwards, seems
to give support to that commonsense feeling.

6

There are exceptions to this rule, though; e.g. BOGART, M.
H.: Artists, Advertising, and the Borders of Art. Chicago 1995;
CARRY, J.: The Intellectuals and the Masses : Pride and Prejudice
Among the Literary Intelligentsia, 1880-1939. New York 1993;
CARREY, J.: What Good are the Arts? London 2010; HORA-
CEK, M.: Za krdsnisi svét. Tradicionalismus v architekture 20.
a 21. stoleti | Towards a More Beantifl World: Traditionalism in
Architecture of 20th and 21st Centuries. Brno 2013.



This appears to be the main reason why the com-
mon-sense view of the public, for whom the art of
the past dwells in the present, has gone undefended.
A vindication of that view is long overdue.

2. Modernism is historicist in a special,
Popperian, sense

In this paper I attempt to bring the thinking of the
late British philosopher Karl Popper to bear on the
disjunction described above. I will first clarify the logic
of the modernist architectural vision, and its prob-
lems, mainly in the framework of Poppers critique of
what he called Jzstoricism, by which he meant a belief
in a predetermined course of history. From section
9 on, I will outline Popper’s concepts of “objective
knowledge” and of “world 3” that I believe suggest
a way of mending the aforementioned disjunction.

I take the modernist theory of architecture and
design to be based on a historicist belief, one that
is in many ways similar to the Marxist concept of
historical development, which Popper in his book
The Open Society and its Enemies” (1945) explicitly criti-
cized and rejected.® To illustrate the implications for
human actors, of the historicist idea that the course
of history is set, that it has a plot, I provide three
exemplifying quotations, two from historicists Karl
Marx and José Ortega y Gasset, and one from Karl
Popper, who condemned that philosophy.

The historicist standpoint was, according to Pop-
pet, pithily summarized in Marx’s 1867 preface to
Das Kapital, where Marx wrote: “... it is the ultimate
aimt of this work, to lay bare the economic law of motion of
modern society — [this modern society] can neither clear by

7 Cf. POPPER, K.: The Open Society and 1ts Enenies. London
1995.

 Here I list some writers who have discussed modernism in
architecture in terms of Popper’s critique of historicism,
and (in the case of Hillier) in terms of Popper’s theory of
conjectural knowledge: JARVIE, 1.: Utopian Thinking and
the Architect. In: Planning for Diversity and Choice, edited by
Stanford Anderson, 8-31. Cambridge, Mass. 1968; HILLIER,
B. et al.: Knowledge and Design. In: W. ]. Mitchell (ed.) Envs-
ronmental Design: Research and Practice. Edra 03 conference, Los
Angeles 1972, pp. 29-3; WATKIN, D.: Morality and Architecture:
The Development of a Theme in Architectural History and Theory
from the Gothic Revival to the Modern Movement. Oxford 1977,
O‘HEAR, A.: Historicism and Architectural Knowledge. In:

bold leaps, nor remove by legal enactments, the obstacles offered
by the successive phases of its normal development. But it can
shorten and lessen the birth-pangs.” According to Marx,
the course of history is, in other words, set. The
only right thing an individual can do is to assist, like
a midwife, the birth of the new order of things.

In 1925, the Spanish philosopher Ortega y Gasset
spelled out the historicist attitude to arts in his essay
“The Dehumanization of Art” where he stated:
“In art, as in morals, what ought to be done does not depend
on our personal judgment; we have to accept the imperative
imposed by the time. Obedience to the order of the day is the
most hopeful choice open to the individual.”

Karl Popper, distancing himself from such po-
sitions, emphasized, in 1957, that for a historicist,
“lojnly such plans as fit in with the main current of bistory
can be effective. (...) Only such activities are reasonable as fit
in, and help along, the impending changes. Social midwifery is
the only perfectly reasonable activity open to us ... """ Both
Marx and Ortega y Gasset had in common a belief
that a new epoch had arrived, in which an entirely
different kind of economic system, an entirely new
style of art, even a new man, Modern Man, were
historically due.

Popper’s critique implicitly rejected what can be
called the sequentialist concept of art history and
cultural history", built on the belief that the course
of history is predetermined. Popper argued, to put
it shortly, that the idea that direction of human his-
tory is set, and that men can discern and detect its
future coutrse, had its modern roots in an infallibilist
view of knowledge, based on the mistaken idea that
induction was #he method of science. His critique
contended that the historicist belief was groundless.

Philosophy, no. 68,1993, pp. 127-144; WATKIN, D.: Epilogue.
Morality and Architecture Revisited. 1.ondon 2001, pp. 139-53.
Watkin’s book of 1977 was the first to introduce Popper’s
critique of historicism into the discussion of the modernist
historiography of architecture.

? See note 4, above.

" POPPER, K. R.: The Poverty of Historicism. London 1969, p.
49.

" GOMBRICH, E. H.: In Seatch of Cultural History. In: Ideals
and 1dols: Essays on Values in History and in Art. Oxford 1979,
pp. 24-59.



Neither the Marxist political leaders nor, ipso facto,
the modernist architects, had any defensible reasons
to see themselves as instruments of a “historical ne-
cessity” as they suggested, because there simply was
no such thing as “historical necessity”."> According
to Popper, the course of history cannot be predicted
the way natural science can predict astronomic events
such as solar or lunar eclipses. What, in Popper’s view,
happens next in any human society depends on the
future state of knowledge, and since our future state
of knowledge is, in principle, unpredictable (science
in his view is a system of not yet refuted conjectures,
rather than a body of unshakable truths), the future is
also unpredictable. The only thing we can be sure of
is that what happens will surprise us."” Neither human
history — nor art history — can therefore be seen as
a part of a predesigned process, suggested by neo-
Hegelian art historians, and taken for granted by key
modernist theorists and historians such as Nikolaus
Pevsner or Sigfried Giedion." Popper considered
such historicist beliefs quasi-scientific superstitions.

3. For our purposes, “periodism” is a less
confusing name than “historicism”

In discussing the historicist nature of modernism,
it is important to avoid a terminological confusion
that might be caused by Popper’s term historicism.
I will therefore refer to Popper’s historicism in gen-

12 [ guess, indeed, that it is the suppressed sense of onr own fallibility
that s responsible for our despicable tendency to form cliques and to go
along with whatever seems to be fashionable: that makes so many of us
howl with the wolves”” POPPER, K.: Towards an Evolutionary
Theory of Knowledge. In: A/ Life is Problem Solving. L.ondon
1999, p. 61.

13 This is an almost verbatim reproduction of Ian Jarvie’s con-
densation of Popper’s 1968 “Preface” to his Poverty of histori-
cismy cf. JARVIE, 1.: Utopian Thinking and the Architect. In:
Planning for Diversity and Choice, edited by Stanford Anderson,
8-31. Cambridge, Mass. 1968. p. 12; see also JARVIE, 1. C.:
Popper on the Difference between the Natural and the Social
Sciences. In: Thinking About Society: Theory and Practice, Boston
studies in the philosophy of science ; 1. 93. Dordrecht; Boston,
Hingham, MA. 1986, p. 76.

1 Cf. WATKIN, D.: Morality and Architecture Revisited. London
2001; and MOWL, T.: Stylistic Cold Wars: Betjeman versus Pevsner.
London 2000.

eral, as well as to the modernist kind of historicism,
as “periodism”'®. My justification for employing
a different term is that in post-1940s modernist
parlance, the term “historicism” had become an
accepted critical (and contemptuous) term reserved
for the practice of 19" century stylistic revivals of
earlier architecture. All those revivals, results of the
politically and economically liberal 1800s, were seen
by the adherents of modernism as paradigms of
artistic backsliding, On account of its alleged failure
to express the “true” character of its own era, the
19" was even branded ““a diseased century”'. The
historicist 1abel was also later censoriously applied to
the work of those architects and designers in the
20™and 21% centuries who eschewed the modernist
idiom."” Modernists simply saw all “historicisms” as
examples of inadmissible “period imitations”.

The reason all such “historicisms” were consid-
ered inadmissible was because modernists firmly
— but, as we shall see, mistakenly — believed that
there was a method of design that was free from the
“historicist” approach. That method, of course, was
their own periodist approach. Taking their cues from
the new, 19" century Hegelian discipline of att his-
tory, they saw the history of architecture as sequences
of stylistic expressions, each pertaining to a bygone
period. They claimed that the modern era, the latest
in the historical sequence, had to have an art all of
its own, just as each previous epoch supposedly had.

15 In opting for the term “periodism”, I am taking my cue from
Ernst Gombrich. At the beginning of his lecture “Styles of
art and styles of life”, he uses the word “periodism” as a
critical term for conceiving of art styles as expressions of an
age. The word seems to be largely synonymous with Poppet’s
“historicism”. GOMBRICH, E. H.: The Styles of Art and Styles
of Life. London 1991, p. 1.

16

Pevsner, in his book An Outline of European Architecture (1943),
quoted in Watkin 1977, wrote: “...it was a grave symptom of a
diseased century that architects were satisfied to be story-tellers instead
of artists. (...) Architects believed that anything created by the pre-
~industrial centuries must of necessity be better than anything made to
express the character of their own era”” See WATKIN, D.: Morality
and Architecture: The Development of a Theme in Architectural His-
tory and Theory from the Gothic Revival to the Modern Movement.
Oxford 1977, p. 105.

7 Cf. PEVSNER, N.: The Return of Historicism. In: Studies in
Art, Architecture and Design; vol. 11, VVictorian and After. L.ondon
1968, pp. 243-259.



While the new architecture was to be entirely unlike
anything that came before, in one respect it still had
to follow — in order to be historically correct —a pur-
portedly fundamental feature of the art of the past
epochs. It had to be as aesthetically homogeneous, as
distinct from past styles, as those earlier epochs sup-
posedly were.'® That was why this new, “petiod-cot-
rect” art, rejected the reuse of any aesthetic idioms
or features of the pre-modernist past.

4. The problem is not the modernist idiom
as such, but its periodism-based educational
monopoly

It was this periodist conception of the present,
as aesthetically isolated from the allegedly defunct
past, which became since the late 1940s the basis of
architectural education in the industrialized world"
—much on the lines of the Bauhaus school of design,
which pioneered this approach two decades earlier.
Nowadays, there is very little of the periodist rheto-
ric, but that is only because the periodist perspective
has become an unquestioned educational norm. As
a result, during the past seventy years or so, practi-
cally all Western schools of architecture and design
have taught their students only one aesthetic idiom:
the modernist, abstract, non-figurative, minimalist
language of form. Since contemporary education has
confined all would-be architects within this abstract

'8 Ernest Gombrich questioned the assumed homogeneity of
periods, epochs, ages or eras with the following skeptical
remarks, explaining at the same time how the problem of
heterogeneity of the modern period was “solved” by the
concept of avant-garde. ““It is a commonplace, that at any time the
stage of history is crowded with several generations of people of infinitely
diverse views, influence, power and taste. Here the theory of progress
conld come to rescue by postulating that those who remain stuck in the
past, do not connt. The age is identified by the avant garde which alone
represents the march of history. It was no doubt this persuasive creed that
led to that deification of bistory which Popper has called historicism . ..
.”Ian Jarvie in his article on “Cultural Relativism” (1995) is
as skeptical of the heterogeneity claims as Gombrich. Jarvie
writes: “... societies and cultures are not honmogeneons and integrated.
Or, more precisely, societies and cultures are homogeneous and integrated
only under certain descriptions. Conformity to custom seldom if ever
reaches one hundred per cent. Even a description of a language, the
backbone of culture, is a simplification of diversities of usage, vocabn-
lary cluster, and idiolect. The same is true of generalisations abont the
ideas held in a culture concerning the world and human conduct. No

idiom it has resulted, as one critic cogently said, in
“butldings designed with no reference to the past, except to other
buildings of the past that have no reference to the past””*
It is important to clarify, however, that the
problem has not been the modernist abstract idiom
itself. Indeed the minimalist, abstract, nonfigurative
aesthetic that emerged in the 1920s*' has indisput-
ably become an enrichment of the modern stylistic
lexicon. In connection with scores of new industrial
products, as well as many types of buildings, it be-
came a welcome aesthetic option. But such appraisal
of the modernist contribution would be, I am afraid,
deeply offensive to modernists, because it implies
that the modernist idiom has been more of a chosen
way of s#yling the shapes of buildings and products
than something unavoidable, mandated by history,
as modernists still believe. Due to their periodist
persuasion, modernist architects and designers have
been simply unable to accept that even if their new
abstract aesthetic fitted many tasks, it did not, and
could not, fit each and every one of them. The new
idiom could not satisfy every single solution “from
the spoon to the city”, as the modernist saying
went. That probably was 7e most destructive idea of
modernism. Because of the irreducible diversity of
aesthetic preferences in modern heterogeneous soci-
ety, the demand for non-minimalist, non-modernist
idioms would never disappear. The new aesthetic
could suppress the phenomenon of stylistic diver-

soctety is homogeneous in these matters, and in almost all societies they
are the subject of incessant discussion and dispute.” GOMBRICH
1991 (see in note 15), p. 15; JARVIE, 1. C.: Cultural Relativism.
(Written in 1995, unpublished; online at http://www.yotku.
ca/jarvie/online_publications/CultRel.pdf).

' Though notin the Soviet Union and its satellite states before
1960s.

% Bill Dennis quoted in BRUSSAT, D.: Dissertation on Modern
Architecture. In: Providence Journal, Thursday, April 15, 2004
(online at http:/ /www.projo.com/opinion/columnists/con-
tent/ projo_20040415_15bruss.14347¢.html)

2" As to the modernist view of the relation between abstract art
and architectural aesthetic, cf. HITCHCOCK, H.-R.: Painting
Towards Architecture. New York 1948; for a non-modernist
view, see MICHL, J.: Modernismens to designdoktriner:
funksjonalisme og ‘abstraksjonisme’. In: HALEN, W. (ed.):
Art Deco — Funkis — Scandinavian Design. Oslo 1996.



sity only if the mechanism of supply and demand
was dictatorially controlled. In the absence of such
controls, the new idiom was bound to become a
contribution to the pre-existing diversity of styles, and
that is what it has been all along,

So in spite of the modernist dreams about an
aesthetically homogeneous epoch, stylistic diversity
has remained a permanent trait of architecture and
design during the modernist reign as well.* The fact
that nearly all large and prestigious commissions in
today’s architecture are designed by modernist archi-
tects in the modernist idiom alone should therefore
be seen more as a result of modernism’ political
clout,” plus its educational monopoly, than construed
as a sign that now the stylistic pluralism is on the
wane. Because architectural education has refused
to acknowledge the essential heterogeneity of the
modern time, architects and designers who graduated
during the past seventy years or so acquired no practi-
cal knowledge of idioms other than the modernist
one.” What they acquired instead was a mindset that
made the idea of embracing a non-modernist idiom,
in a straightforward rather than ironic manner, an
almost unspeakable abomination.

5. The alure of the modernist periodism
has been its self-promoting and self-serving
capacity

Now, how could this persuasion, so obviously
ill-adapted to society’s pluralist reality, acquire such

2 Cf. HORACEK 2013 (see in note 6); POSTREL, V. L: The
Substance of Style : How the Rise of Aesthetic Value is Remaking
Commerce, Culture, and Consciousness. New York 2003.

# Robert Adams reports that British adherents of modernism
succeeded in making the anti-traditionalist word “pastiche”
a part of official language of administration when decisions
were made about how public buildings should and should
not look. As Adam put it, it has become a code word for
“modernism good, traditional bad.” ADAM, R.: The Idiot’s
Guide to Architecture. In: Buzlding Magazine, 2008, p. 25.

* Joseph Agassi has indirectly commented on the present
guild-like architectural education: “I7 is no accident that the most
advanced individuals in our society, the intellectuals, the acadeniics, the
members of the free professions, are organized in semimedieval gnilds and
educated in schools with limited access, where entry to the guild is usually
possible only through its educational system. (...) the guild justifies the

enormous staying power? The answer seems to be
that it both facilitated and sanctioned the already
mentioned modernist aesthetic monopoly. In other
words, the periodist belief has shown extraordinary
self-serving and self-promoting potential.

My own longtime suspicion of the self-serving
nature of the modernist periodism® was reinforced
by Popper’s remark on the nature of Hegel’s philoso-
phy. In Popper’s view, Hegel, the modern father of
periodism, deemed man 7o# to be a creative agent.
Paradoxically, this denial appears to be the key to the
appeal of the periodist thinking. What, according
to Hegel, ultimately moves man is the hypostasized
Objective Spirit, the divine self-consciousness of
the Universe.” In Hegel’s view, which modernists
embraced, individuals were not creative in their
own right, but “only” as instruments of the Spirit of
the Period, or Epoch. They were creative solely on
behalf of the particular Zeszgezst. 1t was this theory
of “world-historical men” conceived as instruments
“already formed in the womb of time”?, that pro-
vided architects with roles much more attractive
than those pertaining to ordinary professionals:
those of midwives, channels, mediums, or instru-
ments of the Spirit of Time. In this way, modernist
architects participated in developments purportedly
designed by History with capital H.In mediating and
expressing the plans and intentions of that elevated
non-human Client, the modernist architects felt they
had not only a right, but an obligation, to jettison
the rank-and-file user with his hopelessly “anachro-

school by mafking schooling essential, and the school justifies the guild by
pretending that its leaders produce [quality].” Cf. AGASSI, J.: The
Functions of Intellectual Rubbish. In: Research in Sociology of
Knowledge, Science and Arts, vol. 11, 1979, pp. 209-227 (225).

» Cf. MICHL, J.: Form Follows WH.4T? The Modetnist Notion
of Function as a Carte Blanche. 1:50 — Magazine of the Faculty
of Architecture & Town Planning [Technion, Israel Institute of
Technology, Haifa] (10, Winter) 1995: 31-20 [sic] (online at
http:/ /www,janmichl.com/eng.fff-hai html).

% POPPER, K. R.: Objective Knowledge: An Evolutionary Approach.
Revised ed. Oxford 1979, pp. 125-126.

T HEGEL, G. W. E: Introduction to Lectures on the Philoso-
phy of History. In: Lectures on the Philosophy of History, 1-107.
Trans. J. Sibree. London 1881, p. 32.



nistic” preferences.”® This “jettison pass”, felt to be
issued by History itself, is, I submit, the reason for
the undying appeal among architects of thinking in
terms of periods. At the same time, this periodism-
given right to disregard the user must be seen as the
main reason for practically all problems modernism
has been criticized for.”’

6. The form-follows-function “method”
was to legitimize a clean separation
of present from past

The jettison pass was handily summarized in
the three-word slogan “form follows function”,
considered by friend and foe alike as the gist of the
modernist approach to design. It was coined in 1896
by the Chicago architect Louis Sullivan but came into
full use only after the Second World War. The slogan
appeared in an article written by Sullivan, where he
argued against the earlier revivalist solutions of the
facades of new, tall office buildings later known as
skyscrapers.

In the article, as a way of introducing his ap-
proach to design, thereafter summarized in his slo-
gan, Sullivan stated: “I7 Zs my belief that it is of the very
essence of every problem that is contains and suggests its own
solution. This I believe to be natural law.”* This formula-
tion seems to explain much better than “form follows
function” itself, what Sullivan had in mind. He was

? In his Lectures on the Philosophy of History, Hegel temptingly
characterized the “world-historical men” — the very opposite
of rank and file — as “..zhinking men, who had an insight into
the requirements of the time — what was ripe for development.
This was the very truth for their age, for their world; the species next
in order, so to speak, and which was already formed in the womb of
time. It was theirs to know the nascent principle; the necessary, directly
sequent step in progress, which their world was to take; fo mafke this
their aim, and to expand their energy in promoting it. World-historical
men — the Heroes of an epoch — must, therefore, be recognized as its
clear-sighted ones; their deed, their words, are the best of that time.
Great men have formed purposes to satisfy themselves, not others. (...)
They are great men becanse they willed and accomplished something
great; not a mere fancy, a mere intention, but that which met the case
and fell in with the needs of the age”” HEGEL 1881 (see in note
26), pp- 31-33. David Hume’s essay “Of miracles” published
in 1748, that is, some 90 years earlier, has a passage that can
be read as an avant la lettre critique of the self-serving nature
of Hegel’s periodist reasoning in the quotation above. Hume
writes: “But what greater temptation than to appear a missionary, a
prophet, an ambassador from heaven? Who wonld not enconnter nany

suggesting that the aesthetic solutions the architect
was supposed to arrive at were simply zzherent in
“problems”, or “functions”. That is, both “func-
tions” and the issuing formal solutions were to be
seen as something preordained, or predestined. Such
supposedly intrinsic aesthetic solutions, conceived of
as expressions of those “functions” were, of course,
not to be invented, but discovered. They were to be
found in non-aesthetic factors, such as construction or
production processes, the nature of materials and
the practical use of the building, all often loosely
designated “functions”. The designer was always
supposed to start the search for his formal solutions
at a gero level — not from precedent solutions, as all
architects and designers before modernism took for
granted — but from inside those “functions”.

The reason why it is necessary here to put
quotation marks around the word function is that
“function”, as used by Sullivan, was not a practical,
down-to-earth term it seemed to be, but an ozher-
worldly notion. No science, natural or social, uses the
term function as something that precedes form. If
anything is said to have a function, it must necessar-
ily be a function of something that is, or was, there.
Even when we think of a completely novel “func-
tion”, we invariably think of improving an earlier but
unsatisfactory solution. From the point of view of a
realistic design theory, Sullivan’s “function” without
a form should therefore be seen as an empty word. It

dangers and difficulties, in order to attain so sublime a character? Or
#f, by the belp of vanity and a heated imagination, a man has first
made a convert of himself, and entered serionsly into the delusion; who
ever scruples to make use of pious frands, in support of so holy and
meritorions a canse?” HUME, D.: An Enguiry Concerning Human
Understanding, Oxford ; New York 1999, pp. 182-183.
# For a recent discussion of the formalist, unpractical, dys-
functional, and often staggeringly expensive, solutions in
a long line of often renowned modernist buildings, see
SILBER, J.: Architecture of the Absurd: How “Genius” Disfigured
a Practical Art. New York 2007; and MILLAIS 2009 (see in
note 2); Millais’ book, with its incisive critical analyses of key
modernist buildings, constructions and ideas, would make a
highly instructive introduction for the first year students of
architecture.
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SULLIVAN, L. H.: The Tall Office Building Artistically Con-
sidered. In: Kindergarten Chats (revised 1918) and Other Writings.
Ed. I. Athey. New York 1979 [1896], pp. 202-13.



was a “fantasy’”' that made sense only as something

predesigned, that is, as a periodist idea.”* The design
philosophy of Sullivan and all later modernists then
boils down to a kind of rhetoric, aimed at marketing
a novel, purportedly non-revivalist (i.e. “non-histori-
cist”) approach to architecture and design. So the
form-follows-function argument makes sense only
as a rhetorical justification of the modernist solu-
tions where nothing is left from the pre-modernist
precedents.” The primary aim of Sullivan’s claim
— that forms fo/low (that is, that they nbere in) tunc-
tions — seems to have been to disqualify the 19th
century revivalist and eclectic styles as valid aesthetic
options by insinuating that the 19" century architec-
ture and design were based on misunderstanding of
the most elementary principles of design.

7. Buildings, where aesthetic solutions
are understood as expressions, tend to be
one-addressee buildings

Since modernists saw their new forms as ex-
pressions of various given factors, rather than as
solutions addressing the user, this “expressionist”
approach resulted in buildings that were, aesthetically
speaking, left without human addressees. Or rather,
without human addressees other than the modernist
architects themselves. That the goal of an aesthetic
solution is primarily to captivate the architect himself
might, admittedly, be considered unproblematic as
all architects, in order to judge their own solutions,
are in a sense their own first addressees. But with
modernism, the architects became the first and only
addressees. In agreement with the modernist dogma,
the architect was seen as the only reliable liaison with
“functions” and with the “New Epoch”, while the
rank and file user, as already suggested, was felt to be
something of a nuisance, standing in the way.

! The British designer David Pye was one of the first to point
out that the notion of function, as used by designers, was as
a hollow term. Cf. PYE, D.: The Nature and Aesthetics of De-
sign. London 1978, ch. 1, where appears his suggestion that
“function” is just fantasy. William J. R. Curtis, in his widely
used course book on the history of modern architecture,
comments on Sullivan’s 1896 article and submits that Sul-
livan “zended to look at the situation in ‘organic’ terms, meaning that
the function must have an inherent and specific identity, striving for
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This one-addressee kind of design seems also to
explain why modernists, while talking incessantly of
functions, have had no use for the notion of aesthetic
function. To be an expression has been the only task of
the modernist form. This is just another way of say-
ing that modernists have had no concept of audience
for their design — architects themselves remained the
only important audience. To put it differently, with the
theory of forms as expressions of “functions”, and
of “the Epoch”, modernist architects ceased to have a
use for the user or the public, in spite of the fact that
architecture is the most public of all art forms —the
only kind of art the public cannot willingly avoid.

8. The prime attraction of the modernist
approach was that it made architecture the
concern of architects alone

To summarize, the ultimate reasons for the stay-
ing power of the modernists’ fairytale-like concept of
design aesthetic can be formulated as follows. What
was, and remains the prime attraction of modernist
periodism is its success in removing mental hurdles
that had stood in the way of making architecture the
concern of architects alone. The right of the user
to have a say in stylistic decisions was abolished in
the name of the architect’s higher Historical calling.
Periodism provided the modernists with the most
august client they could dream of: Art History Itself.
With such a dream client (in both meanings of the
term) architects and designers became instruments
of Historical Forces, now feeling they were operat-
ing on a “world-historical” plane. But since the idea
of History as #he true client was hardly more than a
piece of wishful thinking, it in reality provided the
modernists with a complete carte blanche — an aesthetic
mentality of free artists, constrained only by the rules
of their chosen abstract idiom.

direct and honest expression.”” However, he leaves this chimerical
concept of function without comment. CURTIS, W. J. R.:
Modern Architecture Since 1900. London 1996, p. 47.

32 Cf. also MICHL 1995 (see in note 25).
% Sullivan considered his own ornaments as independent of

historical precedents and would probably argue that, as such,
they too were examples of forms following functions.



Because the idea of modern plurality of aesthetic
and stylistic choices was seen as illicit and therefore
not to be allowed — and certainly not promoted — a
logical consequence was the restriction of architec-
tural education to a single stylistic idiom. Periodism,
in other words, provided an effective rhetorical
defense against the validity of aesthetic demands of
people other than architects, designers, artists and
fellow intellectuals. Now, the question is whether
this entrenched modernist concept of architecture,
built on an otherworldly approach to design, and
continuing to inform the architectural education,
can ever be reformed.

Be that as it may, the first condition for reform
is a realistic alternative to the modernist thinking
in terms of periods, a revision of the established
strict separation of present and past. Here, 1
believe Karl Popper’s late philosophy can be of
cardinal help.

9. Popper’s term world 3 postulates the
existence of a vast realm of publically accessible
products of human minds

Popper’s critique of periodism implied, as I tried
to show, that the modernist philosophy of design
rested largely on a flight of fancy.”® However, his
critique, though highly clarifying, did not alone
provide a palpable alternative that had bearing on
the modernist separation of past and present — a
separation which I believe is #be single nail on which
practically all pro-modernist arguments are hanging.
It was only in Popper’s later philosophy that such an

3 Flight of Fancy: The Banishnent and Return of Ornament was the
title of an exceptionally incisive book, critical of modernism,
written by the US architect Brent C. Brolin; cf. BROLIN, B.
C.: Flight of Fancy: The Banishment and Return of Ornament. 1.
ed.. London 1985.

» My information on these twin concepts and on their impli-
cations is based on the following sources: ECCLES, J. C.:
Facing Reality. New York 1970, chs. X and XI; POPPER,
K. R.: Indeterminism is Not Enough. In: Encounter (April)
1973 :20-25 (online at http:/ /www.unz.org/Pub/Encountet-
1973apt-00020); POPPER, K. R. — ECCLES, J. C.: The Se/f
and Its Brain. Berlin 1977; POPPER, K.: Three Worlds. The
Tanner lecture on human values, delivered at the University
of Michigan, 1978 (online at http://tannetlectures.utah.

alternative appeared, one that can perhaps, in effect,
cause the nail to give.

This later philosophy of what Popper called o-
Jective knowledge, ot world 3, represents a truly bold
attempt to conceptualize a fact known or at least
suspected by, every productive person. Namely, that
our human creativity is anchored in, and incessantly
draws upon, a realm outside the individual creator’s
head. Although Popper’s conceptualization of world
3 seems to be in parts sketchy and not entirely easy
to grasp (mainly, I assume, because of the profun-
dity of his novel approach), I submit that it implies
a powerful alternative to the governing modernist
“timekeeping”, and simultaneously a more realistic
view of the nature of creativity in the field of archi-
tecture and design.

The philosophical background of the term wor/d
3 can be outlined in the following way. According
to Popper, in order to comprehend reality, it is not
helpful to reduce that reality to just a single principle
— whether that of matter or of mind — as was, for
example, characteristic for Marx, the materialist mon-
ist, or Hegel, the idealist monist. But neither dualism
captures, in Popper’s view, the pluralistic nature of
reality.”® Popper accepts the separate existence of
both matter and mind, but in addition to these two
realms, he postulates an ontologically freestanding
third dimension, world 3 of objective knowledge, a realm
of products of human minds that exist independ-
ently of their makers. This is the dimension that
makes human creativity possible. For Popper, the
universe — reality — is in other words better under-
stood as consisting of three ontologically distinct but

edu/_documents/a-to-z/p/popper80.pdf); POPPER, K.
R.: Objective Knowledge: An Evolutionary Approach. Revised ed.
Oxford 1979; JARVIE, I. C.: The Rationality of Creativity.
Thinking About Society: Theory and Practice, Boston studies in the
philosophy of science; v. 93. Dordrecht ; Boston, Hingham, MA.
1986, pp. 282-301; NIINILUOTO, 1.: World 3: A Critical
Defense. In: Karl Popper: A Centenary Assessment, vol. 2. Ed.
by K. Milford — 1. Jarvie — D. Miller. London 20006, pp. 59-69
and on CHAMPION, R.: A Guide to Objective Knowledge: An
Evolutionary Approach (The Popular Popper: A Series of Katl
Popper Readers for a General Audience.). Kindle eBooks
2013.

* Popper lists various objections to his concept of wotld 3 by
both monists and dualists in POPPER 1978 (see in note 35).

11



interacting sub-universes, each of which is the result
of a singular evolutionary development.”

I will now briefly describe how Popper sees the
making of these three worlds. The eatliest is the
“world 17 of physical events, states or processes, or
physical things, such as stones or stars or the bodies
of animals and humans (or materiality of architec-
ture) — that is, the traditional world of “matter”. Next
there emerged the entirely novel biological world of
human mental states, an evolutionary product that
developed from the wotld of organisms.”® This is
the psychological realm of conscious experience
— feelings, thoughts, decisions and observations
(the traditional “mind”) — that Popper designates
“world 2”. Then, through an evolutionary process
from wotld 2, there came into existence a third,
again entirely novel, non-biological and non-mate-
rial realm consisting of products of the human mind,
such as languages, religious myths, stories, scientific
theories, symphonies, works of painting, sculpture,
architecture, or feats of engineering, This world 3 is
then conceived as a product of our mental world 2,
embodied in the material world 1. The world 3 objects
are “objective contents of thoughts” — objective
because they exist separately from our subjective
minds and bodies in the form of “exosomatic”, that
is extra-bodily, man-made things. That realm of wor/d
3 objects is what Popper describes as &nowledge in an
objective sense, knowledge without a knower, without a know-
ing subject,”’ ot simply objective knowledge. This objective,
or objectified, exosomatic character of knowledge
makes it possible to expose all products of the
human mind to criticism — in contrast to our own
unembodied world 2 thoughts. As a consequence,
objects in world 3 keep changing as they are rejected,
improved upon, recombined and developed further.
This explains the rapid rate of the non-biological,

7 Popper argued that his postulation of three separate wotlds
provided a pluralistic approach to reality. Each of these
realms could be, according to him, further subdivided, if we
so wished. Ibidem, p. 143.

Cf. also POPPER, K. R.: A Pluralist Approach to the Philo-
sophy of History. In: Popper’s The Myth of the Framework: In
Defence of Science and Rationality. Ed. M. A. Notturno. London
1994, pp. 130-153.

* POPPER 1978 (sce in note 35), p. 166.
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cultural or technological changes, compared to the
slow pace of biological evolution.*

10. The concepts of world 3 and of objective
knowledge rethink the notion of culture — and
of human creativity

If the world 3 objects are different both from
the world 2 of human mind and from the world 1
of physical things, however, what kind of existence
do they actually possess? What are they, and where
are they?

Popper obviously found it difficult to come
upon a more comprehensible name than the rather
nondescript term world 3, one that would be close to
established understandable terms such as watter or
mind. He held mostly to pure philosophical terminol-
ogy, characterizing the world 3 objects, alternatively,
as objective contents of thoughts, as the world of intelligibles,
or knowledge in the objective sense, as abstract objects (while
their physical realizations are concrete objects), as
tdeas in the objective sense, as the world of possible objects
of thought: world of theories in themselves, of arguments in
themselves; of problems in themselves, and of problem situ-
ations in themselyes."!

There are, nevertheless, two significant remarks by
Popper that may clarify the immaterial nature of wor/d
3 and help us to see it in more recognizable terms. In
one, Popper points out that his word 3 has much in
common with the Platonic world of Forms or Ideas
and therefore also with Hegel’s Objective Spirit.* But
he immediately adds that wor/d 3 differs radically from
both: it is neither something eternal nor divine, but
entirely man-made, just as birds’ nests and spiders’
webs are created by birds and spiders. It is a world 2-
independent reality, though the physical world 1 is both
temporally and ontologically a precondition of worid 3.#

¥ Cf. POPPER 1979 (see in note 26) p. 109.

0 MEDAWAR, P. B.: Technology and Evolution. In: Pluto’s
Republic, 184-90. Oxford and New York 1982.

“ POPPER 1979 (see in note 26) pp. 116, 156, 154, 145; PO-
PPER 1978 (see in note 35), pp. 156.

“ POPPER 1979 (see in note 26), p. 106.

# NIINILUOTO 2006 (see in note 35), p. 63.



1. As these contemporary “selfies”, and the picture of
crowds besieging Mona 1isa remind us, architecture and
art of the past are, at the same time, architecture and art

of the present.

The other important clarification is Popper’s re-
mark that his notion of world 3 is “very nearly the same”
as the term culture. What is called cultural evolution,
Popper says, covers very much the same as world 3
evolution. But here he again adds an all-important
qualification: “anthropologists are inclined not to distinguish
the world 1 embodiments of world 3 objects from the world
3 objects themselves’** Culture in the sense of world
3 then, is not the same as either physical objects
of culture (world 1), nor as “cultural” thoughts in

* POPPER 1978 (sce in note 35), p. 166.

* Popper pethaps reasoned that from seeing cultures as col-
lections of world 1 objects produced by world 2, there was
only a short step to conceiving of cultures as expressions of
the respective cultural periods. That would make products
of cultures bound to the place and time of their origin, that
is, it would tend to deny the cultural objects their status of
objective knowledge. Such view would collide with Popper’s
idea of world 3 that takes culture as a shared realm of human

our heads (world 2) as it is often interpreted. ** It is
something immaterial, though objective, existing
outside our heads, out there.*

From all this follows an important conclusion:
our individual creativity, in whatever field, is always
anchored in theories, or problems, or artistic or
technological solutions, dwelling in the exosomatic
world 3 of objective contents of thought. Creativity,
in Poppet’s view, is a world 3 matter.” A world 3 of
objective knowledge provides a way of understanding

creativity and a common pool of knowledge.

* Rafe Champion speaks about the three wotlds as the wotlds
of “bodies, minds and ideas”. Cf. CHAMPION 2013 (see in
note 35), loc. 528.

7 In this context, lan Jarvie states: “The status of creativity as
a property in ifs own right [that is, without the notion of objective
Fknowledge] is highly questionable”’. JARVIE 1986 (see in note 35),
p- 290.
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human creativity without need for notions such as
self-expression® and without explanatory recourse
to metaphysical entities such as Spirits of Time, or
to supernaturally warranted “functions”. From the
Popperian perspective, creativity is a socially defined
event in the world of ideas, or of art. That is, in the
realm Popper called the world of the objective mind,
ot world 3. What makes a theory a new theory or a
work of art an original work of art is the objective
relationship it bears as a world 3 object to other world
3 objects, other theoties and other works of art.*
Had Popper been still alive and active today, he
would have probably resorted to up-to-date analo-
gies in order to make the concept of world 3 more
widely understandable, such as, for example, “World
Wide Web”, “Public Domain”, “Open Source”, or
“Creative Commons”. Creative Commons in particular

might serve as an accessible synonym for Popper’s
world 3.

11. In the world 3 there are no zero starting
points — everything there is contemporaneous
with everything else

For our purposes, the autonomous ontological
status of world 3, understood as a realm of ideas in
the objective sense, implies a radical departure from

* Poppet’s critique of the theory of self-expression, taken
as the key to understanding art, can be found above all in
POPPER, K. R.: Unended Quest : An Intellectual Autobiography,
London 2002, chs. 13 and 14; and in POPPER 1978 (see in
note 35), section VIIL. Cf. also Ernst Gombrich’s critique of
the idea of self-expression in GOMBRICH, E. H.: Art and
Scholarship. In: Meditations on a Hobby Horse and Other Essays
on the Theory of Art. London and New York 1978, pp. 106-
119. Castigating the “expressionist” art historians, Gombrich
summed up the problem in this way: “The art historian who sees
the styles of the past merely as an expression of the age, the race or
the class sitnation, will torment the living artist with the empty demand
that he should go and do likewise and express the essence and spirit of
his time, race, class or, worst of all, of the self” (p. 119).
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The three preceding sentences are almost verbatim reproduc-
tions of Ian Jarvie’s masterful précis of Popper’s perspective.
The consequences of the idea of objective knowledge for
the received notion of creativity implies, in my view, an an-
nihilation of both the modernist, periodism-based theory of
architecture as well as of the modernist self-understanding;
Cf. JARVIE 1986 (see in note 35), pp. 282-301.
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the modernist perception of past works of art and
past stylistic periods. While modernists saw the pre-
modernist architectural idioms as time-bound visual
expressions, forever fixed to past epochs, as if copy-
righted by their “Spirits”, Popper’s notion of world
3 implies a permanent presence of all denizens of
that world, in a realm transcending time and space.”
In relation to our problem, outlined in the first sec-
tion it means that all products of human minds, as
intelligible world 3 objects, are contemporaneons with
each other. Not only that: as such, they are always
contemporaneous with ourselves.

Just as the philosophies of Plato or Aristotle
or Hegel of Marx are all alive today, because they
exist as world 3 objective contents of thought,”” so
are the surviving monuments and artefacts of the
past — increasingly so thanks to growing numbers
of art books and pictures and photographs and
recently through billions of images on the internet.
Of course, it is in one sense correct to claim that
the pre-modernist architecture is a part of bygone
ages. However, it is correct in a sense that is largely
trivial. If that was the whole story, how would it be
possible that scores of people, at this very moment,
take their “selfies” in front of the Coliseum in Rome,
or in front of thousands and thousands of other
works of art of past epochs?

** My own proposal for a graspable alternative to the term
“world 3” would be Great Mental Rental.

> According to JARVIE 1986 (see in note 35), p. 295.

32 The fact of contemporaneity of all surviving human pro-
ducts, that the notion of world 3 in my view implies, seems
to explain why Popper, in his 1945 book The Open Society and
I#s Enemies, discussed and argued with the above-mentioned
philosophers as if they were his contemporaries — which they,
from the perspective of world 3, indeed were. The contem-
poraneity implication of the idea of objective knowledge
also throws light on why Gombrich, the art historian closest
to Popper’s thinking, and always critical to the periodist phi-
losophy of modernism, could write, in 1950s, that ... every
picture owes more to other pictures painted before than it owes to nature.”
Cf. POPPER 1995 [1945] (see note 7); and GOMBRICH,
E. H.: “André Malraux and the Crisis of Expressionism.” In:
Meditations on a Hobby Horse and Other Essays on the Theory of
Art, 78-85. London and New York 1978, p. 82.



2. In the periodist view of
the modernist architects, the
past and the present are seen
as two separate worlds, and
that is why they onght not to
be connected in any manner.
In his 1976 etching “The
Bridge”, the Czech artist Jan
SOUCEK (1941-2008)
deemed such a conviction
preposterous.

The answer, as not only Popper’s concept of
world 3, but any lowly tourist postcard reminds us, is
that buildings of the past are in fact buildings of the
present. They are sought after not as piles of stones
but as objectively significant wor/d 3 artefacts. They
are a part of the present because they reside in the
world of objective knowledge. As such they have been
contemporary with people living in entirely different
eras, contemporary in fact with whoever happens to
be alive. Modernist architecture, as well as the mod-
ernist architectural education, is, however, founded
on ignoring the world 3 dimension of past works of
art in which they continue to exist in the present.
So, except for monuments and art works destroyed
before the advent of graphic or photographic tech-
niques, or unless never mentioned in literature, all
artefacts ever created exist, as wor/d 3 objects, in the
now. For most people these “past” artefacts are as
alive as things created today. All this seems to suggest
that the idea of world 3 of objective knowledge, and
the perceptions of the non-modernist public, that

3 “Today” and “yesterday”, except when referting to a calendar
date, are endlessly stretchable and contractible notions; they
stretch or contract, depending on the problem, we at any

sees past stylistic epochs as a part of the presence,
are on a similar track.

From the world 3 perspective, the notion of “con-
temporary art”, used pragmatically to distinguish the
artof “today” from the art of “yesterday”,” acquires
too a novel meaning, All of art history, all art of the
past, becomes — when seen from the perspective
of world 3 — a contemporary art. To understand this in
connection with architecture, it is enough to take a
stroll in the center of almost any European town.
The modernist practice of seeing expiration dates
on every building and artefact style from before the
Bauhaus makes sense only when one subscribes to
the periodist view, based on the aforementioned
fanciful idea that the course of history is set. For
any doer, creator, or practitioner unbound by the
modernist strictures, the decisive point is not that
things were born in the past, but the fact that they
are not inaccessibly crag-fast in that past, bound to
and circumscribed by the time of their origin and
thus rendered forever aesthetically impotent. The

time have in mind. For a short discussion of “present” and
“past” as such context-dependent notions, see MICHL 2002
(see in note 1), section IV:1.
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idea of objective knowledge leads, in other words, to
emancipation from the periodist embrace. Works
of art do hail from the past — but they all exist in
the present. There is therefore no zero point to go
back to and to start from, contrary to what Sullivan’s
slogan suggested and what the modernist educators
still seem to believe.

12. Concepts like anachronism and pastiche
cease to apply when architects’ working base
expands from “zero” to infinity

If we accept what I believe is the contempo-
raneity implication of world 3 thesis, practically all
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3. Modernist visual inventions that emerged after the First
World War have been living on, reclaimed, redesigned and
recontextualized all the time until today. Just as all other
past visual inventions and stylistic solutions, also the mo-
dernist ones are a part of the vast “Creative Commons”, or
what Popper called World 3, the realm that mafkes human
creativity possible. The original poster “Beat the W hites with
the Red Wedge”, by El Lissitzky, was designed in 1979.

modernist arguments for the legitimacy of only one
modern style fall flat. They turn out to be little more
than different forms of marketing (“hard sell” might
be a more fitting term) of a starkly anti-revivalist
design position that was bound to have difficult birth
in a wortld still controlled by the traditional, revival-
ist approaches to architecture. But difficult birth or
not, after the rejection of periodism and with the
development of the idea of obyjective knowledge, critical
modernist notions such as “historicism”, “anachro-
nism”, “pastiche” or “faux” (that all stood for failing
to belong to the “modern period”, for not being
“authentically modern”, for not being “of one’s

time”’) have no longer any ground to stand on. From



4. Poppers idea of World 3, of the enormons
realm of “objective knowledge” ontside our
heads, can perhaps be likened to the world of
public sculptures. They exist ont there, entirely
independent of ourselves and therefore accessible
10 anybody interested. We can engage with them,
among other things, in the witty ways that each
person in these pictures chose — relating to them
as if they were alive, rather than an inani-
mate matter. Just like the world of “objective
knowledge”, the sculptures too offer surprising
possibilities, different from their original pur-
poses. Observant, inventive persons can discover
such novel dimensions of the content of world
3, and in that way add to it.

the point of view of a non-modernist architect or
designer (all non-modernists appear to be instinctive
supporters of the idea of contemporaneity of all art),
each and every solution may be criticized as func-
tionally unsatisfactory, aesthetically or visually out of
place, or simply unfashionable, but not stigmatized
as historicist, ot anachronistic or branded as pastiche or as
something faux. In other words, there can be many
reasons for finding a formal solution objectionable,
but not the one that points out that it hails from a
past epoch — which is what the modernist critical
arguments against the contemporary non-modernist
stylistic idioms invariably boil down to. As already

" Hannes Meyet, shortly before he was put in charge of the
newly established department of architecture at the Bauhaus
in 1927, wrote: “Each age demands its own form. 1t is onr mission
to give our new world a new shape with the means of today. But onr
knowledge of the past is a burden that weighs upon us, and inberent in
our advanced education are impediments tragically barring onr new paths.

T
I

suggested, such branding makes sense only when
one subscribes to the periodist belief that there is an
intrinsically correct aesthetic expression pertaining
to the modern period and that this correctness can
be discovered only by designers and architects that
have turned their back on the past.**

I submit that in postulating a non-periodist view
of culture, the idea of world 3 offers a philosophically
robust platform for a realistic theory of design. Since
what we call history — of whichever human achieve-
ment — is in the world 3 perspective a permanently
present past, the architect’s and designer’s working
base has come to be radically expanded — in fact

The ungualified affirmation of the present age presupposes a ruthless
denial of the past.” MEYER, H.: The New World. In: Benton,
T. — Benton, C. — Sharp, D. (eds.): Form and Function: A Source
Book for the History of Architecture and Design 1890-1939 (pp.
106-109). London 1975, p. 197.
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from “zero” to infinity.”> The illusory, unfeasible
zero level starting point demanded by the modernist
theory of design (and still largely informing archi-
tectural education, though impossible to practice) is
now, with the idea of objective knowledge, replaced by
a permanent access to all kinds of cultural ready-
mades, modernist and non-modernist alike, present
as world 3 objects.™

Let me, nevertheless, add again that this aesthetic
expansion of the architect’s and designer’s working
platform does not preclude or invalidate the modern-
ist kind of aesthetics as such. What it does invalidate
is both the periodism-anchored, now seventy years

% No architect or designer has ever really started from zero. The
reason, as Popper put it, is simple: ““...7f anybody were to start
where Adam started, he would not get further than Adam did ...”.
All architects and designers, including the modernist ones,
always start where others, or themselves, left off — thatis from
eatlier solutions. That is why the modernist zero has always
been a “zero”. POPPER 1979 (see in note 206), p. 122.

% The architectural book that is, in my view, entirely petiodism-

-free, and in its attitude probably closest to Poppet’s notion of

the world 3 of objective knowledge, is Christopher Alexan-

der’s A Pattern Langnage of 1977. Alexander’s work influenced
another important contemporary anti-modernist architectural
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5. This fairly ordinary but charming
public square in a Czech town can be
used to show why a central assumption
of modernism was deeply misguided.
Modernists believed that their novel
type of aesthetic idiom, taken to be
a “historically necessary expression
of the new epoch”, wonld meet every
single design situation, or, as their
slogan had it, fit everything “from the
spoon to the city”. However, if the
task was to design a new public squ-
are in a small town, the modernists,
equipped only with their abstract,
minimalist visual vocabulary, wonld
have no chance of creating a common
space with such unassuming, pleasant
qualities, as this one. To solve this
kind of task, only a willingness to
embrace straightforward historical
references wonld do. But for moder-
nists, such solution has always been
unacceptable in principle.

long educational monopoly of the non-figurative
idiom, and its standard periodist defense. In the wor/d
3 qua world 3 there are simply no periods to resort to,
neither in order to defend one’s own solutions, nor
in order to criticize the solutions of others.

13. Future education of architects
ought to realign with public perception
of permanently present past

The concept of art history, implied in Popper’s
idea of world 3, seen as collection of works of art that
all have simultaneous existence in the now, seems to

theorist, Nikos Salingaros. Among non-periodist architectural
writers of the recent past, I would like to mention Brent Bro-
lin, Witold Rybczinski and Anthony Sully. The 2013 book by
Martin Horacek also belongs here. Cf. ALEXANDER, C., et
al.: A Pattern Langnage: Towns, Buildings, Construction. New York
1977. SALINGAROS, N. A. - MEHAFFY M. Wi: A Theory of
Architecture. Solingen 2006; SALINGAROS, N. A.: Unified Ar-
chitectural Theory: Form, Iangnage, Complexity. Kathmandu 2013;
BROLIN 1985 (see in note 34); RYBCZYNSKI, W.: Home:
A Short History of an Idea. London 1986; RYBCZYNSKI,
Wi Looking Around: A Journey Throngh Architecture. New York
1992; SULLY, A.: Interior Design: Theory and Process. London
2012; HORACEK 2013 (see in note 6).



vindicate the way the general public perceives pre-
modernist architecture. Popper admittedly claimed,
as late as in mid-1990s, that greater part of people
were steeped in historicist (i.e. petiodist) thinking,’’
and in that he was no doubt right. Nevertheless, as
far as the diversity of aesthetic idioms, and the at-
titude towards past works of artis concerned, most
people do not seem to be periodists at all. They tends
to take the pervasive presence of all stylistic idioms
for granted. Non-art people distinguish, of course,
between the chronologically old and chronologically
new aesthetic idioms, but in contrast to modernist
architects and designers, and the art-public in general,
they do not tend to see flashing best-before dates
on every pre-modernist idiom. On the contrary, the
general understanding characteristic for the non-art
public seems to be that all aesthetic inventions and
discoveries of the past stylistic periods, including the
modernist inventions, are here right now, for every-
body to see and enjoy —and use. Thatis probably the
explanation of why the demand for non-modernist
stylistic idioms has never disappeared. As against the
modernists, who mentally keep to their periodist sin-
gle-idiom house, the non-art public seems to take the
diversity of existing aesthetic demands and plurality
of existing stylistic positions joyously for granted.
Here a future theory of design, based on the idea
of a permanently present past, will hopefully help
to realign the future architects’ perceptions of past
and present with those of the public.

14. Towards the concept of stylistic idioms
with no expiration dates

The idea of a world 3 of exosomatic, objectified
knowledge shows above all why the conception of
art as expression is misguided. The “expressionist”

57 As he put it in 1994, they “believe ... that the good, right, wise
politician is the one who foresees what will happen next, who has a gift of
prophecy in the realm of politics. But in my opinion this is a fantastic
prejudice, a kind of madness. You cannot predict the future. The future
is not fixed, it is open.” CHMIELEWSKI, A. ]. - POPPER, K.
R.: The Future is Open. A Conversation with Sir Karl Popper.
In: Jarvie, I. — Pralong, S. (eds.): Poppers Open Society After
Fifty Years: The Continuing Relevance of Karl Popper. London 1999,
pp- 28-38 (32).

% For the Romantic roots of the “expressionist” understanding

understanding of art, a by-product of the modernist
petiodism,™ takes art and culture in general to be a
kind of epoch-generated discharge, where validity
and usefulness of aesthetic solutions expires with the
epoch’s end. Such view of validity of styles is almost
identical with approaches to fashions, which in fact
might enrich our understanding of the nature of
stylistic periods.”” But style idioms, conceived of as
expressions, are seen as something beyond fashions
because such idioms are purportedly not results of
choices of men in the marketplace. They are products
of various non-human factors with volitions of their
own, expressing themselves, as already mentioned,
through the medium of architects, all those who, in
Hegel’s words “had an insight into the requirements of the
time [and] what was ripe for development.”® The problem
with such periodist understanding of one’s work is
that it entails a one-way-street approach to artistic
creation, an uncritical take-it-or-leave-it attitude. Ac-
cording to Popper, the expressionist understanding
of art is misguided because artists, like everyone
else, are engaged in solving problems. In whatever
we do, Popper writes, “.. everything depends npon the
give and take between ourselves and onr task, our work, onr
problems, our world 3; upon the repercussion upon us of this
world; upon feedback, which can be amplified by onr criticism
of what we have done.”™!

The notion of a world 3 of objective knowledge de-
fuses the expression-based, periodist concept of art
and offers instead a view of stylistic idioms as visual
inventions with no expiration dates. This may solve
two problems at once. (1) By offering an evolution-
ary, that is, non-expressionist explanation of culture
in general, and of artin particular, it makes it difficult
to conceive of oneself as a one-way creator of final
solutions. (2) The concept of world 3, in denying the
architect, or anybody else, an elevated role as instru-

of art, see WOODMANSEE, M.: The Author, Art, and the
Market: Rereading the History of Aesthetics. New York 1994,

* Cf. GOMBRICH, E. H.: The Logic of Vanity Fair: Alter-
natives to Historicism in the Study of Fashions, Style and
Taste. In: Ideals and 1dols: Essays on Values in History and in Art.
Oxford 1979, pp. 60-92.

“ HEGEL 1881 (see in note 27), p. 31.

' POPPER 2002 (see in note 48), p. 229.
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ment of some Superhuman Force, provides again, as
a consequence, room for the user — that is, for the
diversity of the market demands in a pluralist society
— that architectural modernism spirited away.

The modernist periodism firmly glued pre-mod-
ernist visual cultures to their respective periods, mak-
ing them illegitimate to reclaim. When they become
unglued again — and Popper’s idea of a world of
objective knowledge promises a powerful solvent — it
is possible to expect inventive uses and surprising

innovative developments within not only modernist
but also non-modernist idioms, until now left largely
fallow.*> Of course, nobody can know what concrete
results might emerge when the Bauhaus Wall @, still
standing in the minds of most of contemporary
designers and architects, as well as historians, is fi-
nally leveled. This may, however, be a fair prediction:
more and more, architects and designers are going to
understand that all existing aesthetic idioms, not only
the modernist one, are in principle equally legitimate
starting points for aesthetic considerations.

Proc lze pfistupovat ke stylovym idiomim minulosti
jako k vytvarnym vynilezim s neomezenou platnosti.
Pohled na dé¢jiny architektury jako na permanentni pfitomnost minulosti
a jeho dusledky pro vzdélavani architektt a designéra

Resumé

Hlavni tezi ¢lanku je, Ze existuji dobré duvody
pro¢ chapat predmodernistické idiomy jako ¢asové
neomezené a stale platné a pouzitelné vytvarné vy-
nalezy, na rozdil od modernistického nazoru, ktery
pfedmodernistické stylové idiomy chapal a doposud
chape jako mrtvé vytvarné vyrazy minulych dob.
Tuto tezi autor obhajuje pomoci argumentu, které
se opiraji o filozofii britského myslitele rakouského
puvodu Karla Poppera.

62 < .architects are divided up into hostile camps. (...) This means that
a good idea from one side never finds ifs way to the other” “If the
establishment could make a more welcoming moral and intellectnal
Space for traditionalists. ... , who knows what each could learn from the
other?” ADAM, R.: The Dialogue of the Deaf. In: Building
Magazine, 11 September 2009, p. 29; ADAM 2010 (see in note
3), p. 42. Both articles are accessible online at http://www.
adamatchitecture.com/publications.htm .

% Cf. MICHL 2014/B (see in note 1).

% The prediction and hope expressed here differ, I suggest,
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Text napfed probira hlavni rysy modernistické
teorie architektury z hlediska kritiky toho, co Popper
nazval historicismus, tj. viry, ze chod historie je pfed-
urcen a ze jeji smér jsou lidé s to rozeznat a podle
toho spravné jednat. Autor chdpe modernismus
jako pifstup k tvorbé architektury, zalozeny na prave
takové vife, a modernistickou teorii odmita jako sled
argumentt slouzicich vlastnim zajmim pfivrzenca
modernismu. Modernistickd teorie architektury

from the ethos of the post-modernist program of the 1980s
and 90s. Its aim seemed to be the replacement of modernism
with other stylistic idioms — as the prefixes Pos-Modern and
Late-Modern seemed to suggest. That was to a large extent
still a periodist program. The present text does not propose to
replace any style with any other style. What it does propose is
a thoroughly non-periodist, or rather anti-periodist approach
to architecture and design, where every existing stylistic idiom
is taken to be contemporaneous with every other idiom. It
proposes, in other words, to treat all existing stylistic possi-
bilities, including the modernist ones, as inventions without
expiration dates.



byla postavena na argumentu, ze pfisla nova doba,
a ta ze zada stylovy vyraz, ktery musi byt uplné jiny
nez dosavadni stylové idiomy, ale historicky stejné
nutny jako byly udajné nutné stylové vyrazy minu-
lych historickych epoch. Obrovsky tspéch tohoto
programu mezi architekty autor vysvétluje tim, ze
nabidl etablované heteronomni profesi novou iden-
titu vykonavatelt intenci mimolidskych ,klienta*
oznacovanych jako ,,Moderni Doba“ ¢i ,,Historie®.
Pifvrzenci modernismu tak byli zprosténi povinnosti
vyhovovat estetickym preferencim vsech lidskych
objednavatelu ¢i uzivatelt, ktefi preferovali tradicni,
tj. nemodernistické vytvarné polohy a feSeni pfed ne-
figurativni, minimalistickou estetikou modernismu.
V dutsledku své nové identity se modernisté zacali
vnimat jako téméf autonomni tvurci.

Text dale konfrontuje modernisticky postoj k ar-
chitektonické minulosti s Popperovou pfevratnou
tez{ postulujici existenci objektivniho védéni, které
Popper charakterizuje jako poznani ,,bez védouciho
subjektu®, tj. druh védéni, které je na subjektu ne-
zavislé, protoze existuje mimo n¢j, v samostatném,
kazdému piistupném svété. Jako priklad objektivniho
veédéni lze uvést knihovnu s knihami, obsahujicimi
existujici teorie, hypotézy, diskuze, problémy a jejich
fesent, ale podle Poppera sem mimo mnoho jiného
patii stejnou mérou také vechny kategorie umélec-
kych dél veetné architektury.

Tato teze vrha podle autora radikalné nové svétlo
na povahu lidské tvofivosti a tim 1 na modernisticky
postoj k minulosti. Popper vidi lidskou tvofivost jako
cele zakotvenou v objektivnim svéte vzdy uz existu-
jictho veédeéni, a bez tohoto zakotveni jako v podstaté
nemoznou. (Elegantné to shrnuje jeho véta: ,,...kdy-
by chtel nekdo zacit od Adama, dal nez Adam by se
nedostal...*). Klicovym rysem svéta objektivniho

védeéni je podle autora to, ze kazda jeho jednotli-
vost existuje v pfitomném case, soucasné se vsemi
ostatnimi jednotlivostmi; svét objektivniho vedéni
je tudiz neustale pfitomny, piistupny a osvojitelny
pro vsechny, kdo maji zajem si jeho obsahy osvojit.
Tento svét je zaroven také kritizovatelny a prave
jeho kritizovatelnost umoznuje, aby byl dale tvofivé
rozvijen. Z teze o existenci svéta objektivniho védéni
tedy plyne, ze veskera umeélecka dila véetné archi-
tektury, a¢ diachronického pavodu, existuji vsechna
v synchronni dimenzi, v jediné neustalé pfitomnosti.
Ve svéte objektivniho védéni tedy rozdil mezi ,,archi-
tekturou minulosti® a ,,architekturou pfitomnosti
neexistuje, protoze ob¢ existuji ve stejné ¢asové
dimenzi — totiz prave ted.

Pokud tezi o samostatném svété objektivniho
poznani pfijmeme, bude zfejmé, Ze modernisticka
architektura nemohla nebyt soucasti tohoto svéta
a ze tudiz celou dobu operovala uvnitf tohoto svéta
existujicich teorii, problému a estetickych fesen,
jako ostatn¢ kterakoliv jina tvorba. Modernistické
tvrzeni, ze architektura minulosti je nepouzitelna,
protoze je uzamcena v minulosti, je proto tfeba
vidét jako ucelovou argumentaci, jejimz cilem bylo
prosadit radikalné novy vytvarny idiom. Takovy
strategicky podminény nazor na predmodernistickou
architekturu nutné¢ kolidoval s tim, jak architekturu
minulosti vaimala a stile vaima velka vétSina lidi,
ktera modernisticky cil nikdy nesdilela.

Autor uzavira, ze neexistuje zadny rozumny
davod, pro¢ by skoly architektury a designu mély
1 nadale stavét na neudrzitelné argumentaci svych
modernistickych pfedchudcu a vyucovani budoucich
architektd a designéri omezovat pouze na jediny,
modernisticky, vytvarny idiom.
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The superstructure of Master Paul’s Altarpiece

in Levoca with the figures of apostles

An act of artistic commemoration?

Zoltan GYALOKAY

In the retable erected at the beginning of the 16th
century in the workshop of Paul of Levoca for the
Church of Saint James the Greater in Levoca one
can see a group of statues representing the twelve
disciples of Christ (fig. 1). Having been placed high,
they were not easily accessible to researchers, and it
was the conservation that the altarpiece underwent
between 1952 and 1954 that allowed for a closer
inspection of the statutes'. This event , which was
crucial to the study of the whole altar, started a dis-
cussion on some issues concerning the figures of the
apostles. The first researcher who studied the statues
more closely was Vladimir Wagner, who published
his observations while the conservation work was

I KOTRBA, V. — KOTRBA, E: Konzervicia a restauricia
oltara, In: HORVATH, P. et al.: Majster Pavol 3 I evoce. Toorca
vrcholnébo diela slovenskej neskorej gotiky. Bratislava 1964, pp. 115-
127. The conservation of all of the retable began in 2013 and
it has not finished at the time of writing this text. However
,the first stage of the works, which insisted in renovating
the figures of the apostles being discussed in this article,
has already finished. The conservation works were a chance
to examine the statues. I would like to thank Eva Spalekova
and Juraj Matdk from the conservation bureau in Levoca
(Pamiatkovy Urad SR — Oblastny Restanritorsky Ateliér 1evoia)
for letting me access the statues and study the documentation
of the frst stage of the conservation process.

> WAGNER, V. Prispevok k umeniu Levode v XV. a XVI.
storocl. In: Pamiatky a mized, 2, 1953, pp. 215-230. Before
the conservation of the altar, the figures were only briefly
mentioned by Erich Wiese in SCHURER, O., WIESE, E.:
Deutsche Kunst in der Zips. Brunn-Wien-Leipzig 1938, p. 61.
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still in progress®. The main issues in the discussion
were the questions concerning the dating and the
artistic beginning of the sculptures, and, most of all,
the site where the figures were originally placed’.

Wagner’s suggestion that the figures are the rem-
nants of the sculptures of the oldest retable of the
high altar seems to be the most probable. This thesis
has been accepted by most scholars®.

Even if we consider the 14th century retable of
the high altar of the parish church in Levoca to be the
most probable location of the statues, there are still
a number of questions concerning, first of all the,
appearance of the retable and the circumstances in
which it was created. Jaromir Homolka concentrated

> The state of the research is presented in a detailed way in
HOMOLKA, J.: Plasticka vyzdoba oltara. In: HORVATH,
P. et al. (see in note 1), pp. 64-87; VEGH, J.: Die Apostel-
figuren im Gesprenge des Leutschauer Hochaltars: ein Fall
des >Historismus<?. In: WETTER, E. (Ed.): Die Ldinder der
bibmischen Krone und ithre Nachbarn ur Zeit der Jagiellonenkinige
(1471 1526). Kunst, Kultur, Geschichte. Ostfildern 2004, pp.
235-240.

R. Suckale and D. Buran were of a different opinion:
SUCKALE, R. — BURAN, D.: Apostoli $titu hlavné¢ho olta-
ra v Levoci. In: BURAN, D. (Ed.): Gotika, Dejiny slovenského
vytvarného umenia. Bratislava 2003, catalogue nr 4.12.2, p. 695.
They thought that the figures might have been created outside
Spis. The authors have not exluded the possibility that the
figures, coming from an unknown place and being ,homeless’
already at the beginning of the 16th century, might have been
,on stock’ in Master Paul’s workshop, which was used for
building the retable that has existed up to now.
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1. Levoca, the superstructure of the high altar retable in the church of St James the Greaz‘er, ab. 1360 — 1380, and 1508 — 1517, Photo: Archiv
Pamiatkového siradu Slovenskej republiky, Author: Jan Slama, 1988.
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on the time when the bulding of the church was
finished, i.e. the end of the 14th century. In his
opinion the high altar, which includes the group of
the apostles’ figures, must have been created at that
time’. The vaulting of the naves was completed in the
middle of the 14th century®. The eastern parts could
have been finished at that time, so it is difficult to
imagine that the church was not already in use even
in this incomplete state and, consequently, that it was
not decorated . The remnants of the wall paintings
coming from about 1360 -1380 prove that the choir
started to be decorated with polychromy already in
the second half of the 14th century. The latest con-
servation examinations confirmed the existence in
those years a vast wall painting covering the whole
choir,which had just been erected. Nowadays the
colorful adornment covers the vault and decorates
all the architectural elements inside the apse. Also,
a series of wall paintings showing farming activities
and being allegories of the twelve months were
painted beneath the windows of the apse at that time
as well”. The stylistic characteristics of the statues do
not exclude the creation of the retable at the same
time. It is quite likely that all the decoration of the
choir, the most important element of which was the
retable with the group of the apostles’ figures, was

> HOMOLKA 1964 (see in note 3), note 25 on p.143.

6 POMFYOVA, B.: Levoca. Rim. kat. farsky kostol sv. Jakuba.
In: BURAN 2003 (see in note 4), catalogue No. 1.3.12, pp.
627-628.

7 BURAN, D.: Studien zur Wandmalerei um 1400 in der Slowatke.
Die Pfarrkirche St. Jakob in Leutschan und die Pfarrkirche St.
Franziskus in Poniky. Weimar 2002, pp. 24-26 dated at about
1370 - 1400. The conservation work on the paintings lasted
from 2010 to 2012. The allegories of the twelve months were
only partly uncovered. However, thanks to in situ examina-
tions executed by conservators in some places we know that
the whole cycle, now hidden under later layers of paintings,
covers all the width of the apse; SPALEKOVA, E.: Néastenné
malby v presbytériu Chramu sv. Jakuba v Levoci. In: Pamiatky
a mized, 52,2013, No. 3, pp. 21-27 informs about the literature
and dates the paintings at 1360-1380.

8 KOTRBA, V. — KOTRBA, E.: Architektonika oltara. In:
HORVATH 1964 (see in note 1), pp. 34-63, particularly note
5. Anton C.Glatz shared this opinion concerning the layout
of the figures: GLATZ, A., C.: Ikonografické a motivistické
inspiracie a vzory skulptar a tabulovych malieb levoc¢ského
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created at that time. Following that, the figures can
be dated at 1360-1380.

The wide but relatively low retable was probably
erected on a predella put on the altarstone of the
high altar. With the retable located this way, it was
high enough to enable seeing the abovementioned
series of paintings below as well as the stained glass
windows above.

According to the Kotrba brothers the fact that
the superstructure of the late gothic retable included
only the apostles and not any other sculptures proves
that the decoration of the retable of the older altar
consisted only of a group of Christ’s disciples, all
placed in one line®. The structure of such a retable
must have been enormous, which is indicated by
the height of the statues equalling with the pedestal
from 110.5 to 112cm’. In Slovakia there remains
only one group of sculptures which used to be an
ornament of that kind of retable. The retable comes
from Siba in Sari$ region and three of its figures are
as tall as the apostles in Levoca, but the other ones
are much smaller’. Among the best preserved 14th
century retables only the biggest ones have statues as
big as the figures of the apostles in Levoca. Norbert
Wolf in his work about the retables of that time
included all the retables that have been preserved

hlavného oltara. In: ARS, 34, 2001, No. 2-3, pp. 153-201.

? The data concerning the height of the figures: MATAK, J.
— SPALEKOVA, E.: Navrh na restanrovanie pamiatky. Hiavny
oltir sv. Jakuba v r. k. kostole sv. Jakuba v 1evodi. Levoca 2013,
p. 13. (A computer printout from the archive Pamiatkory Urad
SR — Oblastny Restanratorsky Ateliér Levoca).

10 St Nicholas: 112cm, St Cosma: 91 cm, St Damian: 92,5 cm,
the further figures: 59,7-69,5cm, the width of the whole
retable is 301 cm. Today the retable belongs to the collection
of East Slovak Museum in Kosice ; GLATZ, A. C.: Gotické
umenie 3 kosickych bierok. Kosice 1995, pp. 24-26 contain the
technical data and an extensive literature list. In a later article
Anton C.Glatz decided that the three central figures of the
retable from Siba refer in their composition to the apostles’
figures discussed in this paper.; GLATZ 2001, (see in note 8),
p. 181. However , the way in which the central figures were
inserted in the composition of the retable from Siba cannot
unanimously impute the probable look of the retable from
Levoca. The differences in the height of the three central
figures in relation to the others may result from the shape of
the retable, which is different in Levoca where all the figures
are of a similar height.



until now in northern regions of Germany. Among
the retables there are structures which contain one
row of figures just like, most probably, the altarpiece
in Levoca. The height of the figures that adorn the
biggest of the retables is not more than 80-90cm
(without the pedestal), while the width of the hori-
zontally accentuated retable is, in some cases, more
than seven meters'’.

Such a vast structure for holding a dozen or so
statues of, in fact, not a big size is not surprising
because they were placed in the architectural frame
of the retable and surrounded by rich ornamentation.
The basic component of the extensive structure is
the microarchitecture surrounding the figures, which
consists of a pedestal at the bottom and a canopy
supported by columns and adorned with tracery or-
namentation at the top. In some places there are tall
pinnacles rising from the canopy. Taking into account
the same proportional ratio of the statues in relation
to the whole of the typical German retable at that
time one may conclude that the retable in Levoca was
more than 8 meters wide.Such a structure could have
fit a choir of a 9.75 — meter- wide church though it
would have occupied all of its space'™.

As it has been shown, the history of the altar
has been a mystery until today.Recently, more about
the altar has been said by Dusan Buran. The scholar
claimed that the size of the apostles’ figures allows
only for a hypothetical reconstruction of their loca-
tion within the retable of the high altar in the choir of
the church. Buran thought that the altar might have
been destroyed during the Hussite raid on Levoca in
1431 when a great number of buildings in the city
were burnt. The sculptures of the retable might have
been saved and hidden in an unknown place until

" WOLE, N.: Deutsche Schnitzretabel des 14. Jahrhunderss. Betlin
2002, pp. 73-79 (Bosau), pp. 184-188 (Vatlar), pp. 208-219
(Arendsee, Petersdorf).

12 The width of the middle nave , which is equal to the width of
the choir, is given by KOMPANYIK, C.: 8. Jakabrol czimzett
Ldesei plébania templom rovid leirdsa [A short description of the
parish church of St Jacob in Levoca |. Lécse 1891, p. 8.in :
HORVATH, P: Spolocenské a kultirne pozadie stredoveke]
Levoce. In: HORVATH 1964 (sce in note 1), pp. 9-20.

5 BURAN 2002 (see in note 7), pp. 108-109. A summary of
the events in 1431 with the sources cf. ibidem, pp. 42-43. In

the time they were placed again in the superstructure
of a new retable made in the workshop of Paul of
Levoca®.

Such a hypothesis concerning the destruction
of the altar and a new use of the figures, which has
been appearing since the publication of the Kotrba
brothers” work until recently'* has also raised some
doubts. It would mean that after the destruction
of the altar, the citizens of Levoca were forced to
build a new high altar. Considering the width of the
choir and the significance of the church, the retable
would have been fairly sizeable and its construction
would have lasted several years. That retable would
have existed only several dozen years , after which
it would have been dismantled to make space for
the enormous work that has been preserved untill
now. So if there had been a 15th century retable,
the 14th century sculptures would have been kept
in a place still unknown today, from which they had
been taken to be put in the superstructure of the
present altar'”. Howevert, it is difficult to imagine that
even if the sculpures had been taken off the retable
and hidden at the news of an upcoming danger,
they would not have been put on the retable again
after the Hussite retreat. The church could have
avoided a greater destruction , and its choir cannot
have been burnt as it is indicated by the preserved
wall paintings.

The historical records that have lasted up to now
inform about the destruction of houses and damage
done in the city as a result of the already mentioned
raid of 1431. The raid was led “durch einen Poln-
ischen Edelmann mit Namen Pukalo” (by a Polish
nobleman named Pukalo)'®. The nobleman was
Dobiestaw ( Dobek) Puchata, well known in Polish

alater work the author considered it unlikely that the apostles’
figures belonged to the composition of the 14th century
retable of the high altar in Levoca. Cf. note 4.

4 KOTRBA, V. — KOTRBA, E: Levoisky oltar Majstra Pavla.
Bratislava 1955, p. 60; Recently VEGH 2004 (see in note 3),
p. 237.

5 BURAN 2002 (see in note 7), p. 109.

1 BAL, J. et al. (Ed.): Hain Gaspdr Licsei kronikdja. Lcse 1910-
1913, p. 14.
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histotiography'’. For many years he served the Polish
king Wladystaw Jagielto, taking part in war expedi-
tions against the Teutonic Knights in the northern
territories of Poland, starting with the Battle of
Tannenberg (Grunwald) in1410 in which he showed
great bravery. In 1420s he ran military operations
on the Silesian-Moravian-Hungarian border having
his base in Kluczbork in Silesia. It was also the time
that he got related with the Hussites, still being in
the service of the Polish king Wtadystaw Jagietto.
His military raids were seemingly his own idea, but
in fact he had the king’s secret support'.

Puchala’s activities have to be considered in the
context of complicated political relations at the time
of the Hussite Wars and the wars between the Teu-
tonic Knights and the Kingdom of Poland waged at
the same time. This context sheds new light on the raid
of Levocain 1431. The plundering and burning of an
important royal town —and the most important town
in Spis — was a blow for Sigismundus of Luxemburg
himself, and he supported the Teutonic Knights, the
enemies of the Polish king. The raid might have been
political in nature, and it was definitely predatory.

At the time of the Hussite Wars raids on towns
or monasteries ocurred from time to time. They were
carried out not only by the Hussites themselves but
also by noblemen who, in search for political or finan-
cial benefits, joined the Hussites for a short time —like
Puchata did — or who were not related with them at
all. The war turmoil was just an excuse to plunder. Itis

7 NOWAK, Z. H.: Puchata Dobiestaw. In: ROSTWOROW-
SKI, E. (BEd.): Polski stownik biograficzny [Polish biographical
dictionary] vol. 29, Wroctaw 1986, pp. 323-325. I would like
to thank Bozena Czwojdrak ( The Institute of History at the
University of Silesia in Katowice) for the consultation and
her valuable remarks concerning Dobiestaw Puchata.

'8 Ibidem, p. 323-324.
¥ BAL 1910-1913 (sce in note 16), p. 14.

* Jan Dlugosz refers to this fact in his Historiae Polonicae 1ibri
XII emphasising that the “heretics” (as for the leaders Dlu-
gosz mentions their names and stresses the fact that there
were both Czechs and Poles among them) expected to find
maxinum thesanrum fortunarum multarum in the monastery. The
robbers took liturgical vessels, vestments and books and
other “decorations” with the aim of selling them. According
to Dlugosz, the invaders got furious when they found out
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worth mentioning here the records of Caspar Hain’s
chronicles, in which the author describes armed
raids of the Hussites or Bohemians on Spis several
times, but in case of the raid on Levoca in 1431 he
writes only about ‘a Polish nobleman Puchata’’. An
example of a raid which was purely predatory is the
raid on a Carthusian monastery in Lechnica in Spi§
in 1431, several days before plundering Levoca®.
Another significant event in this context is the
best known in Polish historiography act of damaging
a culticon, which is traditionally ascribed to the Hus-
sites. A year before the events described above, on
Easter Sunday 1430 there was a raid on the Pauline
monastery in Czgstochowa, during which the most
revered Polish cult painting, Hodegetria, was badly
damaged. Initially they were the Hussites that were
accused of the attack but it soon turned out that the
perpetrators were a group of robbers led by three
Polish noblemen : Jakub Nadobny of Rogowo, Jan
Kuropatwa of Yancuchowo and Rogala Wyszel of
Kozolin. They were accompanied by a Hussite, Fry-
deryk Ostrogski, the son of Ruthenian prince, Fedor
Danilovich®'. The Hussites officially denied the ac-
cusation emphasising that they were unaware of the
raid ;which was made by “scoundrels, out of greed”*.
Polish art historians have long had a discussion
whether the damage visible on Virgin Mary’s face
was done during the attack, or whether it is a part
of the original iconography of this miraculous im-
age, representing a type of “wounded painting”*.

that their loot was not as valuable as they had expected. Cf.
PRZEZDZIECKI, A. (Ed.): Joannis Dlugossii Senioris Canonici
Cracoviensis Opera omnia, vol. 13, Cracoviae 1877, p. 437.

2

Ibidem, p. 399. SPERKA, J.: Nieznane fakty dotyczace
napadu na klasztor Paulinéw w Czestochowie w 1430 roku
(Sum.: Unknown facts concerning the attack on the Pauline
monastery in Czestochowa in 1430). In: Sredniowiecze Polskie
7 Powszechne, 1 (5), 2009, pp. 152-175.

2

N}

SPERKA 2009 (see note 21), p. 162.

2:
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ROZYCKA-BRYZEK, A.: Obraz Matki Boskiej Czesto-
chowskiej. Pochodzenie i dzieje sredniowieczne (Sum.: The
image of the Virgin Hodegetria of Czgstochowa. Origin
and Medieval History). In: Folia Historiae Artium, 26, 1990,
pp- 5-26. Recently: KURPIK, W.: Czestochowska Hodegetria
(Sum.: Hodegetria of Czgstochowa). Y.6dz-Pelplin 2008, pp.
141-149.



Recent conservation works have confirmed that the
scars did not result from hitting, but from cutting the
icon with a sharp object done, however, before the
renovation of the icon, which took place a short time
after the attack **. Even if the icon was damaged by
the robbers, it is still not clear why they did it. Surely,
the icon was ripped of its valuable ornamentation,
perhaps its silver covering and precious gems with
which it was studded. Those and other precious
objects stolen from the monastery might have been
needed by the three robbery leaders whose financial
situation at that time was very bad®.

In the light of recent research the raid on the
monastery in Czgstochowa and damaging the
cult icon can be considered a robbery rather than
a symptom of the Hussite iconoclasm. Of course
one cannot rule out that the armed band thatinvaded
Levoca at Easter 1431 stealing valuables and burning
houses , did not spare sacred images in churches. The
historical context presented here suggests, however,
that also in this case destroying an object of religious
cult was not the main aim of the raid .

The retable with the apostles’ statues might
have persisted in the choir of the church until the
beginning of the 16th century. The fact that they
were reused by Master Paul’s workshop may be
treated as a part of a natural process of changing
the decoration of this spiritually most precious part
of the church. It is also worth considering whether
the structure of the broad multilevel superstructure
does not refer to the architecture of the previous ret-
able. Analysing the structural principles of the altar
in Levoca Viktor and Frantisek Kotrba stressed the
fact that the superstructure is not only the highest
but also the widest structure of that kind known to
scholars. They valued highly the artistic merits of the
structure, whose function they compared to that of
a gothic cathedral spire dominating its surrounding,.
Yet, as far as the apostles’ sculptures are concerned,
the scholars thought they were of a secondary

* KURPIK 2008 (see in note 23), p. 145.
» SPERKA 2009 (see in note 21), p. 154, 174.
* KOTRBA 1964 (see in note 8), pp. 46-48.

7 The present day appearance results from a partial recon-

importance being, as they said, an expression of
“Levoca patricians’ conservatism”. According to
Viktor and Frantisek Kotrba , Master Paul’s ability to
use the sculptures to adorn the superstructure with-
out interfering with its clear structure truly proves
his skills*. Still, the superstructure ,emerging above
the central shrine and the adjoining wings and being
characterised by clear apportionment, resembles the
14th century architecture of retables, in which each
statue was placed in a real interior constructed by
means of a set of columns and pinnacles and topped
by an elaborated canopy (fig. 2).

The superstructures of late gothic retables are
more loose in structure, and their statues, which
are often a larger representation of the Crucifixion
or the Last Judgement, are of primary importance,
with the whole of the structure taking the form of
ornamentation surrounding the sculpures. Here,
two retables are worth a mention : the altarpiece
by Veit Stoss, and another one having been influ-
enced by his art, just like Master Paul’s auvre was.
The former is the altarpiece in St Mary’s Church in
Cracow, and the latter the retable of the high altar in
Church of Saint John the Baptist and Saint Martin
in Schwabach near Nuremberg, The superstructure
of the retable in Cracow has not been preserved as
a whole”’. One cannot rule out that the pinnacles
once reached the vaulting of the choir. The statues
torming Mary’s Coronation and the figures of Saint
Stanislaus and Saint Adalbert were placed beneath
spacious baldachins, which is similar to the position-
ing of the apostles in Levoca. However, the statues
in Cracow dominate the surrounding architecture
of columns and pinnacles. Like the one in Levoca,
the superstructure in Schwabach near Nuremberg is
so tall that it reaches the keystone in the vault and
is as wide as the whole of the retable. But, unlike
in its counterpart in Levoca, the structure is much
looser and just creates a delicate frame for the rep-
resentation of the Last Judgement and the figures of

struction carried out in 1868 as a part of the conservation
of the whole retable, which was executed between 1866 and
1871; WALCZY, L.: Dzieje konserwagji ottarza Wita Stwosza
w Koseiele Mariackim w Krakowie. Krakow 2012, pp. 74-85.
For more details about the lack of information concerning
the original appearance of the whole retable see ibidem,
p. 74.
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2. 8¢t Paul in the superstructure of the bigh altar retable in the church of St James the Greater in Levoca, ab. 1360 — 1380, photographed by Z.Gy-

aldkay

Madonna and Child with St Anne placed above the
scene®. The construction of the superstructure in
Levoca, unlike in the examples presented above, is as
important as the statuary and creates the framework
without which the row of the apostles would have
been suspended in the air.

The composition comprises nearly the whole of
the retable : the sculptures of the apostles are not
only in the superstructure but there is a figure on

% For more information on how the works of Paul of Levoca
refer to the composition idea of the retable and the style
of its figures sce GYALOKAY, Z.: Der Hauptaltar in der
Jakobskirche zu Leutschau und der Hauptaltar der Schwa-
bacher Stadtkirche. Zur Herkunftsproblematik der Kunst des
Bildschnitzers Paul von Leutschau. In: WETTER 2004 (see
note 3), pp. 403-413.

#¥ KOBLER, E: Hochaltar det Stadtpfarrkirche St. Martin.
In: NIEHOFF, F (Ed.): Vor Lenberger. Landshuter Skulptur

28

each side of the retable. In this composition Master
Paul might have been inspired by the previous retable.
Another example of placing the figures not only in
the central shrine but on its sides as well , and even on
its back wall , is the 1424 retable in the Parish Church
of Saint Martin in Landshut”. Taking this example
into account we may assume that also in Levoca only
some of the statues were put at the front, while the
others (two or four) were placed on the sides.

im ZLeitalter der Reichen Herzoge. 1393 — 1503, t. 1. Landshut
2001, catalogue no. 17, pp. 256-260. Only some of the figures
have been preserved ; today they are in the city museum in
Landshut (Museen der Stadt Landshut). The retable carved
in sandstone has been preseved 7z situ, the missing sculptures
were added during the conservation of the altar carried out
in the 19th century. Cf. also: Idem, Statuetten vom Hochaltar
der Stadtpfarrkirche St. Martin. In: Ibidem, catalogue no. 18,
pp. 264-268.



If we presume this was the inspiration at the
beginning of the 16th century for building a wide
and elaborated superstructure so unusual at that
time and putting two sculptures on either side of the
retable, then such an act might be considered a kind
of commenmoration of the 14th century predecessor.
Therefore Master Paul re-used not only the statues
themselves but was inspired by the previous retable
in planning the layout of the sculptures and design-
ing the composition framework.

An issue that seems crucial in tracing back the
history of the 14th century retable is the extensively
discussed question concerning the originality of the
heads of the figures. During the conservation work
executed in 1950 , the restorers noticed that in each
sculpture the head is separated from the torso by
a sharp V- or U-shaped cut (fig.3). The manner in
which the head was put on the trunk made the restor-
ers conclude that at some stage of work the heads
were detached from the trunk and then attached
again.The marks of chisel on the back side of the
sculptures indicate that the heads were embedded
after the trunks had been hollowed out, but still
before being painted. It was also ascertained that
the heads had been carved from the same wood™.
The assumption of the originality of the heads was
adopted by Jaromir Homolka®'. Dénes Radoscay also
thought there is little probability that the heads were
created later than the other parts of the statues. Thus
he disagreed with the opinion of Laszl6 Gerevich,
who, in his review of Radocsay’s book, believed the
heads to be completions from the time of building
the late gothic retable. Radocsay’s argument against
Gerevich’ s view stemmed from the stylistic differ-
ences between the heads and Master Paul’s work™.
This issue reappeared several dozen years later in the
catalogue of an exhibition organised by the Slovak

0 KOTRBA 1955 (see in note 14), p. 57. Eva Spalekovi and
Juraj Matdk, the authors of the conservation programme and
the documentation that followed, recently have made obser-
vations similar to those of their predecessors’; MATAK, J.
— SPALEKOVA, E.: Dokumenticia vykonanych restaurdtorskych
prdc. Hlavny oltdr sv. Jakuba v r. k. kostole sv. Jaknba v Levodi.
L etapa — oltirny nadstavec. Levoca 2014, pp. 6-7. (A com-
puter printout in the archive Pamiatkory Urad SR — Oblastny
Restanratorsky Ateliér I evola).

' HOMOLKA 1964 (see in note 3), p. 66.

%

3. The figure of St Andrew from the superstructure of the high altar
retable in the church of St James the Greater in Ievoia, ab. 1360 — 1380,
during conservation, photographed by |. Matdik

National Gallery. Milena Bartlova in her essay consid-
ered it possible that the heads were additions which
appeared in the third decade of the 15th as a result of
repairs done after the damage caused by the Hussite
raid in 1431%. The authors of the catalogue entry in
the same publication ,while pointing out the stylistic
difference between the heads and the trunks shifted
the time when the heads were embedded even more.
In their opinion it cannot be ruled out that the heads
were attached to the trunks when the figures were
used anew in the retable created in the workshop of
Paul of Levoca. On the other hand, the authors did
not exclude the possibility that the heads come from
a much later time and they were not even created in
the gothic period™.

However, an excellent argument for the assump-
tion that the heads were attached to the trunks at

> RADOCSAY, D.: A kizépkori Magyarorsag faszobrai [Wooden
sculptures of medieval Hungary]. Budapest 1967, p. 34, note
110 on p. 135.

» BARTLOVA, M.: Skulptira a tabuPové maliarstvo 1400-1470.
In: BURAN 2003 (see in note 4), pp. 251-272.

% SUCKALE — BURAN 2003 (see in note 4), p. 695.
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the time the sculptures were created is the fact that
the polychromy described by the restorers as ‘ho-
mogeneously gothic’ covered the whole statues™.
The gothic layers were revealed beneath later layers
of oil paints. The tempera polychromy of both the
apostles’ figures in the superstructure and the monu-
mental sculptures in the shrine, which are a century
younger, has the same typically gothic structure.
However, the layers of the paints coming from two
different periods differ from each other. To paint the
complexion of the 14th century figures the painter
used a uniform shade of pink , while the complexion
of the monumental sculptures from the shrine was
differentiated by using various shades of pink.The
eyes , mouths and eyebrows of the twelve apostles
were brought out by skillfully painted lines, whereas
in the later statues these facial features were rendered
by paint only™.

Nevertheless, it is the difference in the thick-
ness of the ground that is a decisive factor in that
debate. On the older figures the chalk ground and
brownish bole under the gilding are much thinner,
which also influenced the condition in which they
were preserved : when the ground was uncovered
it appeared to be cracked. The ground of the later
sculpures is thicker, the bole is light red, and the
color of the leaves of gold is deeper yellow than the
gold which was laid on the apostles’ figures. Follow-
ing these observations we may unequivocally reject
the hypothesis stating that the figures underwent
extensive repairs in the workshop of Paul of Levoca
which might have included changing the heads. The
fineness of the layers on the 14th century statues
demonstrates that the polychromy must be original
and was not repainted during the repairs after the
Hussite raid (if there had been any damage at all).
If the heads had been embedded at that time , the
paint layers would have been renewed as well to
give such a homogenous texture as the texture dis-
covered by the restorers. It clearly follows from the
above that the heads were created simultaneously

= KOTRBA 1955 (see in note 14), p. 57; MATAK — SPALE-
KOVA 2014 (see in note 30), p. 7.

3 KOTRBA 1964 (see in note 1), pp. 123-124.

7 HOMOLKA 1964 (see in note 3), p. 66.
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with the the figures themselves , L.e. still in the 14th
century and were a part of the original concept of
their makers.

The aforementioned stylistic discrepancy between
the head and the torso of all the figures shows that
they were made by several woodcarvers. Jaromir
Homolka thinks that the master who ran the work-
shop was the carver who carved the figures of Saint
James ( the author did not specify whether he meant
Saint James the Greater or Saint James the Lesser),
Saint Paul and Saint Andrew, which , as Homolka
claims, are at the highest artistic level’. Yet a close
inspection of the statutes, which was enabled by the
latest conservation of the retable , does not really
confirm Homolka’s view on the differing artistic
levels. The Czech art historian did not develop his
arguments further, but his analysis indicates that
he compared the whole figures. However, the divi-
sion of responsibilities in the workshop might have
been different from what Homolka suggested. One
carver may have made only the heads , and another
one carved the trunks of the figures. This peculiar
approach could be justified by technological needs,
namely, the necessity to harden the wood for the
heads separately. This way it was possible to prevent
from cracking the fragment which could not be hol-
lowed because of its small size and round shape™.
It does not explain the stylistic differences between
the heads and the trunks , but can be accepted as an
additional argument for the separation of the heads
being just a stage in their making,

Arguably, the apostles’ sculptures carved in the
workshop constituted only a part of the figurative
programme of the retable. Even though a group of
sculptures showing Christ’s disciples was a frequently
used component of the programme, the centre was
always occupied by a more important representation.
Végh supposed that in Levoca the centre figure was
a sculpture of Christ”. Yet it is quite probable that
there were other figures, for example Madonna with

the Child.

¥ MATAK — SPALEKOVA 2014 (see in note 30), p. 6-7
considered this workshop practice to be the reason why the
heads were separated from the trunks and then fixed to them
again.

¥ VEGH 2004 (see in note 3), p. 238.



Among all the sculptures that have been pre-
served until today only one stirred art historians’
interest in reference to the retable. It is a sculpture
of Madonna from DPubietova (Hungarian : Libet-
banya, German: Libethen) near Banska Bystrica®
(fig. 4). Jaromir Homolka considered the sculpture
to be the product of the same workshop that made
the apostles’ figures*. Anton C. Glatz developed
Homolka’s assumption even further and ascribed
the figure not only to the apostles’ workshop but
a broader Spis tradition. He thought that the genesis
of the figures of both Madonna of Lubietova and
the apostles is to be traced back to the cathedral
sculpures of the Rhineland. Such origins seem to be
indicated by the way the robes are arranged or the
form of the pedestal.* Suckale and Buran believed
that the figure is “a derivation from Czech Madonnas
ona Lion”, a style stemming from the figure of Ma-
donna of Michle. Though Suckale and Buran agreed
that both Madonna of Pubietova and the apostles’
figures came from the same workshop, they did not,
however, follow Glatz in ascribing the figures to Spis
sculpture tradition but they thought they were all
brought to Spi$ from one of Bohemian workshops®.
Hungarian art historians did not contribute to the
considerations concerning the relationship between
the Levoca figures and Madonna of Pubietova®.

0 The figure belongs to the collection of Central Slovakian Mu-
seum in Banska Bystrica; GLATZ, A. C.: Gotické socharstvo
v zbierkach Stredoslovenského muzea. 1. cast’. In: Stredné
Slovensko. Vlastivedny bornik Stredoslovenského miizea v Banske
Bystrici, 2, 1982, pp. 214-253, it is also there that a detaile-
d literature about this work has been gathered. Recently:
SUCKALE, R. — BURAN, D.: Madona z Lubietovej. In:
BURAN 2003 (see in note 4), catalogue no. 4.12.1, p. 695.

4

HOMOLKA 1964 (see in note 3), p. 66; Idem: Gotickd plastika
na Slovensku, Bratislava 1972, p. 339.

4

L)

GLATZ 1982 (see in note 40), pp. 220-221 does not list,
however, any examples from the Rhineland that would sup-
port the hypothesis on the artistic roots of the figures.

4

o

SUCKALE — BURAN 2003 (sce in note 40), p. 695.

4

=

RADOCSAY 1967 (see in note 32), pp. 33-34, 38 did not
address these relationships when discussing the figures of the
apostles and the Madonna in his synthesis of the sculpture
of medieval Hungary; EISLER, J.: Faszobraszat [Wooden
sculpture]. In: MAROSI, E. (Ed.): Magyarorszdgi mivészet 1300-

4. Madonna of Lubietova, ab. 1360 — 1380, Banskd Bystrica, Stredo-
slovenské miizenm, photographed by Z.Gyalokay
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5. 8t Bartholomew in the superstructure of the high altar retable in the
church of St James the Greater in Levoca, ab. 1360 — 1380, photogra-
phed by Z.Gyaldkay

6. St Thomas from the superstructure of the bigh altar retable in the church
of St James the Greater in Levoca, ab. 1360 — 1380, photographed by
Z2.Gyaldkay
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7. St Jobn the Evangelist in the superstructure of the high altar retable
in the church of St James the Greater in Levola, ab. 1360 — 1380,
photographed by Z.Gyalokay

When comparing the Levoca figures and Ma-
donna of Lubietova, the first striking similarity is the
almost identical height of the sculptures, which is
112 cm with the pedestal. The drapery of the robes
is also similar , especially in the figure of Madonna
and the relevant fragments of the figures of St
Bartholomew (fig. 5) and St Thomas (fig. 6). Also
the faces look similar : they all have high, prominent
forehead , prominent cheekbones and big eyes and

1470 koriil [Art in Hungary from 1300 to about 1470], vol. 1.
Budapest 1987, p. 468 in his summary of the research into
the Madonna of Iubietova and the apostles’ figures he did
acknowledge the appearance of such a thread in works written

)
8. Madonna of Lubietova, ab. 1360 — 1380, Banskd Bystrica, Stredo-
slovenské miizenm, a fragment, photographed by Z.Gyalokay

mouth; in particular, these are the features of Ma-
donna’s (fig. 4) and St John’s the Evangelist (fig. 7).

Yet one can also identify certain differences
between the apostles’ statues and the figure of Ma-
donna of Lubietova. Madonna’s body axis is more
inclined than the axes of the apostles’ figures, which
has been indicated by Anton C. Glatz*. Such an
inclination of the axis was a frequently used means
of counterbalancing the weight of the Child’s body.

by Chech and Slovak scholars but he did not take any stand
as far as the similarity between the figures is concerned.

# GLATZ 1982 (sce in note 40), p. 220.

33



9. 8t Thomas from the superstructure of the high altar retable in the church
of St James the Greater in Levoca, ab. 1360 — 1380, photographed by
Z.Gyaldkay

In the sculpture from Lubietova the weight of lit-
tle Jesus is noticeable because Mary is not holding
him high in her arm but has put him on her right
hip. What needs to be emphasised, however, is that
despite the differences in the inclination of the
axis, the Madonna’s figure looks as dynamic as the
apostles’ sculptures.

Unlike Madonna’s, the apostles’ hair was very
finely carved. The carving of Madonna’s hair is crude
and marks only locks of hair, which were covered
with undercoat and a layer of paintin which long lines
were carved to imitate strands of hair (fig. 8 and 9).

The abovementioned observations indicate the
nature of the differences which make it impossible
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10. St James the Greater in the superstructure of the high altar retable
in the church of St James the Greater in Levola, ab. 1360 — 1380,
photographed by M. Fila

to ascertain that Madonna of DLubietova and the
apostles’ figures came from the same workshop:
the sculptures differ significantly in #he very manner
in which they were made. The carvers who made
the apostles’ figures harmoniously combined the
composition idea and the way they used the material
in which they carved. They rendered the dynamics
of the figures both through the inclination of the
axis and draping the robes. The figures are full of
internal movement, a kind of internally opposing
dynamics. The same kind of dynamics characterises
the edges of the folds. The carver made them round
in some places and sharp in others, gently shifting
from one way of folding the cloth to the other even



on the edge of the same fold. The subtle details of
the face, hair and the robes were carved in wood in
Levoca , and polychromy was not the only way to
express a specific style.

The sculpture of Madonna of Lubietova seems
to follow the same way of rendering the dynamics of
the figures, the design of the face and the composi-
tion of the robes, but unlike in Levoca, these features
are not that completely integrated with the way they
were carved. Nevertheless, Madonna of I'ubietova
and the apostles’ figures surely belonged to similar
structures of retables. They are all works created in
the same artistic circle which may have influenced
a larger area of the Kingdom of Hungary.

The wide retable from Levoca with the figures
of the apostles and a now unknown sculpture in its
central part might have been located on the altar
stone already at the turn of the third and fourth
quarter of the 14th century as the church had been
nearly complete by then. A great number of smaller
retables filling the church were created in the follow-
ing decades®.

% CHALUPECKY, L: Chrim su. Jakuba v Levodi. Martin 1991,
pp. 28-71 enumerates also retables that have not been pre-
served.

7 Anton C. Glatz noticed the fact that the figure of St James
was on the highest tier of the crowning superstructure of the

When Master Paul started dismantling the already
old retable of the main altar, he used the apostles’
figures to adorn his own work, adopting, as I have
been trying to prove, the previous composition idea
to create the architecture of the superstructure. The
new construction of the superstructure with the
sculpures of the apostles and the two figures placed
on the sides became an important element of the
whole retable. The superstructure stands out because
of its size as it takes over a half of the height of the
retable , and is 2.5 times higher than the shrine itself.
The superstructure contains the apostles’ figures
without the central sculpture presentation, which
appears to have been a deliberate attempt to draw
attention to the figures of St Peter and St Paul, lo-
cated antithetically on the axis of the altar. Another
figure that was emphasised is the sculpture of St
James the Greater, the saint patron of the church:in
the pyramid-like construction of the superstructure
the figure is placed on the very top, just beneath the
keystone of the vault (fig. 10)*".

Translated from Polish
by Malgorzata Wojezak-Olenik

retable of Madonna of the Snow in the church of St James
the Greater in Levoca; GLATZ 2001 (see in note 8), p. 180.
This fact may indicate that there was a tradition among the
townsmen to honour in this way St James the Greater , the
saint patron of the church.
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Oltarna nadstavba z dielne Majstra Pavla z Levoce s postavami apostolov.
Cin umeleckej pripomienky?

Resumeé

Stadia sa zaober skupinou 12 postav znazormiuji-
cich apostolov, ktora sa nachadza na retabule v Kos-
tole sv. Jakuba starsiecho v Levoci. Na uvod priblizuje
samotny vznik postav. Autor zastava nazor, ktory je
v prislusnej literatire dobre znamy, ze postavy boli
sucast’ou vyzdoby retabula, ktoré bolo do Kostola
sv. Jakuba v Levoci umiestnené v 14. storoci. Je len
malo pravdepodobné, Ze retabulum bolo znic¢ené
v dosledku husitského najazdu na Levocu na Velka
noc roku 1431. Hoci tento nazor v odbornej litera-
tare pretrvava dlhé roky, zdokumentovanie okolnosti
najazdu na Levocu a ich porovnanie s popismi po-
dobnych najazdov znamych v polskej historiografii
ho nepodporilo. Na zaklade restauratorského vysku-
mu, ktory sa uskutocnil v poslednych rokoch, sa tiez
podarilo zistit’, ze hlavy apostolov neboli odrezané
a neskor umiestnené na pévodné miesto v dosledku
ich poskodenia pri najazde a naslednej opravy, ale Ze
bez akychkolvek pochybnosti islo o ¢ast’ postupu
pri ich vyrezavani v dielni. Retabulum bolo umiest-
nené na svoje miesto zaciatkom druhej polovice 14.
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storocia a zrejme tam zostalo priblizne 150 rokov,
kym ho nenahradila monumentalna socha, ktora sa
zachovala dodnes.

Hlavnou tézou studie je domnienka, ze Majster
Pavol z Levoce pri tvorbe nového retabula nielen
vyuzil postavy apostolov, ale pri navrhu sa aj inspiro-
val stavbou predoslého retabula. Suc¢asna nadstavba
vlastne vobec nepripomina neskorogotické diela
tohto typu s dominantnou socharskou vyzdobou.
Svojou detailne prepracovanou kompoziciou pri-
pomina skor retabula zo 14. storocia. Tento postreh
dokladame prikladmi relevantnych prac zo 14. sto-
rocia.

Rozhodnutie dielne Majstra Pavla pouzit’ uz
existujuce postavy s najvacsou pravdepodobnost’ou
nebolo ndhodné. Umiestnenie postav sv. Petra a sv.
Pavla do najnizsieho radu a sv. Jakuba, patréna kos-
tola, na samy vrch, sved¢i o premyslenej kompozicii.
Odkaz na predoslé retabulum mohlo byt’ chapané
ako jeho pripomienka, vd’aka comu autor (alebo
autori) navrhu zachovali myslienkova kontinuitu.
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Selbstbildnis von Baccio Bandinelli
aus dem Schloss Jablonna bei Warschau

Tadeusz J. ZUCHOWSKI

1961 ist eine kurze Note tiber das Marmorrelief-
portrit von Baccio Bandinelli (eigentl. Bartolommeo
Brandini geb. 1488 in Gaiole, Chianti — gest. 1560 in
Florenz) in der Monographie des Schlosses Jablonna
von Stanistaw Lorentz veroffentlich worden'! Es war
in der Wand des Nebenkorridors eingemauert. Das
aus Carrara-Marmor geschaffene Werk (Abb. 1) soll
sich spitestens seit der Vorkriegszeit dort befunden
haben. Die Spuren der Beschidigungen weisen darauf
hin, dass das Werk wihrend des Brandes, der 1945
ausbrach und das Schloss vernichtete, gering, aber
doch unverkennbar infolge der hohen Temperaturen
beschidigt wurde. Seine Einmauerung in der Wand
hatte zusitzliche bedeutende Folgen. Es bestehen
keine Kenntnisse dariiber, was sich auf seiner an-
deren Seite befindet. Wir sind sogar nicht imstande
festzustellen, wie dick die Marmorplatte ist. Auch die
fruhere Geschichte des Werkes verschwindet in der
Vergangenheit. Die Haken, die zur Befestigung der
Platten benutzt worden waren, stammen aus dem 19.
Jahrhundert. Das Schloss wurde ohne intensivere For-
schungen nach 1945 zu einem Sitz der PAN (Polni-
sche Akademie der Wissenschaften) wiederaufgebaut
und diese Bestimmung hat es bis heute behalten.

! LORENTZ, S. - WOLOWSKI, A.: Jablonna. Watrszawa
1962.

2 GALICKA, I. — SYGIETYNSKA, H.: A newly discovered
self-portrait by Baccio Bandinelli. In: Burlington Magazine,
134, 1992, S. 805-807; GALICKA, 1. — SYGIETYNSKA,
H.: Autoportret Bandinellego z Jablonny. In: Biuletyn Historii
Sztuki, 57,1995, S. 105-111.

Das Marmorwerk aus Jablonna wurde viele
Jahre lang in der Literatur kaum erwihnt. Als ein-
zige tiefergehende Monographie sind zwei Texte
eines Kunsthistorikerinnen-Teams, Galicka und
Sygietyniska, der Erwihnung wert. Der erste wurde
in englischer, in Burlington Magazine, der andere
in polnischer Version im Biuletyn Historii Sztuki®
ver6ffentlicht. Die beiden Texte unterscheiden sich
kaum voneinander. Es ist hervorzuheben, dass die
Autorinnen trefflich das Werk der spiteren Schaf-
fensphase Baccio Bandinellis eingeordnet haben.
Sie reihten das Relief aus Jablonna in die Serie von
Selbstbildnissen Bandinellis ein und schlugen einige
Varianten zur Provenienzfrage vor.

Bandinelli wurde wegen der kritischen Charakte-
ristik von Giorgio Vasari und Benvenuto Cellini fiir
Jahrhunderte mit der Etikette eines zweitrangigen
Bildhauers des Cinquecento versehen und wurde
lange Zeit von den Forschern unterschitzt.” In den
letzten Jahren, gefolgt von der Welle der steigernden
Forschungen tber Bandinelli, sind die Bicher von
Fiorentini und Hegener zum Thema seiner Kunst
erschienen, bei denen das Relief in Jablonna einem
kritischen Urteil unterworfen wurde.* Nicht alle For-

3 VENTURI, A.: Storia dell arte italiana, Bd. 10.2. Milano 1936,
S. 192-195.

* FIORENTINL, E.: Ikonographie eines Wandels. Forn: und Intention
von Selbstbildnis und Portrét des Bildhaners im Italien des 16. Jabrbun-
derts (Diss.). Bonn — Berlin 1999. Kat. Nr. 28¢; HEGENER,
N.: Divi lacobi Eques. Selbstdarstellung im Werk des Florentiner
Bildhauers Baccio Bandinelli. Miinchen — Berlin 2008, S. 302-305,
613, 667. Beide Autorinnen besprechen alle Selbstbildnisse
von Baccio Bandinelli und bilden ihre Kataloge.
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1. Baccio Bandinelli, Selbstportrit, 1555-1558, Jablonna, Polnische
Akademie der Wissenschaften (Aufnabme des 1 erfassers)

schungsvorschlige scheinen — meiner Meinung nach
— akzeptabel. Im vorliegenden Text weise ich auf
einige Details hin, dank deren sowohl unser Wissen
zum Werk aus Jablonna erginzt als auch die schon
gestellten Hypothesen verifizieren werden kénnen.

Das Werk aus Jablonna (Abb. 1-4) stellt die nackte
menschliche Buste vom rechtem Profil dar. Es hat
die rechteckigen Auflenmale von 65 x 43,5 cm, die
gleichzeitig den Rahmen fiir das Relief bilden. Der
untere Teil der Biiste wurde so ausgearbeitet, dass
eine Suggestion entsteht, wir haben es mit einer
richtigen auf antike Art arrangierten Bildhauerbiiste
zu tun. Der unterste Teil der Biiste wurde also in
Seitenansicht aus zwei Flichen zusammengestellt, die
in einer leichten Schrige angelegt sind und von links
nach rechtes herabsinken. Eine dhnliche Lésung hat
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2. Baccio Bandinelli, Selbstportrat, Auschnitt von Abb. 1 (Aunfnabme
des Verfassers)

Bandinelli schon bei beiden bildhauerischen Selbst-
portritsreliefs aus Florenz (das erste aus der SS. An-
nunziata und das andere aus dem Museo dell‘Opera
del Duomo) und bei dem marmornen Selbstbild-
nisrelief aus StralBburg angewendet (Abb. 5-8). Die
Skulptur aus Jablonna ist in dieser Hinsicht am kon-
sequentesten realisiert worden. Wesentlich scheint
hier vor allem das Prinzip zu sein, sie ganzheitlich
zu komponieren, insbesondere bei der Einlassung
der Biste in das Rechteck des charakteristisch von
der Innenseite profilierten Rahmens. Dazu bestehen
Analogien nur mit dem Selbstbildnis aus Stra3burg
(Abb. 9 und 10), obwohl ein dhnliche Profiltypus u.
a. bei Giovanni Angelo da Montrosoli (1499—1563),
z. B. bei seinen Werken fur die Genueser Kirche San
Matteo (1543) anzutreffen ist.

Es ist also eine Art der tiefen Skulptur in einem
flachen Relief; diese Verbindung schafft ein deuten-
des Spiel zwischen der Voll- und Halbskulptur, mit
anderen Worten: das Werk ist wegen seiner forma-
len Losung zwischen zwei und drei Dimensionen
suspendiert. Das Ganze wird durch den Rahmen
umfasst; er ist profiliert und aus drei Hauptelementen



3. Baccio Bandinelli, Selbstportrat, Aunschnitt von Abb. 1 (Aufnabme
des Verfassers)

zusammengesetzt: die im Durchschnitt rechteckige
Leiste umfasst ihn von auf3en, dann — in der Mittel-
zone - kommt die Viertelwelle, die von innen in eine
flache Leiste verschmilzt. Diese Leiste grenzt die
Umrahmung vom flachen Hintergrund ab. Auf der
auf diese Weise organisierten Komposition wird die
Profilbiiste erst aufgelegt. Die Brust- und Nacken-
partie ist entbloBt, auf dem Hals tritt deutlich die
Drosselvene (Lat. vena ingularis) hervor, was auf die
Blutkreislaufprobleme des Dargestellten hinweist.
Das Gesicht strahlt eine bestimmte Strenge aus, die
jeweils mit der Wiirde der Prisentation assoziiert
wird. Von besonderer Bedeutung ist die Haarpartie,
die mit der akribisch bearbeiteten Oberfliche des
Gesichts kontrastiert wird. Der mit dem grofB3er
Sorgfiltigkeit wiedergegebene Bart mit charakte-
ristischen krausen Haaren (Abb. 4), die sowohl auf
den Selbstbildnissen Bandinellis als auch auf ihren
Nachahmungen vorzufinden sind, umhiillt den Kopf
und dekoriert ithn gleichzeitig. Auch der Kinnbart
ist dhnlich sorgfiltig bearbeitet, was dem Gesicht
die Lebendigkeit verleiht. Die dynamische etwas
ornamentierte Partie des Bartwuchses und der Haare

4. Baccio Bandinelli, Selbstportrit, Auschnitt von Abb. 1 (Aufnabme
des Verfassers)

bildet einen Kompositionsrahmen fiir die prézis und
graphisch ausgeftuhrte Partie der Augen und der
Nase. Die Augen mit kleinen Falten in ithren Eckchen
verraten das reife Alter des Portritierten.

Fiir das analysierte Relief ist die Uberschreitung
des Bildfeldes charakteristisch, das durch den pro-
filierten Rahmen festgeschrieben wird und was das
Werk aus Jablonna von dem StraB3burger Selbstbildnis
unterscheidet. Eigentlich ist es eine Weiterentwick-
lung der Idee, die bei den Evangelisten-Quadri aus
dem so genannten Pergamo (Kanzel) von da Mon-
trosoli, in der Genueser Kirche S. Matteo, zu sehen
ist. Genau gesagt wurde die Biiste aus Jablonna nicht
ins Zentrum des vom Rahmen festgelegte flachen
Feldes, einer Sohle von flachreliefierten Becken,
hineinkomponiert. Die Hauptkomposition des Bild-
nisses Uberschreitet das zentrale Feld bei der Spitze
der Kopfpartie, noch mehr bei der rechten Partie
des Bartes und sogar beim Unterteil der Biiste und
interagiert mit dem Reliefgrund. Damit wird die
Autonomie des profilierten Unterteils der Biste
gegentber dem bestehenden rechteckigen Rahmen
angedeutet. Diese Denkweise zu der Fliche weist auf
die malerische Behandlung der Skulptur hin und ist
ohne Zweifel ein Effekt von Bandinellis Interesse fiir
die Malerei. Man vergisst oft, dass Bandinelli ein ganz
guter Maler und sehr gute Zeichner gewesen ist.
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5. Baccio Bandinelli, Selbstportriit anf dem Sockel des Altars, Florenz,
SS. Annunziata (Bildarchiv IHS UAM)

Wissenschaftlich wird Baccio Bandinelli seit Jah-
ren unterschitzt, darauf weist Hegner hin.” Dabei
soll vor allem die Wirkung der ideologischen Kon-
struktion betrachtet werden, die vor Jahrhunderten
von Vasari geschaffen worden war. Vasari kreierte
Bandinelli als einen eiferstichtiger Gegner des grofien
Michelangelo. Die geschichtliche Betrachtung von
Bandinelli kann seit dem Ende des 16. Jahrhunderts
nicht mehr von der sie niederdriickende Betrachtung
Michelangelos losgel6st betrachtet werden. Man
vergisst oft, dass Bandinelli einer der bedeutenden
italienischen Kiinstler des 16. Jh. gewesen ist. Die
Selbststudien seiner Gesichter, die der selbstbewusste

5 HEGENER 2008 (wie Anm. 4), S. 14-15.

¢ WEIL-GARRIS BRANDT, K.: The Self-Created Bandinelli.
In: LAVIN 1. (Hrsg): World Art. Themes of Unity in Diversity.
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6. Baccio Bandinelli, Selbstportrat ans SS. Anunziata in Florenz,
Ausschnitt von Abb. 6.

Ausdruck des Kunstlers waren, und die aus der aus-
gedachten selbst sich kommentierenden Behandlung
und asthetischen Manifestation resultierten, wurden
als Aspekte der ibermilligen fast krankhaften Me-
galomanie betrachtet.’

Die Studien des eigenen Gesichtes verdienen
jedoch der besonderen Beachtung iiberhaupt, denn
das Selbstbildnis des Kinstlers seine bedeutendste
Ubetlieferung iiber das Verstehen der Kunst und
des Kunstwerkes ist. Es ist einem Hinweis gleich,
wie der Kiinstler die Deutung des Werkes tiberhaupt
versteht. Auch die Autopromotion spielt hier eine
wesentliche Rolle und diese Neigung Bandinellis
zur Selbstprisentation haben schon die Zeitgenos-
sen bemerkt. Es ist jedoch interessant, dass alle
Anzeichen von Interesse Bandinellis an sich selbst
zur nachteiligen Beurteilung des Kiinstlers geftihrt
worden sind, und bis heute worden, trotz der fri-
schen Betrachtung seiner Kunst in letzter Zeit von
Kathleen Weil-Garris Brandt, und trotz dass Nicole
Hegner in ithrem monumentalen Werk, das diesem
florentinischen Bildhauer gewidmet ist, eine neue
Perspektive der Selbstprisentationsfrage voranging.
Obwohl er intensiv fur sich selbst und sein Gesicht
warb, war Bandinelli weit entfernt von der Megalo-

Acts of the XXV Ith International Congress of the History of Art.
University Park [Pa.] 1989, S. 497-501; HEGNER 2008 (wie
Anm. 4), S. 195-288.
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7. Baccio Bandinelli, Selbstportrit, Florenz, Museo dell’ Opera del Duomo
(Archiv des Verfassers)

manie eines Albrecht Dirers oder dem Interesse von
Micheangelo an seiner Person, die aus ihren Werken
abzulesen sind. Ohne Zweifel nutzte Bandinelli seine
Gesicht sowohl in vielen Maler- als auch Bildhauer-
werken. Die bekanntesten sind die Reliefbildnisse
mit der charakteristischen Nase und dem Bart. Es
bestehen auch vollplastische Bildwerke.

Meiner Meinung nach hat diese von Missgunst
geprigte Einstellung der Kunstkritiker zu den Selbst-
bildnissen und den Kryptoselbstbildnissen Bandinel-
lis mit ihrer Form zu tun, genau gesagt mit ihrem
Profilcharakter. Das Selbstbildnisrelief im Profil
verleiht dem Portritierenden einen Uberzeitlichen
Charakter. Es rei3t den Lebendigen aus der tiglichen
Welt heraus und trigt ihn ins symbolische Sein tiber.

8. Baccio Bandinelli, Selbstportrit, Straflburg, Musée des Beaus-Arts de
Strasbourg (Aufnabme von Ji-Elle, Wikimedia Commons)

Deswegen wird das Studium des eigenen Gesichtes
ein wesentliches Element des Interesses fiir das
Portrit. Das Decorum ldsst jedoch nicht das Intime
im Profilportrit zu. Das Profil war von Anfang an
tir die offizielle Reprisentation reserviert, was die
Darstellungen des Hauptes auf den Medaillen und
Minzen vielmals bestitigen. Und die weitgehende
Sorge um die Einzelheiten ldsst vermuten, im Fall
des Bildwerkes aus Jablonna haben wir es mit der
Kunstarbeit von ausgesprochenem Privatcharakter
zu tun. Das Private bezeugt ihr Verismus und die
urspriinglich fehlende Inskription. Das Werk aus
Jabtonna ist in enger Verbindung mit der Pieta
Bandinellis zu SS. Annunziata in Florenz zu sehen,
den Bildhauerarbeiten zum Chor im dortigem Dom
(heute im Museo dell’Opera dell’ Duomo, weiter im
Text als Duomo bezeichnet) und vor allem mit der
Straf3burger Reliefbuste, die, wenn es sich um die
formale Reife handelt, dem polnischen Objekt direkt
vorausgeht (Abb. 5-9). Einerseits sollte man auf den

41



9. Baccio Bandinellz, Selbstportrat, Auschnitt von Abb. §
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10. Baccio Bandinelli, Prophet ans dem tornacoro des Domes Santa Maria
del Fiore in Floreng, (Ausschnitt), 1555, Florenz, Museo dell’ Opera del
Duomo, Repro: POESCHKE, |.: Die Skulptur der Renatssance, Bd.
2, Miinchen 1992

ungewohnlichen Ausschnitt der Biiste von unten
hinweisen (Florenz, SS. Annunziata; Stral3burg).
Anderseits geht um die Behandlung des Rahmens
(Florenz, Duomo; StraBburg) und besonders um
das charakteristische Uberschreiten der Grenze
des Bildfeldes, von einem wie in Jablonna dhnlich
bestimmten Rahmen, durch eine Komposition der
Figur (Abb. 10), die auf diesem Feld aufgelegt wird
(Florenz, Duomo). Alle diese Merkmale fithren zu
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der Feststellung, dass das Bildwerk aus Jablonna
zwischen 1555 und 1559 entstanden ist.

Der Marmor aus Jablonna hatte urspriinglich,
wie schon gesagt wurde, keine Inschrift, was im Fall
der Werke eine Besonderheit zu sein scheint. Die
Inskription, obwohl der Buchstabenduktus anderen
Werken Bandinellis 4hnelt, wurde nach meiner Mei-
nung spiter und nicht besonders getibt ausgemeif3elt.
Wertvoll ist die Beobachtung, dass die Inschrift die
Verbindung des Portritierenden mit Florenz aus-
driicklich hervorhebt. Das lisst die Vermutung zu,
dass sie nach dem Tod des Kiinstlers hinzugefiigt
worden ist, vielleicht erst in dem Moment als das
Werk Florenz verlassen sollte. Die in der unteren
Rahmenleiste eingemeil3elte Inschrift ist fast iden-
tisch mit der Signaturinschrift, die den Gottvater
auf der Marmorplatte im Chor des florentinischen
Doms darstellt. Der Maiuskeltext aus Jablonna lautet:
BACIVS BANDINELLVS CIVIS FIORENTINO,
wobei der letzte Buchstabe, also das ,, O auf der
unteren Leiste schon keinen Platz gefunden hat und
deswegen auf die untere Partie der rechten Leiste
eingemeil3elt worden ist.

Die Anfinge Bandinellis Interesses fiir sein
eigenes Gesicht sind mit den Zeichnungs- und
Terrakottareliefsstudien verbunden.” Zwei Werke
sind von besonderer Bedeutung: eine Londoner
Zeichnung und eine Berliner Tonskizze (Abb. 11
und 12). Auf der Zeichnung aus dem British Mu-
seum hebt der Kinstler Bandinelli den Zeitverlauf
und das Asketische der Form hervor. Der dynami-
sche, nervose Strich verleiht der Darstellung eine
Intensitit. Das Ganze wird von einer rechteckigen
Komposition umfasst, die ausdriicklich reliefartige
Effekte suggeriert, ahnlich wie bei der wiahrend des
Krieges vernichteten Terrakotta aus dem Berliner
Museum. Hierbei entlarvt der Kunstler infolge der
genauen Betrachtung des Gesichtes auch solche
Zige wie Lebenskraft und Nervositit. Ebenfalls zu
unterstreichen ist, dass die profilartige Kompositi-
on den Effekt der Abwesenheit des Dargestellten
betont und zugleich dadurch ihm eine heroische
Qualitit verleiht. Die Losung eines solchen Typus,
die anfinglich auf Minzen und Medaillen zurtck-
geht, ist in der Plastik von Leone Battista Alberti

" MYSSOK, J.: Bildhanerische Konzeption und plastisches Modell in
der Renaissance (Diss.). Minster 1996 — 1999.
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11. Baccio Bandinelli, Selbstportrit, Zeichnung, Iondon, British Museum
© Trustes of the British Musenm

eingefiihrt worden, und Bandinelli selbst nutzte jene
medaillonsartige Komposition unter anderen in der
Reliefbiiste Cosimo I de Medici. Wahrscheinlich von
Bandinelli beeinflusst, begann Francesco Ferruci del
Tada (1497-1585) seine Porphyrmedaillons, darunter
auch die Selbstbildnisse, zu bearbeiten.

Die einzelnen Selbstbildnisreliefs analysierend
sind folgende Bemerkungen tiber das Jablonnaer
Bildnis zu formulieren. Erstens, das Werk aus
Jabtonna ist im technischen Sinn ausgesprochen
prazis ausgefiihrt. Der Bartwuchs wurde mit dem
Bohrer und dem Flacheisen (scalpello) bearbeitet und
die Technik scheint den Hinweisen von Benvenuto
Cellini zu folgen (Abb. 2, 4). Zweitens, das Werk ist
sehr plastisch d. h. dreidimensional und den Effekt
der Plastizitit erreichte der Kunstler durch die relativ

12. Baccio Bandinelli, Selbstportrat, Terrakotta, ebemals Berlin, Kaiser-
-Friedrich Musenm, (vernichtet 1945), repro: HEGINER 2008

hohe Reliefierung, was besonders gut bei der Seiten-
betrachtung zu sehen ist. Jedenfalls lassen die von der
Seite gemachten Aufnahmen eine Rekonstruktion des
Gesichtes en face (Abb. 13) durchfiithren, was im Fall
der Profilreliefs eine sehr schwere Angelegenheit ist.
Dadurch soll auch die malerische Faktur des Ganzen
bei gleichzeitiger Erhaltung der aul3enordentlichen
Bearbeitung der Finzelheiten betont werden. Eben
diese Merkmale verursachen, dass das Gesicht und
die damit verbundene Bearbeitung so viel Aufsehen
erregt. Das Gesicht ist im Vergleich zu den florentini-
schen Reliefs Bandinellis nicht besonders idealisiert,
es ist zudem kaum graphisch bzw. trocken, was bei
dem Bandinelli zugeschriebenen Londoner Bildnis
zu beobachten ist. Das Portrit aus London scheint
nur eine Nachahmung seines Stils zu sein und keines
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13. Das Gesicht Bandinellis en face. Eine Computerrekonstruktion auf
dem Basis der Seitenanfnabme des Jablonaer Selbstportrit. (Aufnabme
von Witold Kanickz, Computerbearbeitung vom 1 erfasser)

seiner Orginalwerke; dagegen ist das Bildnis aus
Jabltonna, dhnlich wie das Krypto-Selbstportrit aus
Terrakotta im Ashmolean-Museum (Abb. 14), eine
im technischen Sinne ausnehmend gute Schopfung
im Oecuvre von Bandinelli.

Ich habe keine Zweifel, wenn es sich um die Au-
thentizitit handelt, dass das Werk aus Jablonna von
Baccio Bandinelli selbst geschaffen worden ist, und
von keinem Kiinstler aus seinem Kreis, so wie sein
Sohn Clemente (gestorben 1555) oder sein Schiler,
Giovanni Bandini. Es zeigt alle wesentliche Ziige sei-
ner Hand und die Reduktion der Ausdruckformen vor
allem. Deswegen verstehe ich nicht die von Fiorentini
formulierten Vorbehalte beziiglich der Authentizitit
des Jablonnaer Werkes.® Die Werke der Bildhauer
aus seinem Kreis zu analysieren, ist es zu vermuten,
dass sie ihm vorwarfen zur Idealisierung zu neigen
und den Korper zu synthetisieren. Die Nachahmer
Baccio Bandinellis arbeiteten allgemein sagend mehr
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14. Baccio Bandinelli, Selbstportrat, Terakotta, Oxford, Ashmolean
Musenm, Repro: MYSSOK 1999

dekorativ. Der erwihnte Bandini ornamentisiere z.B.
oft ibermilig die Kleidung und die Haare in seinen
Werken. Die Kunstler aus dem Bandinelli-Kreis be-
arbeiteten auch die Augen anders. Die Behandlung
einiger Anatomiefragmente von Bandinelli ist nach
meiner Meinung besonders beachtenswert. Die Ana-
lyse der einzelnen Partien des Korpers, etwa wie bei
Methode von Giovanni Morelli, kommt zugute, wenn
noch andere Faktoren berticksichtigt werden, so wie
beispielsweise bei der Analyse, auf welche Weise die
Ohten bearbeiten worden sind. Bei Bandinelli sei die
Y -Gestalt des inneren Ohrknorpels charakteris-
tisch (Abb. 3). Sie wiederholt sich auf vielen Werken
Bandinellis, dieses Element fehlt allerdings bei der
Relietbiiste im Louvre; dagegen scheint der Ohrknor-

8 FIORENTINI 1999 (wie Anm. 4), S. 144. Auch Hegner halt
die Stellung von Fiorentini fir ,,unverstindlich®. HEGNER
2008 (wie Anm. 4), S. 303.



15. Giovanni Bandini genannt dell’Opera(?), Kopie eines Portrits von
Baccio Bandlinelli (Ausschnitz) Paris, Lonvre (Aufnabme von Sailko,
Wikimedia Commons)

pel beim Londoner Bildnis eine steile Wiederholung
dieses Details zu sein (Abb. 15-17). Das Bildnis aus
dem Victoria & Albert-Museum, hat Hegener, eben
wegen dieser Steilheit — meiner Meinung nach zu
Recht — als eine spatere Filschung erkannt. Die Au-
thentizitit dieses Werkes wurde unter den Forschern
lange Zeit nicht bezweifelt.

Die Analyse der Drosselvene als anderes Beispiel
bestitigt, dass Bandinelli sehr eindringlich fast wie
ein Forscher seine Physiognomie betrachtet hat.
Auf die zu deutende anatomische Genauigkeit der
Abbildung der Ader machten bereits Galicka und
Sygietyriska aufmerksam’. Auch Soltys beschrieb
die ausgezeichneten anatomischen Kenntnisse des
Bildhauers des Jablonnaer Werkes."” Hier ist die Ader
leicht geschwollen, was eine Blutkreislauferkrankung
des Portritierenden suggeriert. Ein dhnliches Ele-
ment ist bei einem anderen Portrit Bandinellis, dem
Werk im Victoria & Albert-Museum wiedergegeben
(Abb. 15, 16). Dem Londoner Werk fehlt es aber an
der Natirlichkeit der Bearbeitung der Drosselvene,
sie ist steif und kunstlich. Man kénnte meinen,
der Bildhauer verstehe kaum dieses anatomische
Fragment. Es erweckt den Eindruck, dass es sich

? GALICKA — SYGIETYNSKA 1992 (wie Anm. 2), S. 807,
GALICKA — SYGIETYNSKA 1995 (wie Anm. 2), S. 107.

16. Unbekannter Meister (vieleicht Francois Condray), Eine Nachabmnng
eines der Badninelli-Portrdts, London, VVictoria & Albert Museum
(Aufnabme des 1 erfassers)

um eine Nachahmung anderer Werke Bandinellis
handelt. Das Londoner Bildnis hat die fiir Bandinelli
charakteristische Signatur: B. B. F. Die Buchstaben
sind jedoch flach gemeif3elt ohne eine scharfe Kante
und im Endeffekt geben sie das Helldunkel kaum
wider. Hegener macht auch auf die verdichtige
Bearbeitung der Ristung aufmerksam." Ich sehe
viele Ahnlichkeiten zwischen diesem Werk und
den medaillionsartigen Portrits des franzésischen
Bildhauers, Frangois Coudray (1678-1727), wie bei-
spielsweise sein Bildnis von August dem Starken aus
dem Muzeum Historyczne in Warschau.

Das Londoner Werk scheint nicht das einzige
verdichtige Bildnis von Bandinelli zu sein. Auf3er-

" SOLTYS, A.: Opat 3 San Michele. Grand Tour prymasa Poniatow-
skiego 7 jego kolekgre. Warszawa 2008, S. 283.

"' HEGENER 2008 (wie Anm. 4), S. 426-428.
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17. Unbekannter Meister, Ausschnitt von Abb. 16 (Aufnabme des
Veerfassers)

dem ist vielleicht noch ein anderes Portrat im Kreis
der Nachfolger von Bandinelli und nicht von ihn
selbst entstanden. Meiner Meinung nach ist dieses
zweifelhafte Werk das Bildnis aus dem Louvre, dass
das Museum 1868 erworben hat. Zu seiner Zeit hat
Louis A. Waldman die Authentizitit dieses Werkes
in seiner Dissertation in Frage gestellt."”” Gegen
die Handschrift Bandinellis spricht die sonderbare
Draperie, die Bandinelli beim Medaillon im Terra-
kottarelief mit der Szene der Kreuzabnahme aus
dem Museum in San Marino genutzt hat. Untypisch
fir Bandinelli sind auch die flache Ausmeilielung,
der ornamental ausgefiihrte Bart und vor allem die
flache Ohrmuschel. Diese Elemente lassen meiner
Meinung darauf schlieBen, dass wir es vielleicht

12 WALDMAN, L. A.: The Choir of Florence Cathedral: Transforma-
tions of sacred Space, 1334-1572 (Diss.). New York Univ. 1999,
S. 295. Die Information nach HEGNER 2008 (wie Anm.
4), S. 2906, sche auch ebenda S. 612 (Kat. Al). Dort auch die
Literatur.

3 HEGENER 2008 (wie Anm. 4), S. 296, dort die Literatur-
besprechung bez. der Datierung des Pariser Werkes.

4 GALICKA — SYGIETYNSKA 1992 (sehe Anm. 2) S. 807,
GALICKA — SYGIETYNSKA 1995 (wie Anm. 2), S. 105.
HEGNER 2008 (wie Anm. 4), S. 613. Nach dem Tod des
Primas von Polen, Michal Jerzy Poniatowski, ging das Gut
Jabtonna in die Hinde seines Neffen, des Firsten Jozef
Poniatowski genannt Pepi (1763-1813) iiber, einem guten
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mit einem in der Werkstatt wiederholten existie-
renden Selbstbildnis zu tun haben. Es ist schwer
etwas Uber die Entstehungszeit des Pariser Werkes
zu sagen, aber ich wire sehr vorsichtig die Wende
der 20-ger und 30-ger Jahren des 16. Jahrhunderts
als Datierungsdatum vorzuschlagen, so wie in den
letzten Forschungen angeregt.”” Meiner Meinung
nach ist es sehr wahrscheinlich, dass der Autor des
Bandinelli-Bildnisses in der Louvre-Sammlung ein
Schiler von Baccio Bandinelli Giovanni Bandini ist,
der dell‘Opera genannt wird.

Wie ist die Jablonaer Skulptur nach Polen
gelangt?'* Diese Frage ist ausgesprochen faszinie-
rend, und die Antwort braucht zusitzliche Studien.
In diesem Fall fehlt es den Forschern an Quellen,
und die existierenden weisen auf zwei Versionen auf,
die sich einander ausschlieBen, was die Sache noch
interessanter macht. Entweder sei das Werk von den
Erben Bandinellis nach Polen gebracht worden, oder
es sei vom polnischen Firsten Michal Jerzy Poni-
atowski, dem Bruder des Konigs, wihrend seiner
Grand Tour in Italien gekauft worden und auf diese
Weise sei das Werk ins Jablonnaer Schloss gelangt.

Zu Version eins. Es ist zu vermuten, dass sich die
Jabtonnaer Biiste bis 1625 in den Hinden der Nach-
kommen des Kunstlers in seinem Familienhaus zu
Florenz befand. Wie sich aus dem Inventarverzeich-
nis ergibt, das im Dezember dieses Jahres angefertigt
worden ist, habe der Urenkel des Bildhauers, Roberto
Bandinelli, zusammen mit anderen Objekten auch
die Skulpturen auch das marmorne Bildnis von sei-
nem UrgrofB3vater, Baccio, nach Polen genommen.
Das entsprechende Fragment beztiglich der Objekte,

Soldat und bekannten Lebemann. Zwanzig Jahre lang hatte
er kaum Zeit, sich um das Erbe ernsthaft zu kimmern. Nach
dem tragischen Tod des Fursten Jézef Poniatowski im Fluss
Elster wihrend der Leipziger Schlacht 1813 erbte Anetka
Dunin Wasowiczowa die Jablonnaer Giiter. Grifin Anetka
[Anna] geb. Tyszkiewicz (1779-1867) war eine Urenkelin
vom Fursten Kazimierz Poniatowski, einem anderen Bru-
der des Konigs Stanislaus August. Sie heiratete zuerst den
Grafen Aleksander Potocki und dann den Grafen Stanistaw
Dunin-Wasowicz. Galicka und Sygietyfiska vermuten, noch
keine der hier angefithrten Quellen kennend, die Skulptur
sei vielleicht auf ihr Betreiben hin ins Schloss gekommen.
Anetka Dunin Wasowiczowa sammelte auch italienische
Kunst, aber das Wissen tber ihre Kollektion ist besonders
enigmatisch.



die aus dem zur Stral3enseite gelegenen Saal aus dem
Haus der Bandinelli-Familie enthommen worden
sind, heilt es: ,,2 quadri di marmo, Nostro Signore
[Christo] e 1 Cav.™ Bandinelli”."

Roberto Bandinelli war héher Beamter fir das
Postwesen in der Adelsrepublik Polen unter Sigis-
mund III Vasa und dem Ahnherr des polnischen
Zweiges der Familie gewesen. Zuerst lebte er in
Krakau, danach in Lemberg, wo die Lubomirskis
und Koniecpolskis seine Protektoren waren. Seine
Geschifte liefen nicht besonders, vielleicht verkaufte
er sein Vermogen oder verschenkte es seinen Gon-
nern. Roberto starb 1650, 140 Jahren nach dem Tod
seines Urgrof3vaters.

Robertos Sohn, Michat Aniot (Michelangelo) war
der konigliche Sekretir von Johannes II Casimir Vasa
und beschiftigte sich auch mit Postangelegenheiten.
Seit 1662 bis 1679 war er der Superior der polnisch-
litauischen Post. Beim Sejm (Parlamentstagung)
1726 bekamen seine Enkeln, Robert Franciszek
und Mikotaj Bandinelli dank der Empfehlung des
GrofBfursten der Toskana, des letzten Medici, das
so genannte Indigenat (in Polen war dies eine Be-
zeichnung fiir die Anerkennung des Adelstandes
fir Fremde). Der aus dem polnischen Zweig letzte
Bandinelli, der in Archivalien erfasst ist, scheint
Franciszek Aleksander, der Hauptmann (bzw. der
Starost) von Badow gewesen zu sein, der 1777
sein Gut Krzysce verkaufte. Wenn die Geschichte
des polnischen Sprosses von Bandinelli verfolgen,
scheint das Geheimnis der Provenienz vom Jablon-
naer Werk zu luften. Aber obwohl sich daraus eine

15 Archivio di Stato (ASF), Flotenz, Acquisiti e Doni 141/1/16:
Inventario de” mobili trovati nell” eredita del Sig.re Michelan-
gelo Bandinelli, cosi nella casa dela via de” Ginori, come nelle
ville — data questo di primo di dicembre a Ruberto Bandinelli
per portare in Pollonia — Anno 1625, fol. 1: Casa in via de’
Ginori, Sala. Zit. Nach: WALDMAN, 1. A.: Baccio Bandinelli
and art at the Medici Conrt. A corpus of early modern sonrces. Phila-
delphia 2004, S. 866 (Dok. 1588); sche auch: HEGENER,
N.: [Rezension] WALDMAN, L. A.: Baccio Bandinelli and art
at the Medici Court. A corpus of early modern sources. Philadelphia
2004. In: Kunstchronik, 59, 20006, S. 113-127.

,»Ein wie oben [Portrit] von Bandinelli gré3er wie oben
[en bastrelief aus weisem Marmor]“. Das Inventar bewahrt:
Archiwum Gléwne Akt Dawnych (AGAD). AEP, sygn. 78:
Inwentarz Meblow i r6znych tak w Korpusie Patacu Prymacy-
alnego Warszawskiego, iako Appartamentach i Officynach do

konsequente Folgerung ergibt, lassen spitere Quellen
diese Rekonstruktion fraglich erscheinen.

Zu Version zwei. Es sollte nicht vergessen wer-
den, dass das Schloss Jablonna nach den Plinen von
Domenico Merlini fiir Michal Jerzy Poniatowski
(1736-1794) errichtet worden ist. Er war der Kunst-
mizen, Bischof von Plotzk und erlangte spater die
Wiirde des Gnesener Erzbischofs und des Primas
von Polen. Sein Bruder war Stanislaus August Po-
niatowski, Koénig von Polen in Jahren 1764-1795.
Die Biographie des Erzbischofs ist seit einigen
Jahren von Soltys aufs Neue recherchiert worden.
Besonders die Zeit seines Lebens, die mit dem Bau
des Schlosses Jablonna verbunden ist, ist liickenhaft.
Die Interessen von Michal Jerzy und seinem Bruder
zu ihren Sammlungen waren ein Teil des weit zu
konzipierenden koniglichen Projektes. Das Landsitz
Jablonna nahm dabei einen besonderen Platz ein.
Michat Jerzy Poniatowski war einer der wichtigeren
Kunstsammler der zweiten Hilfte des 18. Jahrhun-
derts. Er erhielt als erster Pole die Mitgliedschaft der
Society of Antiquaries und war auch Ehrenmitglied
der romischen Accademia di San Luca. Vor allem
sammelte er mit groB3er Kennerschaft die italienische
Kunst. Der Primas Poniatowski machte 1789-1791
seine Grand Tout, unter anderem nach Italien, woher
er auch Kunstwerke nach Polen mitbrachte. In dem
Inventarverzeichnis der Werke, die der Primas in
Italien erwarb, wird unter anderem das Bildnis von
Bandinelli aufgezahlt: ,,1 Ditt° [d.h. Portret] Ban-
dinelli wigkszy d]itt]° [d.h. en basrelief z marmuru
biatego]“.!* Es befand sich 1792 in der Wohnung

tegoz palacu nalezacych, znaydujacych sie, to jest: w Kaplicy,
Pokoiach Paradnych, Ekonomicznych, Apartamentach JO
Pana, i innych, Garderobie, Kredensie, Cukierni, Kawiari,
Kuchni, Piwnicy, Wozowni, Rayszuli, Ogrodzie, Altanie etcc:
z przylaczeniem Regestru sprowadzonych in A[nn]° 1791 z
Zagranicy takze réznych Meblow i Rzeczy, diebus Januar,
1792 spisany. Das Inventar von Mébeln und anderen sowohl
im Hauptgebdude des Warschauer Primas-Palastes als auch
in den Apartments und Dienstrdumen zu diesem Palast
zugehorig, wie: Kapelle, Prachtrdume, Wirtschaftsriume,
Appartements des Erlauchten Herrn und anderer, Garderobe,
Kredenz, Zuckerraum, Kafferaum, Kuche, Keller, Remise,
Reitschule, Garten, Altane u. s. w., mit den beigeftgten
Regesten von den verschiedenen Mébeln und Sachen, die
1791 aus dem Ausland herbeigefithrt wurden, geschrieben
in den Januartagen 1792]. f. 26: Rzeczy r6zne u Plan]a Cu-
kiernika Nopp z Zagranicy przywiezione. Portrety i obrazy
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des Zuckermeisters Nopp im Warschauer Palast des
Primas Poniatowski. Das Werk wahrscheinlich in
kurzen nach Jablonna transportiert worden.

Es stellt sich die Frage: Wie lange befand sich das
Werk, das das Thema des vorliegenden Textes ist, in
den Hinden der Bandinelli-Familie? Ist es identisch
mit dem im Inventar erwihnten Bildnis? Dies bleibt
offen. Wir verfiigen tiber zwei Quellen. Nach der ers-
ten soll das Bildnis von Bandinelli schon 1625 nach
Polen gekommen sein, der zweiten folgend sei das

Selbstportrit Bandinellis 1789-1791 von Poniatowski
im Ausland erworben worden. Wie lassen sich diese
beiden Quellen miteinander in Einklang bringen?
Entweder ist das 1625 erwihnte guadro doch nicht
nach Polen geschickt worden oder das marmorne
Bildnis kam unter unklaren Umstinden nach Florenz
zuriick. Oder es gab noch ein unbekanntes Bildnis
von Bandinelli, wortiber wir kaum etwas wissen, das
vorher sich im Besitz des polnischen Zweigs der
Bandinellis befunden hat.

Autoportrét Baccia Bandinelliho z kastiel'a Jablonna pri VarSave

Resumé

V kastieli Jabtonna pri Varsave sa nachadza mra-
morova, do steny vmurovana reliéfna busta, s au-
toportrétom znameho florentského umelca Baccia
Bandinelliho. Na zaklade dokladnej analyzy ume-
leckého diela datuje autor jeho vznik do rokov 1555
— 1559 a spdja ho s niektorymi autoportrétmi tohto
umelca z Florencie a Strasburgu. Zaroven poukazuje
na formalne rysy reliéfu, ktoré su charakteristické

aj pre Bandinelliho mramorové platne pre choér vo

[Die verschiedenen Dinge aus dem Ausland mitgebracht, bei
den Herrn Nopp Zuckermeister bewahrt, die Portrits und
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florentskej Santa Maria del Fiore (dnes Museo del-
I‘Opera del Duomo). Autor spochybiiuje aj jestvujice
tvrdenia tykajuce sa autorstva reliéfneho portrétu
z Louvre a Victoria & Albert Museum. Prvé z diel
pochadza podla jeho nazoru z Bandinelliho dielne,
druhé vzniklo pravdepodobne uz po smrti umelca.

Osobitnou otazkou, ktora autor nastoluje, st
okolnosti, ktoré doviedli toto dielo do Pol'ska. Exis-
tujuce pramene ponukaji dve hypotézy.

die Bilder. Das Dokument zitiert nach: SOLTYS 2008 (sche
Anm. 10), S. 256.
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A Curious Collection of Curious Deaths

in Theatrum mortis humanae tripartitum by Johann Weichard

Valvasor: Context, Sources, Invention

Tine GERM

Scholarly literature most often deals with the
Theatrum mortis humanae tripartitum (1682)" by the
Carniolan polymath Johann Weichard Valvasor
(1641-1693) from the viewpoint of the iconogra-
phy of Death or, in a narrower sense, the Dance of
Death, because the latter covers the largest part of

' A copy of Valvasot’s Theatrum mortis humanae tripartitum is kept
in the Manuscript Collection and a Collection of Rare Prints
at the National and University Library (NUK) in Ljubljana
(R 12471). The NUK copy is digitalized and available at:
http://www.dedi.si/virtualna-knjiga/24745; pages cited in
the article refer to this copy. The format of the book is oc-
tavo (8°) and the size of engravings (with the exception of
the full-page introductory illustration) varies from 89x76 to
91x78 mm . In 1969 a modern edition was published, with
the addition of Slovene translation by Joze Mlinari¢ and an af-
terword by Emilijan Ceve (VALVASOR, . Wi: Theatrum mortis
bumanae tripartitum | Prizoriste doveske smrti v treh delih. Matibor
— Novo mesto 1969). In 2004 a facsimile with an afterword
by Hartmut Freytag, was published in the German series
Emblematisches Cabinet: VALVASOR, J. W.: Theatrum mortis
humanae tripartitum. Das ist: Schan-Biihne dess Menschlichen Todts
in drey Thetl. Mit schinen Kupffer-Stichen geziehrt vnd an Tag gegeben.
Mit einem Nachwort von Hartmut Freytag. Hildesheim — Zirich
— New York 2004. Among earlier descriptions of Valvasor’s
Theatrum see in the first place: RADICS, P.: Johann Weikbhbard
Freiherr von Valvasor. Ljubljana 1910, pp. 174-184. The work
is briefly presented also in: REISP, B.: Kranjski polibistor Janez,
Vajkard Valvasor. Ljubljana 1983, pp. 133-137. For a shorter
presentation of the book’s iconographic aspect see: GERM,
M.: Theatrum mortis humanae tripartitum: iconographie de
la Mort dans le livre de Janez Vajkard Valvasor. In: CRES-
CENZO, R. (ed.): Espaces de I'image, (Europe XVI-XVII, 10).
Nancy 2002, pp. 77-99. The question of stylistic clarification
and integration into the European context, with a list of

the book.”? The motif of “a dance with Death” or
encounters with Death also acts as a special common
thread of the entire Theatrum, a hybrid and at the
same time an original work, which can be classified
under the genre of allegorical moral-didactic poetry,
very popular in the Baroque age.’ As the title shows,

earlier bibliography, is presented in: GERM, T.: Zapoznela
renesansa v bakrorezih graficne delavnice Janeza Vajkarda
Valvasorja: provincialnost ali vpetost v evropski kontekst?.
In: WEISS, J. (ed.): Studia VValvasoriana. 1jubljana 2014, pp.
285-308.

For the recentmost findings about Valvasor’s Dance of De-
ath, with a list of eatlier bibliography, see: GERM, M.: Saltus
mortis in Valvasor’s Theatrum mortis humanae tripartitum:
A Copy of Holbein’s Dance of Death?. In: I&or, No 7, 2014,
pp. 313-326.

> According to the title and the authot’s forewotd, the The-
atrum mortis humanae can be understood as an allegory — a
metaphorical theatre stage on which we can contemplate
tableaux of life and death. In the structure of his book as a
combination of an image, device and verses, Valvasor relies
on the tradition of emblem books, although his is not a true
emblem book. The author defines his Theatrun as an edifying
work at which people should reflect upon the transience of
life, and he compares human existence and his own book to
the theatre stage. In his study to the facsimile edition of the
Theatrum mortis bumanae tripartitun, Hartmut Freytag, too, de-
fines Valvasor’s work as an allegorical poem in which memento
mori is the central motif. See: FREYTAG, H.: Nachwort. In:
VALVASOR, J. W.: Theatrum mortis bumanae tripartitum: das
ist: Schan-Biihne dess Menschlichen Todts in drey Theil: mit schinen
Kuplfer-Stichen geziehrt vnd an Tag gegeben. Hildesheim — Zrich
— New York 2004, pp. 265-274.
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the Theatrum mortis humanae tripartitum is composed
of three chapters, mutually associated by the idea of
transience and the inevitability of death. The first
part, entitled Sa/tus mortis, is followed by the Varia
genera mortis, featuring images of death of famous
and less famous people, and the Poenae dannatorum,
where infernal torments of the damned are depicted.
Valvasot’s verses,' in combination with suggestive
copperplate engravings executed by Andreas Trost
(1643-1708),> ate a unique literary-and-visual rze-
mento mori, and the chapter on various deaths also
presents, in an encyclopaedic spirit, the author’s
broad knowledge of picturesque death cases from
classical antiquity to his time.®

From the iconographic viewpoint the chapter
Varia genera mortis is interesting both as the writer’s
idea to confront the viewer with a variety of death
cases and as a source of investigation into the delib-
erations and stimuli that guided him in his selection
of motifs. The long-established tradition of moral-
didactic literature strung images of death fates in
the spirit of the medieval ars moriendi in order to
illustrate exemplary and unworthy deaths, the ones
that led to redemption and the others that resulted in
eternal damnation. Instead, Valvasot’s book conveys
a peculiar gallery of images of dying, which follow a

In composing Latin verses Valvasor was helped by Pavel
Ritter Vitezovi¢ (1652—-1713), a Croatian poet, linguist and
historian of an all-round education. As a long-time friend
of Valvasor, Vitezovi¢ lived for some time at Wagensperg
Castle, participated in the creation of the Theatrun, shared
in numerous interests of his friend, and to a minor degree
he was even active as an occasional engraver of individual
graphic prints.

> Andreas (Andrej) Trost (c. 1643-1708), the leading copperpla-
te engraver in Carniola in the last quarter of the 17® century,
was head of Valvasor’s printmaking workshop all from its
inauguration in 1678 until 1688 and participated in all graphic
ventures of Valvasor. See: LISAC, L. A. — REISP, B.: Trost,
Andrej. In: Slovenski biografski leksikon 4. Ljubljana 1971, pp.
186-187; available also at: http://www.slovenska-biografija.
si/oseba/sbi724835/.

The images of death, consisting of a versified description
of the death case and an accompanying graphic illustration,
appear in the following order: Poet Aeschylus, Queen Cleo-
patra, Arius of Alexandria, Wedding Guests, Tyrant Proco-
pius, Prince’s Concubine, Regulus Atilius, Polydamas, Seneca,
Dirce, Porcia, Reapers, Jakob Vojni¢, Bishop Hatto, Vestal
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more complicated pattern. It is not easy to identify
the criteria the author used in his conception of
this chapter: the selection includes famous histori-
cal personages, a few legendary figures, but also the
so-called common man and completely anonymous
figures. The protagonists belong to different classes
and various cultural-historical backgrounds: we can
see sovereigns and princes, poets and philosophers,
peasants and soldiers, virtuous men and villains from
classical antiquity to Valvasor’s day. They come from
everywhere: from ancient Greece and Rome, from
Egypt, Byzantium and the Kingdom of the Franks,
from Sicily, from the German lands, and also from
the nearby Hungary, Slavonia and Dalmatia. There
are old men among them, men of mature age,
women in the flower of their youth, teenagers and
even children, and their deaths are so varied and ex-
traordinary that the entirety gives an impression of a
“curious collection of curious deaths”, as was noted
by art historian Emilijan Ceve, who has been the only
one to give an outline of the contents and a brief
commentary on the chapter Varia genera mortis.”

It seems quite unbelievable that the thirty-five
images of death, originally designed by the Slovenian
draughtsman Johann Koch (c. 1650~1715),* have been
almost completely ignored by native as well as foreign

Oppia, Soothsayer Amfiaraos, Dragon, Perilaus, Maxentius,
Metius, Teuthebert, Agazo, Basilius, Maiden of Okucani,
Asclepiades, Death in Hides, Democles, Jordanus, Servius,
Cyrsilus, Youth of Senj, Captain, Death in Raisin, Death on
the Gallows, Death by impalement.

Cevc’s description of the chapter in his afterword to the
modern edition of Valvasot’s Theatrun: mortis humanae tripar-
titum and a few shorter comments are the only attempts at
an interpretation of the content, which, however, do not go
beyond mere enumeration of the presented death cases and
a short conclusion. Cevc says that the concept of the chapter
Varia genera mortis does not contain the idea of ars moriend, as
it would be reasonable to expect, but instead Valvasor “lists
an encyclopaedic catalogue of a variety of modes of death”.
See: CEVC, E.: Ob Valvasorjevem Prizoriscu ¢loveske smrti.
In: VALVASOR 1969, (see in note 1), pp. 279-319.

Drawings by Koch for the second and third parts of the Scezes
of Human Deat)) are owned by the Metropolitan Library of the
Archdiocese of Zagreb, but are now housed in the Croatian
State Archives, Zagreb. They are bound into a booklet with
the shelf mark MR 11948; the verso of the frontispiece bears
an inscription by Valvasor’s hand: “Delineationes Joannis



scholars. The cause might lie in the commonly shared
belief that the iconography of the copperplate en-
gravings is relatively straightforward and easy enough
to read. At the same time their literary sources appear
to be well-known, since Valvasor himself names his-
tory books on which he drew for the subject matter,
so there seems to be no special reason to waste time
on this issue.” Because Valvasor had the majority of
the cited books in his own library at Wagensperg
Castle, the problem of written sources for the chap-
ter [arious Modes of Death has not been questioned
by scholars. Nor have questions been raised about
the authot’s motives for such a collection of popular
and less popular death cases, about the criteria of his
choice, about the iconographic context, and about the
relations to European literary tradition.

Literary context of the Theatrum mortis
bumanae tripartitum and Valvasor’s sources
for the Varia genera mortis

The assumption that the original sources Valvasor
employed in his choice of the subject matter in the
Varions Modes of Death are entirely familiar proves to

Koch pictoris Rudlophswerti in Carniolia”. Among recent
papers on Johann Koch, with earlier literature, see: CER-
KOVNIK, G.: Med dokumentom in umetnino: bakrorezne
ilustracije v Slavi vojvodine Kranjske. In: WEISS, J. (ed.),
Studia Valvasoriana, 1jubljana 2014, pp. 309-353.

? With scientific approach, Valvasor adds his soutce to each
description of a death case. Only when he relates a story
from oral tradition, e.g. the Death of Jakob 1 gjni¢ or the Death
of a Youth of Senj, which he most likely heard from his friend
Pavel Ritter Vitezovi¢, he only reports on the location of the
event: “in Croatia” or “in Dalmatia”. He does likewise in the
cases when he writes about widely known modes of capital
punishment, thus in the stories Death on the Gallows, in which
he adds “in Europe”, or Death by Inmpalement, in which he adds
“in Hungary and Croatia”.

Similar inconsequences regarding the citation of the sources
appear also in his most famous work Dize Elhre dess Hertzogthums
Crain (1689). See: JAVOR BRISKI, M.: Pogled 7 razli¢nih
perspektiv — podoba mest v Valvasorjevi Slavi vojvodine
Kranjske, Ars & Humanitas, 6, No 2, 2012, p. 154.

In his study, Cevc lists sources which, as he believes, were
used by Valvasor, but in fact it is only a list of sources that
Valvasor himself cites, therefore it is misleading. CEVC 1969
(see in note 7), pp. 272-273.

be erroneous. The list of works the author names
as his sources reveals that his statements are often
mistaken, that the books to which he refers do not
contain the quoted episodes or that these can be
found at places which differ from his information."
Therefore, it is necessary to raise a question of pri-
mary sources actually used by Valvasor.'' An analysis
shows that he did not always read original works to
which he refers, but he often took his stories from
secondary sources, generally from the book Histor-
ische Chronik by Johann Ludwig Gottfried (1584-
1633)"* and the encyclopaedic work Officina by the
French Renaissance humanist Jean Tixier de Ravisi
(latinizied Joannes Ravisius Textor, c. 1470-1542)."
The type of mistakes Valvasor makes when citing
works shows that he often took the story from one
of the above-mentioned books, whereas he indicates
as his source the work referred to by the German
or the French author in their writing, The mistakes
occurred because Valvasor copied the sources from
wrong places in Gottftried’s and Textor’s works.'
However, the finding that Valvasor cited clas-
sics from secondary sources, thus creating an im-
pression that he was well familiar with the works

2 Gottftied, J. L.: Historische Chronica oder Beschreibung der Fiir-
nembsten Geschichte, so sich von Anfang der Welt bis auff das Jabr
Christi 1619 zugetragen (Frankfurt am Main, 1629-1634).
The book was very popular and several revised editions are
available. Valvasor owned the Frankfurt edition published in
1674: Joh. Ludov. Gottfridi Historische Chronica, oder Beschreibung
der Fiirnembsten Geschichten/ so sich von Anfang der Welt/ bif§ anff
das Jabr Christi 1619. zugetragen: Nach AufStheilung der vier Mon-
archien/ und beygefiigter Jabr-Rechnung/ anffs fleissigste in Ordnung
gebracht] vermehret/ und in acht Theil abgetheilet. Mit viel schinen
Contrafaicturen/ und Geschichtmessigen Kupfferstiickhen .. .] geziert/
an tag gegeben/ unnd 1 erlegt/ Durch Weiland Matthaenm Merianum.
Digitalized and available at: http://digital.ub.uni-duesseldotf.
de/content/titleinfo/1306495.

3 Io. Rauisii Textoris ninernensis Officina, partim bistoricis, partin
poeticis referta disciplinis, Basel 1503. Paris edition of 1532 is
digitalized and available at: http://digital.ub.uni-duesseldotf.
de/urn/urn:nbn:de:hbz:061:1-9258. Valvasor refers to the
edition revised and complemented by Johann Jakob Grasser:
Joh. Ravisii Textoris Nivernensis poetae celeberrimi. Officina sive
Theatrum Historicum et Poeticum (Basel 1663). Digitalized and
available at: http://reader.digitale-sammlungen.de/de/fs1/
object/display/bsb10765584_00005.html.

" Tt is indicative that Valvasor cites Gottfried’s chronicle as his
source only thrice and Textor’s encyclopaedia only twice.

51



by classical authors, is not of central importance.
Far more significant for the understanding of the
iconography of Varia genera mortis is the new per-
spective: the chapter on various modes of death is
not an isolated case as regards the iconographical
aspect —a “curious collection of curious deaths” —,
a case that could not be placed in a well-established
iconographical context. Valvasor’s presentation of
uncommon human fates in the Theatrum is directly
related to the literary genre of moral-didactic lit-
erature of curious, picturesque, edifying and witty
stories that are demonstrated to the reader as if on
the stage. This type of collections, which are often
of an encyclopaedic character, became a highly
popular literary genre in the seventeenth century,
the so-called “theatre” (Latin: Theatrum, German:
Schau-Biihne ot Schau-Platz, French: Théatre), and they
served as examples (exempla) of conduct which may
be either exemplary, and hence worth imitating, or
disgraceful, thus serving as a warning.'> Valvasor is
a part of the above-mentioned European literary
context both in the sense of modelling his work
on the existing sources and in his content-related
scheme. He devised the Theatrum mortis humanae
tripartitum as a stage on which a show is unfolding
in three parts: if the leading theme of the first part
(Saltus mortis) is the inevitability of death irrespective
of the position, class, riches or age, and the lesson of
the third part (Poenae dammnatorum) is that the sinners
will suffer torments in hell after death, in proportion
to their sins, then in the second part, in which the
author presents different modes of death, the two
ideas are intertwined. Death awaits the great and the
average, the wise and the unwise, the good and the
bad. The king and the emperor will die as well as a
simple reaper or a maidservant, neither a philosopher
nor a prophet will escape it, heroes and benefactors
equally fall prey to it as do villains, brigands, thieves
or murderers. In numerous examples of death fates
the idea of a just punishment can be recognized,

5 The image of the wotld as a kind of theatre was a popular
topos in literature of the early modern period, and the me-
taphor of the theatre is used in a variety of ways. One of
these is a special type of literary or pseudo-literary works of
moral-didactic character, to which also Valvasot’s Theatrum
mortis humanae belongs. Identical titles are even more frequ-
ent in various encyclopaedic works and compilations. The
two gentes are often closely intertwined. See among others:
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which in the Christian tradition of moral “exempla”
illustrates the equivalence between the sin and the
punishment. Dirce (Theatrum mortis, 140—141), for
example, who demanded that the innocent Antiope
be tied to a wild bull’s horns, meets her end in the
same way; an evil princess who had the children of
her rival killed, is buried alive along with them; the
hard-hearted bishop Hatto'® (Theatrum mortis, 148-
149), who compared the cries of the dying poor to
mouse squeaking, is devoured alive by mice; Perilaus
(Theatrum mortis, 156-157), who invented the Brazen
Bull as a torture contraption, becomes the first victim
of his invention. As mentioned before, in the second
chapter of the Theatrum the leading ideas of the first
and the third chapters — namely the inevitability of
death and a just punishment for our sins — coexist.
In addition they are marked by an interesting en-
cyclopaedic note, typical of the intellectual climate
of the early modern period, and influenced by the
literary genre of moralistic horror stories which can
be regarded as a sort of predecessor of the Gothic
novel and crime stories. The encyclopaedic character
is evident in the basic structure of the chapter: a
balanced series of different death cases presented
tersely in eight-line epigrams and complemented
by instructive illustrations. Valvasor had a number
of models available for presenting the deaths of
historical personages, but his principal source was
the set of death cases in the above-mentioned Of
Jicina by Ravisius Textor in the revised edition by
the German polymath Johann Jakob Grasser (1579-
1627), published in Basel in 1617. The book is, in
the proper sense of the word, an encyclopaedia of
famous death cases: in the first part the author, with
a genuine interest in the most varied ways of dying,
presents systematically a wide range of celebrities
and the stories of their death. The content is neatly
arranged into chapters, sub-chapters and groups:
first suicides and murderers, then others who died
in various ways. Death cases are grouped with regard

FRIEDRICH, M.: Das Buch als Theatet. Uberlegungen zZu
Signifikanz und Dimensionen der Theatrum-Metapher als
frihneuzeitlicher Buchtitel. In: STAMMEN, T. — WEBER,
W. E. . (eds.): Wissenssicherung, Wissensordnung und Wissensver-
arbeitung. Das europdische Modell der Enzyklopddien. Berlin 2004,
pp. 205-232.

16 Usually identified with Hatto II, the Archbishop of Mainz.



to their sort, mode, place, special circumstances, etc.
In this way sensibly rounded off groups are formed
of those who were drowned; those who were killed
by different animals (with sub-chapters according to
the animal species that was fatal for them); those who
met their death in fire, or froze to death, or died of
different diseases (precisely arranged as to the type
of disease); those who died of thirst and starvation,
of poison, of different ways of torture (again with
several sub-chapters), and so on. In short: an excel-
lent reference book for anyone who is interested
in all sorts of death cases from classical antiquity
to the 16™ century, clearly classified and described
succinctly; and in the majority of examples sources
are carefully provided. The bulk of death cases — as
many as twenty-one out of thirty-five — presented
by Valvasor can be found in this attractive collection,
but, as has already been noted, the author of the
Theatrum cites it only twice."”

Valvasor’s wish for a picturesque, dramatic
character of the book and for inclusion of par-
ticularly strange and horrifying death cases is more
than evident in the selection of the subject matter.
Moreover, an expressly moralizing note is constantly
present, which is here and there enlivened by a witty
flirtation with the reader. In this aspect Valvasor
relies on the genre of edifying stories about strange,
generally more or less horrifying death cases which
combine literary elements of the tragic, the morbid
and the grotesque, with the intention to conjure up,
so to speak, documentary immediacy and genuine-
ness, since in their introductory words the authors

17 Valvasor quotes Textor’s work as his source for the chapters
on Procopius and Democles (T.M., 174 and 130).

8 1. Amphithéatre sanglant, oit sont représentées plusieurs actions
tragiques de notre temps par J. P. Camus, Evesque de Belley,
Patis 1630. Digitalized and available at: http://gallica.bnf.
fr/ark: /12148 /bpt6k729847.

19" Les Spectacles d’horrenr; ot se deconvrent plusienrs tragiques effets de
notre siécle par Jean-Pierre Camus, Paris 1630.

% For the theme of Camus’s stories about murders, tragic death
cases and their function see: PECH, Th.: Conter le Crinse. Droit
et littérature sous la Contre-Réforme: Les histories tragiques (1559-
1644). Paris 2000; SHOEMAKER, P:: Violence and Piety in
Jean-Pierre Camus’s ‘histoires tragiques,” The French Review,
vol. 79, No. 3, 2000, pp. 549-60.

usually emphasize that true events are presented or
even that the stories draw on documented crimes,
court reports and eyewitnesses’ testimony. The col-
lections I.>Amphithedtre sanglant™® and Les Spectacles
d’ horrenr”® by Jean Pierre Camus (1584-1652), the
French author, theologian and bishop of Belley,
are perhaps the best known and most influential
examples of this type of narratives.” In his address
to the reader, Camus defines his stories as edifying
and illustrative examples (exempla) of how sin and
crime are punished and how such deeds have to be
avoided and the path of virtue has to be followed.”!
He also encourages the readers not to be frightened
by the horrors described but to face them bravely,
because they will find a lot of interesting and edifying
issues. Camus, like Valvasor later on, metaphorically
regards his work as a reflection of the world in which
we live. In his address to the reader, the author of
the Theatrum says that life is like a stage “... on which
a great number of various dances are danced and various
comedies and tragedies are played’ and that his work
tries to imitate this reality. The bishop of Belley
explains to the reader the title of his book in the
same way and says that the world in which we live
is like a bloody amphitheatre where horrible things
happen every day.”

Camus’s book was very popular and was reprinted
several times, and its influence was remarkably far-
reaching. Of cardinal importance for the German
cultural space was the work Der Grosse Schauplatz
Jamerlicher Mordgeschichte by Nuremberg poet and
translator Georg Philipp Harsdorffer (1607-1658).

L Amphithedtre sanglant, 1’autheur au lecteut, fols. 3r—4v.
For the moral-didactic aspect of presentation of violence
in Camus’s stories see: VERNET, M.: Jean-Pierre Camus:
Priere pour demander a dieu le bon usage de la violence. In:
DEBAISIEUX, M. — VERDIER, G. (eds.): VViolence et fiction
Jusqu’a la Révolution: Travaux: du 1Xe collogue international de la
Société d’Analyse de la Topigue Romanesque Milwaukee - Madison,
septembre 1995). Tibingen 1998, pp. 89-98.

2 Theatrum mortis humanae tripartitum, An den Leser, fol. 9v.
B “Le monde est le Sanglant Amphitheatre de semblables actions qui

arrinent tous les tonrs denant nos yeux. .. » L. Amphithédtre sanglant,
Lfautheur au lecteut, fol. 3v.
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His book is divided into eight parts in which two
hundred different stories are presented.* The first
and the second parts consist of freely translated,
summarized or reworked stories from Camus’s
collection L’Amphithedtre sanglant, with the addi-
tion of several new ones, brought together from
a variety of sources — partly from other books by
the French bishop and partly from books by other
authors, particularly those by the French humanist
and theologian Simon Goluart.” In his introduc-
tion, Harsdorffer repeats Camus’s metaphor of the
amphitheatre and expressly says that the respectable
French author wrote his stories with the purpose that
people could recognize evil and different vices and
would turn away from them. This, he continues, is
his purpose, too.* Like the French author, he himself
believes that examples of the punishment of crime
affect humans more profoundly than the preaching
of virtues, therefore they are a more successful in-
strument of instruction. Even more markedly than
in Camus, a note of curiosity, search for special,
strange, rare events, worthy of interest and wonder,
is expressed in Harsdorffer, as can also be traced in

2 Der Grosse Schauplatz;, Jamerlicher Mordgeschichte, Bestehend in CC.
tranrigen Begebenbeiten mit vielen merkwiirdigen Erzeblungen nen
tiblichen Gedichten Lebrreichen Spriichen scharffsinnigen artigen Schert-
fragen und Antworten [ ete. Verdolmetscht und mit einem Bericht von
den Sinnbildern wie anch bundert Excempeln derselben als einer nenen
Zungabe anf§ den beriibmsten Autoribus, Hamburg 1678. (The book
was first published in Hamburg in 1649/50.) Valvasor owned
a copy of the Nauman edition Grosse Schauplatz Jammerlicher
Mordgeschichte, which was published in 1678 in Hamburg,

» For the soutces that served Harsdorffer for his stories (apart

from the above-mentioned Camus’s works) see: ECSEDY,

J. M.: Thesen zum Zusammenhang von Quellenverwertung

und Kompilationsstrategie in Georg Philipp Harsdorffers

Schau-Plitzen. In: KEPPLER-TASAKI, S. - KOCHER, U.

(eds.): Georg Philipp Harsdirffers Universalitat. Beitriige zu einem

uomo universale des Barock. Berlin 2011, pp. 115-146.

20
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Der Grosse Schanplatz, Jamerlicher Mordgeschichte, Nothwendige
Vorrede an den Neugierigen Leser, 6—13. The moral-di-
dactic aspect is even more clearly expressed in Harsdorffer
than in Camus. For the didactic note in Harsdorffer’s work
see: GEMERT, G. van: Geschichte und Geschichten. Zum
didaktischen Moment in Harsdorffers ,,Schauplitzen®. In:
BATTAFARANGO, 1. M. (ed.): Georg Philipp Harsdorffer. Ein
dentscher Dichter und europdischer Gelebrter. Bern 1991 (et alia),
pp. 313-331; MANNS, S., Die wahre und merckwuerdige Ge-
schichte lehret.* Zum Erzihlen in Georg Philipp Harsdorffers
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Valvasor, who was well acquainted with the lattet’s
book Der Grosse Schauplatz, Jamerlicher Mordgeschichte.
It is worth noting that Valvasor’s friend and associ-
ate Erasmus Francisci (1627-1694) also relied on
Harsdorffer for the subject matter of his work Die
Iustige Schau-Biihne von allerband Curiosititen, which is
otherwise conceived in a different, more jovial and
light-hearted style. A copy of Francisci’s book, which
was first published in Nuremberg in 1663, was also
included in Valvasor’s library. The same tradition was
followed by Eberhard Werner Happel (1647-1690)
in his work Kern-Chronica der merckwnrdigsten Welt- und
Wunder-Geschichte,”” which Valvasor found so interest-
ing that he bought a copy at the time when he was
already on the verge of bankruptcy. This type of
books can also be regarded as a literary counterpart
of the collections of rare, unusual, precious and
frequently bizarre objects, the so-called cabinets of
curiosities,” which were fashionable among aristo-
cratic collectors already in the Renaissance, whereas
in Valvasor’s time their number was rapidly increas-
ing, since also intellectuals of bourgeois origin would

afford them.”

Schan-Plitzen. In: KEPPLER-TASAKI — KOCHER 2011,
(seein note 25), pp. 147-165. For Harsdorffer as a forerunner
of the genre of crime stories see: SIEBENPFEIFFER, H.:
Narratio criminis — Georg Philipp Harsdorffers Der Grosse
Schan-Platz jaemmerlicher Mord-Geschichre und die frithneuzeitli-
che Kriminalliteratur. In: JAKOB, H. J. - KORTE, H. (eds.):
Harsdirffer-Studien. Mit einer Bibliografie der Forschungsliteratur von
1847 bis 2005. Frankfurt am Main 2000, pp. 157-176; DANE,
G.: »Zeter und Mordio«. Vergewaltigung in Literatur und
Recht. Géttingen 2005, pp. 175-179.

7 Kern-Chronica der merckwiirdigsten Welt- und Wunder-Geschichte; mit
beygefiigten nithigen Registern und Anweisungen; zusammen getragen
von Everhardo Guernero Happelio. Hamburg 1690.

2
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German scholarly literature uses the technical term “Text-
-Kunstkammer” for books that are devised as a succession of
curiosities. See among others: SCHOCK, E.: Die Texct-Kunsthkarn:-
meer. Populire Wissenssammulungen des Barock am Beispiel der ,,Relationes
Curiosae” von E. W. Happel. Koln — Weimar — Wien 2011,

# In the German cultural milieu the term Wunderkammer ot
Kunstammer (French: cabinet de curiosités) has come to be used
for this type of collections; they contained a variety of items,
from antiques and works of art to mechanical devices and
instruments, rare minerals, plants, exotic animals (patticulatly
“monsters” or their bodily parts), fossils, conch shells, etc.
Of recent works dealing with this field, with comprehensive
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Fig. 1(a and b): Jobann Weichard Valvasor, Theatrum mortis humanae tripartitum, 1682, The Deatl of Porcia, pp. 142-143.

Varia genera mortis and Valvasor’s
contribution to the iconography of Death
in the early modern period

In spite of being modelled on moralistic works
of the Schan-Biibne type, Valvasor’s Theatrum mortis
humanae tripartitum is by no means an imitation of
any of the existing books. It introduces several
novelties and is also an original contribution to the
iconography of Death in the early modern period.
The principal difference in comparison with earlier
models is evident in the very structure: in the The-

bibliography, see: BESSLER, G.: Wanderkanmern— Weltmodelle
von der Renaissance bis zur Kunst der Gegenwart. Berlin 2012.

¥ Except for the introductory pages with dedications and
address to the reader, the entire book is bilingual: the verses
are written in Latin and German in all three parts of the
book.

atrum, the content is succinctly conveyed in Latin and
German verses™ which are printed on the verso of
the folio, and on the adjacent page, i.e. the recto of
the next folio, a graphic illustration is added which
is furnished with a short biblical saying (likewise in
Latin and German). With the juxtaposition of text
and illustration and with the combination of verses,
a short saying and an image, the Theatrum apparently
comes close to emblem books. The catalogue entries
and descriptions in libraries actually often define
it as an emblem book or a book of emblematic
character.” However, it is by no means a book of

! Thus, for example, in the desctiption by Susanna Warda
which accompanies the digitalized book in the Herzog Au-
gust Bibliothek in Wolfenbiittel, where the book is classified
into the category “Emblematica”. It is equally classified in
the library of the University of Illinois, where it is placed
in the group “Emblem books at the University of Illinois”,
and also in some other libraries. When the Theatrum mortis

55



Bnferfchicdliche Tobts Gattung, 195

Patientia autem vobis neceffariaeft , ut voluntatem Dei
facientes reportetis promiffionem. i
Hebr. cap. 10.

©edult aber ife euch vonndbeen / auff daf ibr denr swillen
&Ottes thut / ond erlangee die Berheiffing,

Hebr. cap. 10,
JOR-

Fig. 2: Johann Koch, The Death of Democles, |. W. Valvasor, Theatrum
mortis bumanae tripartitum, 1682, p. 175.

emblems: the copperplate engravings are classical
illustrations which act as complements to verses in
the sense of instructive visual counterparts. At the
same time they try to underline visually the moral
message or enhance the dramatic aspect of the story.
In Valvasor’s book the images, furnished with short
sayings and epigrams, do not have an emblematic
character. After all, Valvasor himself, who was per-
fectly familiar with Baroque emblematics and kept
a greater number of emblem books in his library at
Wagensperg Castle, did not consider the Theatrum as
an emblem book. The impression that the engrav-
ings perform the function of emblem images arises
mainly from the above-mentioned structure of the

humanae is not directly classified as emblem book in libraries’
catalogues, it has at least the category of emblem among its
subject headings.
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book and the fact that figural compositions are very
simplified and straightforward (Fig. 1).

In terms of contents, the copperplate engravings
in the second chapter of the Theatrum mortis prove
that Koch, as a rule, read Valvasor’s verses very pre-
cisely and his visual complements are as tangible as
possible. A major discrepancy between the content of
the epigram and its illustration occurs only rarely, for
example in the depiction of the tragic story about a
maiden of Okucani, in which Koch replaces the cruel
master who tortures his maidservant with a female
tigure (Theatrum mortis, 169). The reasons may be only
guessed at, but it seems that by doing so, the artist
wanted to enhance the expressive power and dramatic
charge of the scene, since from the psychological
standpoint, an image of a heartless woman who tor-
tures a helpless girl produces an even more brutal and
inconceivable effect. If in the case of the maiden of
Okucani at least a potentially possible explanation can
be found for the illustrator’s deviation from the text,
no reasonable excuse can be found for the image of
the death of Democles (Theatrum mortis, 175). Valva-
sor tells the familiar story of the beautiful Athenian
youth who finds himself alone in a public bath with
Demetrius, king of Macedonia, who has courted him,
but Democles kept refusing his attentions. Cornered
in the room with no possibility of escape, Democles
chooses to jump in a hot water cauldron rather than
succumb to the king’s lust. For an unknown reason,
Koch sets the cauldron in an open plain, in front of
architectural background, and, instead of a youth, an
adult bearded man jumps into it (Fig 2).

Minor deviations or awkward solutions in terms
of content also occur in those cases in which Val-
vasor is not sufficiently precise in his description of
the circumstances of the event, and Koch, who did
not know the story and its historical or literary con-
text (and did not additionally consult the sources),
conjured up his own image of it. He thus presents
the death of Cleopatra (Theatrum mortis, 125) in an
open landscape setting, although she committed
suicide with the asp when she was in detention in her
palace.” Likewise, the death of Porcia, the daughter

32 Tt is also unusual that Koch depicts Cleopatra almost com-
pletely nude. Her bosom being bare in the moment of her
death is otherwise a traditional motif, related to the fact that
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Fig. 3: Jobann Koch, The Death of Vestal Oppia, |. W. Valvasor,
Theatrum mortis humanae tripartitum, 1682, p. 151.

of the notable Roman statesman Cato Uticensis, is
setin an open landscape, although the young woman,
who committed suicide by swallowing live coals, died
at home, by an open fireplace (Theatrum mortis, 143,
see fig. 1).> A similar slip can be observed in the im-
age of the suicide of Seneca (Theatrum mortis, 139).
Koch sets the scene with the philosopher, who cut
his veins in a bath of hot water, in the open air, in

she supposedly put the snake on her breast and to the idea
of the privacy of the event. Koch’s queen, almost completely
nude, holding a snake in her hand and standing outdoors in
full view, is an iconographic novum without any proper con-
tent-related justification.
» According to historical soutces, Porcia swallowed live coals
from her home fireplace after her friends had prevented her
from committing suicide with a sword and then kept watch
lest some dangerous gadget might come into her hands to
enable her suicide. The story is told by Valerius Maximus
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Fig. 4: Johann Koch, The Death of Agazo, |. W. Valvasor, Theatrum
mortis humanae tripartitum, 1682, p. 165.

front of architectural scenery of classical appearance,
and also includes Emperor Nero, who witnesses
Seneca’s death with his retinue. As regards historical
accuracy the illustration is entirely false, because the
philosopher committed suicide at home, in a close
circle of his nearest friends and family.** Bishop Ar-
tus (Theatrum mortis, 127), who died of dysentery in
the very heart of Constantinople, not far away from

(Facta et dicta memorabilia, IV, 5, 6) and Martial (Epigramata, 1,
42) among others. It is also mentioned by Plutarch in his Iife
of Brutus (Bioi parilleloi [at. Vitae parallelae], Marcus Brutus,
53), but he doubts it is true. Valvasor refers to Plutarch and
Martial but does not cite the source in the former case, and
in the latter case he erroneously notes that the story is found
in Martial’s letters.

* Valvasor quotes as his source The Twelve Caesars by Suetonius
(De Vita XII Caesarum, Nero, 35).
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the Forum of Constantine, is set in a landscape with
a few trees and a minor architectural scenery in the
distance.” In his presentation of the death of the
Vestal Oppia (Theatrum mortis, 151), who was buried
alive, Koch believed, contrary to historical facts, that
she was butied up to her neck.” Only her head is
seen above the ground, similar to the head of the
infamous army leader Agazo (Theatrum mortis, 165),
whom Croatian soldiers captured and buried up to
his neck, thereupon crashing his head with cannon-
balls, as Valvasor’s account tells us. Koch inventively
presented the scene as a grotesque bowling game
(Figs. 3 and 4). Yet another example is the death of
Emperor Maxentius (Theatrum mortis, 159). Koch
depicted it by placing the emperor as a horseman
on a stone bridge which collapses under the weight.
Since Valvasor does not specifically mention that the
emergency bridge across the Tiber was composed
of boats, thus having being a pontoon bridge, the
draughtsman reasonably depicts a common masonry
bridge which collapses — somewhat illogically —under
the weight of a single horseman.”’

In a way, Koch’s “errors” are welcome for the
understanding of the genesis of the illustrations:

% The modest architecture in the background can by no means
be understood as an allusion to Constantinople which is not
mentioned in Valvasor’s Latin verses at all, whereas it is only
indicated as a “big city” in the German verses.

% Valvasor does not tell how Oppia was butied, therefore Koch’s
interpretation is pure fantasy — the Vestal is buried up to her
neck, with only her head above the ground. Such a mode of
punishing Vestals was unknown in Rome. What exactly was
the punishment for the Vestals who broke their covenant of
virginity is in detail described by Plutarch in his Paralle/ Iives
(Numa Pomphilius, 10, 4-6). If a priestess of Vesta was found
guilty, she was buried alive in an underground cell with some
food and water in it, which masked the fact that a consecrated
person was executed.

7 The emergency bridge composed of boats is reported by

several Roman writers. Valvasor quotes as his source the

biography of Emperor Constantine in the book De Caesaribus
by Sextus Aurelius Victor and Epitome de Caesaribus, which is
no longer attributed to Victor today. Of the eatly authors,

Lactantius (De mortibus persecutorum, 44) and Eusebius of

Caesarea (Historia Ecclesiastica, 1X, 9 in 177ta Constantini, XXV11;

XXXVII) also report on Maxentius’s death.

% The Valvasor Print Collection, housed in the department
of the Metropolitan Library at the Croatian State Archives,
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they call attention to the fact that the drawings that
served as models for the engravings were indeed
original inventions and did not copy some already
existing visual presentations of historical motifs,
which the artist could have found in Valvasor’s sub-
stantial print collection or in illustrated books in his
library.”® This becomes very clear if the engravings of
the Theatrum are compared to illustrations that were
designed by Mathdus Merian the Elder (1593-1650)
tor Gottfried’s Historical Chronicle. Let us take the
engraving featuring a dragon (Theatrum mortis, 155)
as an example: in his concept of the design, Koch
follows Valvasor’s verses which say that a dragon
that lived in the Bagradas River in Tunisia devoured
several soldiers who were trying to quench their thirst
on its banks. A wider context — the mention that the
soldiers, under the command of an unnamed king,
were besieging a city and had set up their camp by
the river where the dragon lived — is left out by the
draughtsman. The motif of the army’s encounter
with the dragon, in which the beast is destroyed after
all, is not included either. The illustration is focused
on the dramatic moment when the dragon attacks the
soldiers, but the river where the beast has supposedly

Zagreb, numbers 6690 prints and 931 drawings and water-
colours, which Valvasor grouped into eighteen volumes.
Volume IV was missing already in 1815, in the era of bishop
Maksimilijan Vrhovec, thus seventeen volumes survive today.
The entire Valvasor Print Collection is available in a facsimile
edition: GOSTISA, L. (ed.): Iconotheca Valvasoriana 1-18.
Ljubljana 2004 — 2008. The prints in Valvasor’s collection
and the question of their influence on the artists of the po-
lymath’s circle were most extensively studied by the Croatian
art historians Stella Ubel, Renata Gotthardi-Skiljan and Mirna
Abaffy. The recentmost contribution to this field, with earlier
literature: PELC, M.: Theatrum humanum. Llustrirant letci i grafikea
17. stoljeca kao realo vremena. Primjeri iz V alvasorove grafiike birke
Nadbiskupije zagrebacke. Zagreb 2013. Also Valvasor’s library is
now owned by the Metropolitan Library of the Archdiocese
of Zagreb and is housed in the Croatian State Archives,
Zagreb. A catalogue of books in the Valvasor Library is
available in a modern edition: KUKOLJA, B. — MAGIC, V.
(eds.): Bibliotheca Valvasoriana, katalog knjignice Janeza Vajkarda
Valvasorja. Ljubljana — Zagreb 1995. For the Valvasor Library
see also: MAGIC, V:: Die Bibliothek Valvasors. In: FUSSEL,
S. (ed.): Gutenberg Jabrbuch, 72. Mainz 1997, pp. 331-341. For
the minor part of Valvasor’ library (about 100 books) which
was not sold to Zagreb but kept by the original owner until
his death, see: POTOCNIK, M.: Valvasorjeva navezanost na
nekatere svoje knjige ob koncu Zivljenja. In: Zgodovinski lasopis,
67, No. 1/2, 2013, pp. 28-58.
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Fig. 5: Jobann Koch, The Dragon, |. W. Valvasor, Theatrum mortis
humanae tripartitum, 1682, p. 159.

been hiding is not shown. In accord with tradition,
the dragon is depicted as a huge, lizard-like monster
with webbed wings, in the moment of his attack on
one of the soldiers (Figs. 5 and 6).

In the corresponding illustration in the Historical
Chronicle (111, 204), Merian decides to combine the
motif of the dragon attacking the soldiers with the
manocuvre of the army forcefully falling upon the
beast. His decision is reasonable within the con-
text of the story which Gottfried recounts much
more precisely than Valvasor. He explains that the
attacked soldiers belonged to the Roman troops
under the command of Consul Atilius Regulus. His
army clashed with an enormous beast and shot at
it even from catapults. By combining the two epi-
sodes Merian intensifies suspense and adds a rich

* The Sicilian nobleman Jordanus, a lover of Empress Con-
stance of Sicily, wife of Henry VI, Holy Roman Emperor,

Fig. 6: Mathéns Merian the Elder, Roman army fights the dragon, . L.
Gottfried, Historische Chronica, 1674, p. 204.

scenographical context to the clash. Even though the
two approaches and their final results differ greatly,
it is interesting that Koch’s dragon fairly resembles
Merian’s both in its appearance and posture. In view
of the fact that Valvasor kept a copy of Gottfried’s
chronicle with Merian’s engravings in his library, a
question arises: Could it be possible that Koch was
not familiar with Merian’s illustrations? Or did he
deliberately decide on simpler compositions, better
suited to the Theatrum? Judging from the character
of Koch’s work it seems more likely that he inten-
tionally decided on a different approach and created
illustrations on the likeness to emblems, adapted to
a new function and context.

However, this does not exclude the fact that, in
preparing drawings for copperplate engravings for
the Theatrum, Koch occasionally modelled them on
certain preceding examples, but such cases are rare.
It should be pointed out that, as a rule, the artist
only adopted the basic composition, or just part
of it, and applied it to a new iconographic context.
The most instructive case seems to be the Death of
Jordanus (Theatrum mortis, 177), who was forced to sit
on a heated throne and was crowned with a red-hot
iron crown.” (Fig. 7) Koch’s compositional scheme
and the modelling of figures obviously imitate the

tried to tise to power with the help of his mistress. His plans
wete uncovered in time and his punishment was intended to
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Fig. 7: Jobann Koch, The Death of Jordanus, |. W. Valvasor, Theatrum
mortis humanae tripartitum, 1682, p. 177.

tamous painting Christ Crowned with Thorns by Titian
(c. 1543, Louvre). The motif was copied several
times and disseminated throughout Europe by means
of reproductive prints made after Titian’s original
— thus Koch evidently had a chance to see a copy
of these prints.”

Valvasot’s Theatrum also contains a few icono-
graphic novelties, namely some newly added death
cases which cannot be found in earlier records and
are thus a literary and iconographic novum in the full
meaning of the word. Their choice and manner of
presentation particularly clearly demonstrate the

be a lesson to other aspirants: he was put on a heated throne
and crowned with a red-hot iron crown. Valvasor cites as his
source the Chronica Slavorum by Arnold of Libeck, a copy of
which he had in his library, but the story can also be found
in Gottfried’s Chronicle (V1, 560-561), where an illustration is
also added.
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Fig. 8: Johann Koch, The Death of a Youth of Senj, J. W. Valvasor,
Theatrum mortis humanae tripartitum, 1682, p. 183.

author’s concept of the [aria genera mortis, which
combines horror and eccentricity, documentary ac-
counts and exoticism, edification and moralizing, all
of these spiced up with a dash of humour. Each of
the three original stoties — The Death of a Youth of Senj
(Theatrum mortis, 182-183), The Death of Jakob 1 ojni¢
(Theatrum mortis, 146-147) and The Death of a Maiden
of Okucani (Theatrum mortis, 168-169) —is exceptional
in its own way, all of them have a local flavour (they
took place in the near vicinity, in Croatia) and they
were also topical in terms of temporal proximity,
since they had happened not long before.

% For the echoes of Titian’s composition, which was dissemina-
ted by reproductive prints, see: TOMIC, R.: Slikarska djela u
Dalmaciji nastala prema grafickim predloscima. In: PELC, M.
(ed.): Klovidev bornik. Mingjatnra — crieg — grafika 1450. — 1700.
Zbornik radova sa gnanstvenoga skupa povodom petstote obljetnice
rodenja Jurja Julija Klovida, Zagreb 2001, pp. 161-169.



The Death of a Youth of Senj combines typical
components of its genre: oddity and rarity, horror
and tragedy, and addition of mythical admixture.”
(Fig. 8) The event is extremely weird, implying that
a giant snake killed a young man in a garden near the
town of Senj: he marched out of the town only “Zwo
times two hundred steps”, and an “extraordinarily large”
snake “seized” him, that is to say, it wrapped several
coils around him, as is typical of boa constrictors
and pythons which kill their prey by constriction.
Although giant snakes are not venomous, Valvasor
says that it bit the youth several times “with its venom-
ous fang’ and adds that it killed him with its breath.
Thus the author combines two facts from natural
science which are completely incompatible and
enlivens this with his comment that the snake had
two tails. Furthermore, he adds a fairy-tale dimen-
sion because he compares the snake to the mythical
basilisk, which can kill with its deadly breath. Doing
so, he deliberately enhances the horror of the event,
which is even more terrifying because Valvasor leaves
no place for doubt about its truth and even locates
it in a familiar setting. Even more: the death did not
occur in a faraway country or in a wild forest of a
closer-lying land, but in a garden on the fringe of
Senj, the well-known and relatively nearby town. So,
it can happen to us too — this point effectively helps
the reader to experience the young man’s death as
a thrilling and horrifying event. Valvasor moreover
adds a tragic motif of the mother who finds her
dead son, by which he skilfully plays on the emo-
tions of the readers and further brings this unusual
death case closer to them. Unlike other stories, this
one contains no directly articulated moralistic note;
nevertheless, it teaches us a lesson that death can
come at any time and at any place, in the prime of
life, in a pleasant and apparently safe environment,
where it is least expected.

N wSegniaci exierat puer hospitis unus ad hortum,

Vixe quadringentis passibus urbe procul;
Prendit eum subito praegrandi corpore serpens,
Qui fuit & candas visus habere duas,
His veluti binis miserum implicat undigue spiris,
Atque venenato dente, halitugne necat,
Deinde sunm reperit genitrix maestissima natunm,
Tot tamen ex nmonstri morsibus exaninen.«
(Theatrum mortis, p. 182.)
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Fig. 9: Jobann Koch, The Death of Jakob Vojnié, J. W. Valvasor,
Theatrum mortis humanae tripartitum, 1682, p. 147.

Besides weirdness, rareness and horror, which
the author relates with an almost documentary un-
concern of a court stenographer, the story about the
terrible end of the brigand Jakob 179jni¢ also contains
moralizing and a belief, typical of such stories, that
crime should be punished without mercy, and the
cruelty of the punishment should be in proportion
to the brutality of the offence.” Fig. 9 According to
the belief of the authors of collections of horror

2 5 An melior Voynitsch milesve latrove Croata,
Lis manet: eximie primus & alter erat:
Qui guod bissenas Comiti succenderit arces,
Non procul a Gazga flumine forte sitas,
Lllius & raptam Turcae panlo ante sororems,
Vendiderit: positis prenditur insidiis.
Atque vern infixus lento circumdatur igne,
Sic miser assatus vociferando perit.«
(Theatrum mortis, p. 146.)
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Fig. 10: Johann Koch, The Death of a Maiden of Okuianz, |. W.
Valvasor, Theatrum mortis humanae tripartitum, 1682, p. 169.

death stories, such exemplary punishments should
discourage people from crime and vice — potential
offenders can thus be saved from eternal damnation.
In the case of the death of Vojnic, as described by
Valvasor, the count made the brigand’s life a true
“hell on earth”, since slow roasting on a gridiron is
a motif which European culture and art had known
from the ideas of how the damned souls wete tot-
tured in hell. The parallel is even more direct because
in the third part of his Theatrum, i.e. The Torments of
the Damned, Valvasor presents an identical punish-
ment for those who were, when still alive, full of
vengeance (Theatrum mortis, 239).

B 580l nec adbuc cursu, lustrum properante peregit,
Mors gunod ad Okitchim edita rara fuit:
Vir fuit, hic famulam furts, insimulaverat unans,
Stve insons fuerit, nescio, sive rea:
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The Death of a Maiden of Okucani is comparable
only to the worst brutalities reported in criminal
records and told in horror stories known in 16™-
and 17"-century literature.” (Fig. 10) In this sense
it is a true rarity — to use the expression in the spirit
of collectors of morbid narratives — which must
have been particularly valuable to Valvasor: it was
not only unique because of the unthinkable human
cruelty it describes, but also because it was true and
because it happened at a familiar place. Besides, it
was quite fresh, since not even five years had elapsed
since the event, as the author of the Theatrum ex-
plains. Valvasor completely refrains from the usual
moralizing note in this case, he does not condemn
the doings of the master nor pity the unfortunate
maiden. From the moralistic viewpoint, which is
otherwise very important to him, it seems surprising
at first sight that he distances himself even from the
question whether the girl did or did not commit the
theft for which she was so sadistically punished by
her master. He indifferently skips the key moment of
the story, which drastically heightens the tragedy of
the maiden’s death, and makes a2 comment: “W hether
she was innocent or guilty, I really cannot tell”” The mal-
treatment is described in the manner of a concise,
unconcerned report of how the master punished
his maidservant: in a winter night he roped her to
a pole in front of the house and poured cold water
over her until she froze to death and turned into a
“stalagmite of ice’. And the author of the Theatrum
adds dispassionately: “T'he death here described indeed
was cold

The today’s reader might be surprised at the lack
of concern and the carefree attitude of Valvasor’s
report on the event, and his cynical remark about
the cold death could today appear to be imprudent.
But the surprise is not really justified. As a matter
of factit expresses a misunderstanding of the spirit
of the age which rated human life and death in an
essentially different way than we do today. The con-
clusion of the report about the maiden of Okucani
vividly illustrates a characteristic feature of Valvasor’s

Ante domum ad palum hane hyemali nocte ligatam,
In poenam gelida, tam din inundat agua,
Donec eam glacie, concretam herus ille peremit,
Haec merito dici frigida mors potuit.«
(Theatrun mortis, p. 168.)



selection of various death cases: this was an excellent
chance for the author, who was obviously an admirer
of the genre of curious and horror stories, to show
his composure and wittiness, stoic unconcern and
cosmopolitan easy-going attitude, which he valued
in the great French and German forerunners.” Witty
flirtation with the reader within this context is a
characteristic feature of the literary genre of “thea-
tres” with edifying and picturesque death stories.
It demonstrates in an unobtrusive way the author’s

erudition, mastery of subject matter and unbiased
view on the excesses of human nature. It is also in
this respect that Valvasor proves to be a man of his
time, a cosmopolitan, polymath and writer, who with
his Theatrum mortis humanae tripartitum enters into a
clearly recognizable mainstream of Baroque popu-
lar literature. At the same time his work represents
an interesting contribution to the iconography of
Death in the early modern period both in the fields
of literature and visual arts.

Nezvycajny sabor kuriéznych tumrti v diele Johanna Weicharda Valvasora
Theatrum mortis humanae tripartitum: kontext, zdroje, prinos

Resumé

Dielo Theatrum mortis humanae tripartitum (1682) od
kranského polyhistora Johanna Weicharda Valvasora
(1641 — 1693) mozeme zaradit’ do zanru alegorickej
moralno-didaktickej poézie, ktory bol v obdobi baro-
ka ve'mi obI'ibeny. Pozostava z troch kapitol, ktoré
spaja myslienka l'udskej pominutel'nosti a nevyhnut-
nosti smrti: Saltus mortis, 1 aria genera mortis — obrazy
smrti znamych aj menej znamych Pudi od antiky az
po autorovu sucasnost’, a Poenae damnatorum, kde
su znazornené pekelné muky zatratenych. Kniha je
bohato ilustrovana medirytinami Andreasa Trosta.
V druhej kapitole Varia genera mortis Valvasor v krat-
kych epigramoch, ilustrovanych rytinami vytvore-
nymi podl'a kresieb slovinského kresliara Johanna
Kocha, opisal 35 umrti. Napriek svojej zaujimave;j

* For a brief outline of this gente and its roots see: SCHEN-
DA, R.: Jimerliche Mordgeschichte: Harsdorffer, Huber,
Zeiller und franzésische Tragica des 16. und 17. Jahrhunderts.

tkonografii vsak tato kapitola doteraz nebola pred-
metom vedeckého vyskumu. VzhlI'adom na absenciu
nalezitej ikonografickej analyzy bola jednoducho
opisana ako ,,nezvycajny sibor kuriéznych amrti*.
Stadia sa zameriava na ikonografiu kapitoly 1/aria
genera mortis, jej umelecky kontext a vznik. Prvykrat
sa tiez podarilo urcit’ priame literarne zdroje auto-
rovej inspiracie a jeho vzt'ah k tradicii renesanéného
a barokového zanru poetickych pribehov o smrti.
Analyza versov a rytin odhal'uje $pecifické kritéria,
ktoré Valvasor pouzil pri vystavbe tejto kapitoly,
charakteristické znaky jeho popasovania sa s danou
témou a jeho originalny prispevok k ikonografii
smrti zaciatku novoveku v oblasti literatary, ako aj
vytvarného umenia.

In: HARMENING, D. — WIMMER, E. (eds.): Volkskultur
— Geschichte — Region. Festschrift fiir Wolfgang Briickner um 60.
Geburtstag. Wirzburg 1990, pp. 530-551.
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Johann Georg Stengg und sakrale Werke
in der slowenischen Steiermark

Metoda KEMPERL

Einleitung

Johann Georg Stengg (1689 — 1753) ist zweifel-
sohne ein wichtiger Name in der steirischen und
Osterreichischen Kunstgeschichte — als Autor heraus-
ragender Werke, wie die Barmherzigenkirche in Graz,
die Zisterzienserstiftskirche von Rein, die Schlosser
Schielleiten und Gosting und auch als Mitglied der
Baumeistersippe, die in Graz vom Ende des 17. bis
Ende des 18. Jahrhunderts (bzw. bis zum Jahr 1782)
tatig war. Daher ist es ungewohnlich, dass er erst vor
sechs Jahren monographisch erfasst wurde.!

Sein Name trat im Zusammenhang mit dem Bau
der Kirche in Rein in der Literatur bereits sehr frith
in Erscheinung, und zwar im Jahr 1883 in Wastlers
Kinstlerlexikon.” Kurz danach veroffentlichte
Prangner auch die archivalische Angabe, dass Stengg
auch fir den Bau der Barmherzigenkirche in Graz
zustindig war.” Walter Koschatzky bertcksichtigte
in der Dissertation tiber den Baumeister Joseph

' RUST, S. M.: Der steirische barockarchitekt Johann Georg Stengg
(1689—1753). Wien 2009 (phil. Diss).

2 WASTLER, J.: Steirisches Kiinstlerlexikon. Graz 1883, S. 162.

> PRANGNER, V.: Geschichte des Klosters und des Spitals der Fr.
Fr. Barmberzigen Briider in Graz und der innerdsterreichischen Or-
densproving zum heiligsten Herrn Jesu. Graz 1908, S. 290.

4+ KOSCHATZKY, W.: Leben, Werk und Stil des Barockbaumeisters
Joseph Hueber. Graz 1951, Exkurs, I-IX. phil. Diss. (ms.), 2
Bde.

> KOHLBACH, R.: Die Barocken Kirchen von Graz. Graz o. ].
(1951). KOHLBACH, R.: Die Stifte Steiermarks. Graz o. ].
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Hueber auch die Sippe Stengg und gab dabei eini-
ge Neuzuschreibungen an, wie beispielsweise das
Schloss Gosting.* Archivdaten Uber die Tétigkeit der
steirischen Baumeister, die Rochus Kohlbach verof-
fentlichte und die noch heute eine unverzichtbare
Quelle fiir jeden Forscher darstellen,” beinhalteten
auch einige Angaben tber die Sippe Stengg sowie
Vorschlage fiir weitere Zuschreibungen. Johann
Georg Stengg wurde in die erste kunsthistorische
Studie im Jahr 1968 in der Dissertation von Giinter
Brucher tiber die Kirchenfassaden in der Steiermark
aufgenommen,’ in der im Zusammenhang mit
Stengg die Fassaden der Pfarr- und Wallfahrtskirche
Mariatrost, der Barmherzigenkirche in Graz und der
Zisterzienserstiftskirche in Rein behandelt wurden.
Bald darauf erlangte er einen eigenstindigen Beitrag
auch in der Dissertation von Elke Mischan tiber die
Palais und Burgerhiuser in Graz.” Dieselbe Autorin
schrieb Johann Georg Stengg auch den Bau des

(1953). KOHLBACH, R.: Steirische Banmeister, Tausendundein
Werkmann. Graz 1962.

¢ BRUCHER, G.: Die Fassaden der Barockkirchen in der Steiermark
von 1690-1760. Graz 1968 (phil. Diss. ms.). BRUCHER, G.
Die Entwicklung barocker Kirchenfassaden in der Steiermark,
Teil 1. In: Jabrbuch des Kunsthistorischen Instituts der Universitat
Graz 5, 1970, S. 34-76. BRUCHER, G. Die Entwicklung
barocker Kirchenfassaden in der Steiermark, Teil 2. In: Jahr-
buch des Kunsthistorischen Instituts der Universitat Graz 7, 1972, S.
60-95.

-

MISCHAN, E.: Die Fassaden des barocken Biirgerhanses und Palais
in Graz von 1670 bis 1740. Graz 1971 (phil. Diss. (ms.)



Schlosses Schielleiten zu.® Beide Autoren hinterfrag-
ten den Ursprung des Stenggschen Stils und fanden
Vorbilder in der italienischen und bohmischen Archi-
tektur. Bedeutende Feststellungen tiber den Stil von
Johann Georg Stengg sind auch dem umfangreichen
Artikel Architektur des Barock in der Sterermartk, einem
Werk von Renate Wagner-Rieger, zu entnehmen.’
Die Anfinge der kunsthistorischen Forschung
der steirischen Architektur auf der slowenischen
Seite reichen bis in die frihen sechziger Jahre des 20.
Jahrhunderts zurtick. Die stilkritische Analyse von
Nace Sumi deutete auf eine Gruppe sakraler Archi-
tektur mit besonderer Qualitit hin, die er nach der
Pfarr- und Wallfahrtskirche auf Sladka Gora (1743
— 1751) als ,,sladkogorska” Gruppe bezeichnete.
Dabei bertcksichtigte Sumi auch die Kirchen auf
der o6sterreichischen Seite der Steiermark, wie bei-
spielsweise die Pfarrkirchen in Ehrenhausen/Ernovz
und St. Veit am Vogau/Sv. Vid na Vogavi."” Im Jahr
1969 veroffentlichte derselbe Autor die Monografie
Barocna arbitektura na Slovenskem [Barockarchitektur in
Slowenzen], in der zum ersten Mal die These erwihnt
wurde, dass die zwischen den Jahren 1732 und 1735
erbaute Dreifaltigkeitskirche in Slovenske gorice
(Gradis¢e)/Windisch Bitheln unter dem Einfluss von
Johann Georg Stengg entstand."' Zu jener Zeit sahen
sich die Forscher der barocken Kunst auf dem Ge-
biet der Steiermark mit Schwierigkeiten konfrontiert,
die durch die Teilung des ehemaligen Landes und die
Grenze zwischen den neuen Staaten hervorgerufen
wurden. Obwohl die Grenze nicht geschlossen watr,
wurde erst nach dem Fall der Berliner Mauer im Jahr
1989 und der Selbststindigkeitserklirung Sloweniens
im Jahr 1991 die Moglichkeit fir eine ganzheitli-
chere Behandlung der einst auf beiden Seiten der

8 MISCHAN 1971 (wie Anm. 7). MISCHAN, E.: Schlof3 Schiel-
leiten, ein Werk des steirischen Baumeisters Johann Georg
Stengg. In: Jabrbuch des Kunsthistorischen Institutes der Universitit
Graz, 7,1972, S. 93-96.

> WAGNER-RIEGER, R.: Architektur des Barock in der Steier-
mark, in: Tagungsbericht Dreilander-Fachtagung der Kunsthistoriker
in Graz. Graz 1972, S. 9-43.

1 SUMI, N.: Pregled baroéne arhitekture v Sloveniji. In: Kronika.
Casopis Ra slovensko krajevno 3godovino, V111/3, 1jubljana 1960,
S. 172. SUML, N.: Ljubljanska barotna arbitektura. 1jubljana
1961, S. 67, 70, 94-103.

1. Golika, Filialkirche der hl. Agnes, Aufenansicht

Grenze titigen Kunstler geschaffen. Als ich bei der
Erstellung der Dissertation einen Teil auch der stei-
rischen Architektur widmete, versuchte ich daher,
sie moglichst ganzheitlich zu behandeln.'> Dabei
stellte ich fest, dass der Autor der Denkmalgruppe
»sladkogorska® der Architekt Joseph Hoffer"” aus
Maribor/Marburg an der Drau ist und widerlegte die

11 SUMI, N.: Barodna arhitektura. 1jubljana 1969 (Ars Stoveniae), S.
38. Die These wurde noch wiederholt in SUMI, N.: Ijubljanska
barotna arbitektura. Ljubljana 1961, S. 96.

12 KEMPERL, M.: Romarske cerkve - novogradnge 17. in 18. stoletja
na S lovensken. Arbitekturni tipi, poslikave, oprema. 1jubljana 2001
(phil. Diss.). Die Dissertation wurde in teilweise abgednderter
und erginzter Form im Jahr 2012 ver6ffentlicht (KREMPERL,
M.: Arbitekturna tipologija romarskib cerkva v 17. in 18. stoletjn na
Slovenskem. 1jubljana 2012.

5 KEMPERL 2001 (wie Anm. 12), S. 167-185. KEMPERL,
M.: Josef Hoffer: Ein neuer Name unter den steirischen Ar-
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These Gber Janez N. Fuchs als Autoren der Kirchen
in St. Johann im Saggautal/ Sentjani, Ehrenhau-
sen/Ernovz usw." In der Dissertation bestitigte ich
Sumis Vermutung, dass die Dreifaltigkeitskirche in
Slovenske gorice (Gradisée) /Windisch Biitheln unter
dem Einfluss von Johann Georg Stengg entstand und
erwihnte die Moglichkeit, dass auch die Filialkirche
der HI. Agnes auf dem Berg Golika oberhalb von
Zrece/Ober-Rotschach bei Gonobitz in diesem Zu-
sammenhang behandelt werden sollte.”” Gleichzeitig
wies ich darauf hin, dass die Dreifaltigkeitskirche in
Slovenske gorice (Gradisce)/Windisch Bitheln dem
Typus, den Proportionen und auch der Profilierung
des Gebilks und der Kapitelle der Pfarrkirche des
HI. Bartholomius in Slovenska Bistrica/Windisch-
Feistritz sehr dhnlich sei, nur dass die Emporenbriis-
tungen immer noch gerade sind, denn sie wurden
um das Jahr 1722 erbaut. Ebenfalls du3erte ich die
Vermutung, dass in diese Gruppe auch die Kirche
der HI. Hyazinth in Rogatec/Rohitsch aus dem Jahr
1732, gehore.'

Trotz den vielen Studien kann immer noch
behauptet werden, dass die Architektur in der
Untersteiermark bis zum Antritt des Marburger
Architekten Josef Hoffer Ende der dreiliger Jahre
des 18. Jahrhunderts stark von den Leibnitzer und
Grazer Meistern abhing oder aber die lokalen Meister
ahmten diese nach. Und die Dreifaltigkeitskirche in
Slovenske gorice (Gradisée) /Windisch Biiheln ist nur
ein Beispiel daftir. Jakob Schmerleib, ein Baumeister

chitekten des 18. Jahrhunderts. In: Osterreichisches Zeitschrift fiir
Kunst und Denkmalpflege, 56/2-3,2002, S.261-271. KEMPERL,
M.: Jozef Hoffer - arhitekt brez meja. In: Podravina, 7, 2005,
S. 33-46; KEMPERL 2012 (wie Anm. 12), S. 145-158.

4 RIEHL, H.: Die Baukunst in Steiermark von etwa 1690 bis
um 1780. In: Die bildende Kunst in Osterreich, Barock und Roko-
ko (von etwa 1690 bis um 1780). Red. K. Ginhart. Baden bei
Wien 1939, S. 135, 136. KRAFT, E.: Wolfgang Hagenauer
und eine Gruppe nordosttirolischer Kirchenrdume: Ein
Beitrag zur Geschichte der Raumtypenbildung im Spit-
barock. In: Wiener Jabrbuch fiir Kunstgeschichte XIV (XVIII)
1950, S. 177-184. REUTHER, H.: Eine Gruppe elliptischer
Zentralraumkirchen des 18. Jahrhunderts in Steiermark. In:
Zeitschrift fiir Kunstgeschichte 19, 1956, S. 237-258. BRUCHER
1972 (wie Anm. 6), S. 81-88. BRUCHER, G.: Die barocke
Baukunst in der Steiermark. In: Lust und I eid. Graz 1992, S.
123. SCHWEIGERT, H.: Die Pfarrkirche und das Eggenberger
Mausolenm in Ebrenbansen. Salzburg 1996, S. 4-5. LORENZ,
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aus Leibnitz/Lipnica, ist Gestalter des Umbaus der
Pfarrkirche in Ljutomer/Luttenberg (1688-90)." Thm
wurden auch noch die Pfarrkirchen des Hl. Nikolaus
bei Ormoz/Friedau (1683-1692) und des Hl. Anton
in Pohorje/Bachern (1681-1684) zugeschrieben.'
Die Votivkirche des HI. Rochus und Sebastian in
Cezanjevci (1675-1679) wurde vom Meister Johann
Pozzo aus Graz erbaut und er ist moglicherweise
auch Gestalter der Kirchen des HI. Geistes auf
dem Stara gora pri Vidmu ob S¢avnici/Alte Berg
bei Videm an der Stainz (1674-1678)." Bei der
Rekonstruktion der Pfarrkirchen von Velika Nedel-
ja/ GroB-Sonntag (1674-1698) und Ormoz/Friedau
(hochstwahrscheinlich Ende des 17. Jahrhunderts)
zeigt sich ebenso, dass die Meister aus Graz bzw.
St. Lambrecht, Cyprian und Domenico Sciassia, als
Vorbilder dienten.” Dreischiffige Freipfeilerempo-
renhallen oder Emporenwandpfeilerkirchen wie die
Marienkirche in Brezje nad Zetalami/Bresiach oben
Schiltern (1713(?)-1723), die Pfarrkirche in Slovenska
Bistrica/Windisch-Feistritz (bis 1722), die Marienkit-
che auf dem Svete gore nad Bistrico ob Sotli/Hei-
ligen Berg oberhalb von St. Peter bei Konigsberg
(1727-32), die Pfarrkirche in Malec¢nik/St. Peter
(bis 1730, Stuckatur 1736) und die Wallfahrtskirche
der HI. Dreifaltigkeit in Slovenske gorice/Windisch
Biheln (1732-1735), sind unter dem Einfluss der
Grazer Meister entstanden, z. B. von Bartholomius
Ebner und seinen Nachfolgern sowie von Andreas
und Johann Georg Stengg.”

H.: Architektur. In: Die Kunst des Barock in Osterreich. Salzburg-
-Wien 1994, S. 71. LORENZ, H.: Architektur. In: Barock
Geschichte der bildenden Kunst in Osterreich 4. Red. H. Lorenz.
Wien 1999, S. 291-292.

15 KEMPERL 2001 (wie Anm. 12), S. 67. KEMPERL 2012
(wie Anm. 12), S. 52, 57, 75-76.

16 KEMPERL 2012 (wie Anm. 12), S. 57-58.
7 KOHLBACH 1962 (wie Anm. 5), S. 359.
18 KEMPERL 2012 (wie Anm. 12), S. 42—44.
19 Thidem, S. 74.

2 KEMPERL 2012 (wie Anm. 12), S. 73-75.

2 Tbidem, S. 54-59. Sandra Rust schreibt die letzte Kirche dem
Kreis von Johann Georg Stengg, und nicht Stengg selbst, zu.



o

2. Golika, Filialkirche der bl. Agnes, Innenraum

Aufgrund der mangelnden ganzheitlichen Bet-
rachtung des Architekten Johann Georg Stengg
entschloss sich Sandra Rust, ihn und seine T4tigkeit
in einer Dissertation zu untersuchten, die sie im Jahr
2009 erfolgreich verteidigte.” Sie durchstoberte er-
neut alle bereits veroffentlichten Archivquellen und
versuchte neue zu finden, mit dem Schwerpunkt, auf-
grund einer formalen bzw. stilistischen Analyse ein
neues Verzeichnis Stenggs dokumentierter und im
zugeschriebener Werke zu erstellen. Dartiber hinaus
beschiftigte sie sich intensiv mit dem Zeitraum der

RUST 2009 (wie Anm. 1), S. 234, 290-291. In der zweiten
Hilfte des 17. Jahrhunderts und Anfang des 18. Jahrhun-
derts war in Celje/Cilli die Baumeisterfamilie Allio titig, fir
die archivalisch nachgewiesen ist, dass sie neben stilistisch
unauffilliger Werke zwischen den Jahren 1671 und 1675
die Kirche der hl. Anastasia in Samobor in Kroatien gebaut
haben. Stilistisch kann mit dieser Kirche auch der Bau der
Klosterkirche in Olimje/Ulimie (1675-1688), der Bau der
Pfarrkirche in Sentjur/St. Georgen (1708-1721) und der
Umbau der Pfarrkirche in gmarje pti Jel$ah/St. Marein bei

Formierung seines Stils und stellte fest, dass er von
Beginn an, d. h. seit dem Jahr 1716, als er sich in Graz
niederlie3, im Rahmen seiner Werkstatt titig war.
Unter Berticksichtigung der Tatsache, dass Johann
Georg Stengg im Jahr 1722 in seiner Werkstatt bereits
45 Gesellen hatte bleibt die Anzahl Stenggs archi-
valisch nachgewiesener und zugeschriebener Werke
dennoch verhiltnismiBig klein, nur 37.** Mit der
Suche nach neuen Architekturen in der slowenischen
Steiermark, die ihm zugeschrieben werden kénnten,
beschiftigte sich Sandra Rust nicht. Sie erwihnte nur,

Erlachstein (1721) in Verbindung gebracht werden KEM-
PERL 2012 (wie Anm. 12), S. 69-71.
2 RUST 2009 (wie Anm. 1).

» Diese Angabe wurde von R. Kohlbach veroffendicht. KOHL-
BACH 1962 (wie Anm. 5), S. 179.

2 RUST 2009 (wie Anm. 1), S. 287-372.
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dass die Kirche der HI. Dreifaltigkeit in Slovenske
gorice (Gradisce)/Windisch Biheln kein Werk von
Stengg sei, sondern handle es sich um einen Meister,
der lediglich die Kirche der Barmherzigen Briider in
Graz nachahmte.”

Daher habe ich mich entschlossen, diesen Artikel
zu verfassen und durch die Formalanalyse und den
stilkritischen Ansatz festzustellen, welche Architek-
turen in der slowenischen Steiermark zum Werk von
Johann Georg Stengg gehdren bzw. in seinen Kreis
eingestuft werden kénnen.

Golika, Filialkirche der HI. Agnes
Die Kirche der Hl. Agnes wurde noch keiner

kunsthistorischen Betrachtung unterzogen. Avgustin
Stegensek beschrieb sie zwar in der Topographie des

# Ibidem, S. 234, 290-291.

2% STEGENSEK, A:. Konjiska dekanija. Maribor 1909 (Cerkveni
spomeniki lavantinske skofije II). S. 87.
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3. Golika, Filialkirche der
bl. Agnes, Innenansicht,
Detail

Dekanats Slovenske Konjice/ Gonobitz mit der Auf-
fassung, es handele sich um »einen Plan und Ausfiih-
rung eines erfahrenen Meisters«,* wihrend sich Nace
Sumi, der tiber Jahrzehnte fiihrende Barockarchitek-
turforscher, mit dieser Kirche nicht beschiftigte. Erst
die Autorin dieses Artikels beriicksichtigte sich in
ithrer Dissertation tber die Typologie der barocken
Wiallfahrtskirchen auf dem Gebiet Sloweniens damit.
Das Gebiude stufte ich als einschiffige Kirche mit
Pilastern ein und schrieb, dass der Einfluss auf den
Bau bei den Grazer Architekten Stengg zu suchen
ist, allerdings ohne eine detailliertere formale oder
stilistische Analyse.”’

Die Kirche der Hl. Agnes befindet sich auf einem
Hiugel namens Golika (608 m) oberhalb von Zrece/
Ober-Rétschach unweit vom Berg Brinjeva gora, wo
die etwas bekanntere Marienwallfahrtskirche steht.

% KEMPERL 2001 (wie Anm. 12), S. 67. KEMPERL 2012 (wie
Anm. 12), S. 75-76. Die Vermutung wurde von Igor Sapac
wiederholt (SAPAC, L: Barocni arhitekti na Slovenskem. In:
SAPAG, 1. - KRECIC, A.: Arhitektura 18. stoletja na S lovenskem.
Ljubljana 2007, S. 266. Ebenso ohne Begriindung.



Die Kirche ist nord6stlich ausgerichtet. Sie besteht
aus dem Presbyterium mit der angebauten Sakristei
im Suden, dem Schiff und dem Kirchturm. Die
Kirche ist nicht besonders lang (24 m), aber sehr
breit (9 m) und sehr hoch (11 m im Schiff, 10 m im
Presbyterium).”® Das Gebidude ist nach aullen ein-
fach gehalten, ungegliedert. Der Kirchturm ist mit
einem Pyramidendach gedeckt. Das Schiff hat im
Norden keine Fenster und im Studen hat es jeweils
drei Fenster in zwei Stockwerken; im Untergeschoss
sind sie rechteckig und im Obergeschoss halbrund
abgeschlossen. Das dreiseitig abgeschlossene Pres-
byterium verfugt auf jeder Seite Gber jeweils zwei
rechteckige Fenster. Die Fenster sind rahmenlos.
Das Hauptportal ist rechteckig und reich profiliert.
Das Portal befindet sich noch in der Siidwand des
Schiffes, der Eingang von der 6stlichen Seite des
Presbyteriums hingegen ist seit mehr als hundert Jah-
ren zugemauert. Die Qualitit der Bauweise offenbart
sich erstim Inneren, wo eine interessante Gliederung
der Winde beobachtet werden kann. Drei Joche im
Schiff und zwei im Presbyterium werden nidmlich
durch auf Pilastern gestiitzte Halbsaulen abgetrennt.
Diese bestehen aus einer Basis und einer Art toska-
nischem Kapitell, allerdings sind sie im Querschnitt
eigentlich halbelliptisch und nicht ganz halbrund. Die
Halbsdulen sind mit doppeltem stark profiliertem
Gebilk miteinander verbunden, das tiber die gesamte
Linge des Schiffes und des Presbyteriums verlduft.
Es ist im mittleren Joch der Nordwand des Schiffes
unterbrochen, denn es scheint, dass dieser fiir den
Altar vorbereitet war bzw. sind hier Malereireste zu
finden. Alle Joche sind mit dem Kreuzgratgewolbe
versehen. Der Triumphbogen ist auf der Seite des
Presbyteriums konkav eingebuchtet.

Die Kirche der HL. Agnes war Bestandteil der
umfangreichen Urpfarrei Slovenske Konjice/Go-
nobitz, die in den Archivquellen erstmals im Jahr
1146 erwahnt wurde. Zwischen den Jahren 1704
und 1737 wurde die Urpfarrei durch die Kartduser
aus dem nahe gelegenen Kloster Zi¢e bzw. Dolina

% STEGENSEK A.: 1909 (wie Anm. 26), S. 87-88.

» OZINGER, A:. Vizitacije Savinjskega arbidiakonata goriske
nadskofije 1751-1773. Atti delle visite pastorali nell* Archidiaconato
di valle Sannia 1751-1773. Die Berichte der Pastoralvisitationen im
Archidiakonat von Sauen 1751-1773. Ljubljana 1991, S. 400.

4. Golika, Filialkirche der hl. Agnes, Innenansicht, Detail

sv. Janeza/Seitz verwaltet, daher verfligten die Kar-
tiuser auch tber die Herrenrechte an der Kirche
der HI. Agnes.”

Die Kirche steht am Standort einer illyrischen
und romischen Siedlung sowie einer altslawischen
Grabstitte. Die jetzige Kirche wurde zwischen den
Jahren 1723 und 1724 (Datierung an den Rahmen
der seitlichen Tiren, die sich jetzt in der Marienfi-
lialkirche auf Brinjeva gora befinden) errichtet, wo
cinst die Kapelle aus dem Jahr 1717 stand.” Im Jahr
1727 wurden der Kirche bereits mehrere Ablisse
vetlichen,’ daher kann gefolgert werden, dass es sich
um eine Wallfahrtskirche handelte. Bald aber wurde

% STEGENSEK 1909 (wie Anm. 26), S. 85.

31 Ibidem, S. 85.
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5. Jakobski dol v S lovenskib goricah/ St. Jakob in Windisch Biitheln, Pfarrkirche des bi. Jakob, Plan zur 1 ergriferung des Presbyterinms, Pokrajinski

arhiv Maribor

sie von der Marienkirche, die auf dem nahe gelege-
nen Berg Brinjeva gora im Jahr 1769 erbaut wurde
und in der die Kopie der Mariengnadenstatue von
Visarje geehrt wurde, in den Schatten gestellt. Die
Kirche der HI. Agnes wurde weder bei der Visitation
im Jahr 1751, die durch den G6rzer Erzbischof Karl
Michael Attems erfolgte, noch bei der Visitation im
Jahr 1756, die durch den stidtischen Pfarrer von
Celje/Cilli und den Archidiakon Martin Sumpicher
erfolgte, und auch nicht im Jahr 1760 eingeweiht;
sie verfiigte Gber vier Altire: Der grof3e war der HI.
Agnes gewidmet, die seitlichen der HI. Apollonia,
dem HI. Donatus und HI. Maria.*> Heute sind neben
dem Hauptaltar noch zwei Seitenaltire am Triumph-
bogen erhalten. Alle Altire wurden Franc Zamlik,
einem Bildhauer aus Slovenske Konjice/Gonobitz,

2 OZINGER 1991 (wie Anm. 29), S. 172, 406.
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zugeschrieben und entstanden in den dreiBBiger
oder vierziger Jahren des 18. Jahrhunderts.” Der
Hauptaltar wurde an die Architektur angepasst, denn
sein Gebilk befindet sich auf derselben Hohe wie
das Gebilk des Presbyteriums und passt sich auch
im Hinblick auf die H6he und Breite schon dem
Raum an. Der linke Altar, der heute das Bild der
Rosenkranzmadonna trigt, war vermutlich der erste
Marienaltar. Der rechte Altar, den das Bild vom HL
Josef schmiickt, war vermutlich urspriinglich Altar
der Hl. Apollonia, denn auf dem Altar stehen die
Statuen der Heiligen. Die jetzigen Altarbilder sind
Werke von Tomaz Fantoni aus dem Jahr 1877. Der
vierte Altar des HI. Donatus wurde vermutlich an
die Wand gemalt, denn an der Nordwand des Schif-
fes, dort wo das Gebilk unterbrochen ist, befinden

% VRISER, S.: Barocno kiparstvo na slovenskem Stajerskem. 1 jubljana
1992, S. 106-108, 204.
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6. Jakobski dol v S lovenskib gorical] St. Jakob in Windisch Biibeln, Plarrkirche des bl. Jakob, Plan zur 1 ergriferung des Presbyteriums, Pokrajinski

arbiv Marthor

sich Reste der Malerei.** Zamlik ist wahrscheinlich
auch der Gestalter der barocken Kanzel, die an der
Stidwand der Triumphbogenwand angebracht ist.
Daruber hinaus befinden sich in der Kirche nur noch
ein bescheidenes Weihwassetrbecken, das idlter als die
Kirche ist und offensichtlich von einem anderen Ort
hierher gebracht wurde, sowie ein Sakristeischrank
aus der Zeit der Entstehung der Kirche.

Der Kircheninnenraum ist einzigartig in Sloweni-
en, denn der Innenraum wird nicht wie tiblich durch
Pilaster, sondern durch Halbsdulen mit elliptischen
Querschnitt, untergliedert. In der Steiermark ist ein
solcher Typus der Gliederung aus dieser Zeit fir die
Werke der Grazer Architekten Stengg charakteris-
tisch. Zum ersten Mal tritt dies in der Steiermark bei
der Fassade des Grazer Stadtpalais Willdenstein in

* CURK, J.. Topografsko gradivo IN. Sakralni spomeniki na obmoljn
obéine Slovenske Konjice 1967, S. 6-7.

Erscheinung, fir die die bisherigen Studien zeigen,
dass es umgebaut und um das Jahr 1702 herum mit
neuer Fassade versehen wurde und deshalb nicht zu
den Werken von Johann Georg, sondern ausschlie(3-
lich zu den Werken seines Vaters Andreas Stengg,
zihlen konnte.”® Das Motiv wiederholt sich auf der
Fassade der Kirche und des Klosters Mariatrost bei
Graz, deren Urheberschaft genauso wenig geklart
ist. Der Baubeginn der Kirche war im Jahr 1714.
Der Bauleiter zwischen den Jahren 1718 und 1721
war Andreas Stengg. Johann Georg Stengg wurde
archivalisch nur einmal nachgewiesen, allerdings ist
im betreffenden Dokument nicht genauer erldutert,
um welches Werk es sich handelte. L.aut Sandra Rust
handelt es sich bei dem Kirchturm, der Pilasterglie-
derung im Innenraum und dem Chor um Werke von

% CURK 1967 (wie Anm. 34), S. 6-7.

% RUST 2009 (wie Anm. 1), S. 301-302.
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Johann Georg Stengg. Bei der Gliederung des Auf3e-
ren ist die Urheberschaft jedoch nicht geklirt.”” Das
Motiv der Halbsaule erscheint auch auf der Fassade
der Heiligen Stiege am Grazer Kalvarienberg, die
Johann Georg Stengg zugeschrieben wird und zwi-
schen den Jahren 1718 und 1723 erbaut wurde.”
Somit muss auch bei dem Bau der Kirche der
HI. Agnes damit gerechnet werden, dass der Plan
aus Graz kam, vielleicht ebenso der Polier und die
Maurer. Die Halbsaulen in der Kirche der Hl. Agnes
erwecken zwar nicht den Eindruck, als ob sie in die
Fassade eingetaucht wiren, wie dies an der Fassade
der Kirche Mariatrost der Fall ist, wo die Halbsaulen
von den Pilastern unten getrennt sind. Hier sind die
Pilaster und Halbsaulen ohne Einschnitt zusammen-
geschlossen. Ebenso handelt es sich nicht um echte
Halbsdulen, sondern diese haben tatsidchlich einen
halbelliptischen Querschnitt. Daher dhnelt diese
Gliederung noch am meisten der Gliederung der Fas-
sade der Heiligen Stiege am Grazer Kalvarienberg,
die ein Johann Georg Stengg zugeschriebenes Werk

7 Ibidem, S. 147-163.
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goricah/ St. Jakob in Win-
disch Biibeln, Pfarrkirche
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(1718 und 1723) ist. Hier befindet sich an der Haupt-
fassade ein Halbsaulenpaar links und rechts vom
Haupteingang in die Heilige Stiege. Beim Vergleich
der Profilierung der Kapitelle und des Gebilks in der
Kirche der HI. Agnes mit denjenigen an der Heiligen
Stiege stellt sich heraus, dass es sich um denselben
Typus der Gliederung und eine sehr dhnliche Pro-
filierung handelt. Ebenso deuten die Proportionen
der Kirche der HI. Agnes und die Ausfithrungsart
auf die Qualitt eines herausragenden Meisters hin,
wie es Johann Georg Stengg war.

Jakobski dol v Slovenskih goricah/St. Jakob in
Windisch Biiheln, Pfarrkirche des Hl. Jakob

Auch die spitbarocke Phase der Kirche des HI
Jakob in Jakobski dol v Slovenskih goricah/ St. Jakob
in Windisch Biiheln wurde in der kunsthistorischen
Literatur sehr spit bemerkt. Erstmalig erwihnte
ich sie in meiner wissenschaftlichen Monographie
Korpus poznobaroine sakralne arbitekture na slovenskenm

* Ibidem, S. 334-335.



8. Jakobski dol v Slovenskih goricab/ St. Jakob in Windisch Biibeln,
Pfarrkirche des bl. Jakob, Presbyterinm, Aufenansicht

Stajerskem [Corpus der spitbarocken sakralen Architektnr
in der slowenischen Steiermark] erwihnt. Im Katalog
dieser Monographie schrieb ich die Kirche bzw. ihr
Presbyterium Johann Georg Stengg zu. Aufgrund der
erhaltenen Archivdokumente konnte dieser Umbau
ebenso auf das Jahr 1740 datiert werden.” In der
Monographie erschienen auch die erhaltenen Pline
fur den Umbau, detailliertere stilkritische Analysen
wurden jedoch nicht durchgeftihre.*

* KEMPERL, M.: Korpus poxnobaroine sakralne arbitekture na
slovenskem Stajerskem. Ljubljana 2007, S. 37, 84-85.

# Die Pline wurden auch von Polona Vidmar veroffentlicht,
obwohl sie im Artikel die bildhauerische Ausstattung der

9. Jakobski dol v Slovenskih goricabh/ St. Jakob in Windisch Biibeln,
Pfarrkirche des bl. Jakob, Presbyterinm, Aufenansicht, Detail

Die Kirche steht am Hang oberhalb des Dorfes.
Sie besteht aus dem Presbyterium mit der Sakristei
auf der Stdseite, dem Schiff mit einem Kapellen-
paar und dem Kirchturm, der an der Nordseite
des Schiffes steht, so dass er an die Westwand der
Nordkapelle angrenzt.

Das rechteckige Presbyterium endet im Osten
mit einem elliptischen Abschluss und halbrund
geformten Ecken. Den Rundungen passt sich auch
das stark profilierte Hauptgesims an. Im Abschluss
befindet sich ein querovales Fenster, in der Nord-
wand sind zwei aufrecht gestellte, grof3e, halbrund
abgeschlossene Fenster und in der Stidwand befindet
sich ein gleiches Fenster. Alle Fenster6ffnungen sind
reich dekoriert. Der Fensterrahmen hat zwischen
dem senkrechten und halbrunden Teil ein stilisiertes

Kirche und nicht die Architektur behandelt. VIDMAR,
P.: Kajetan Freiherr von Langenmantel und St. Jakob in
Windisch Bucheln/Jakobski dol, Slowenien: Ein steirischer
Postmeister als Auftraggeber zweier Barockstatuen. In: Blatter
Jfiir Heimatkunde, 84/3, 2010, S. 98-99.
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Kapitell. Der Rahmen verfligt tiber einen Fenster-
sturz, der mit einem grof3en, mehrfach abgestuften
Schlussstein, dessen Grundlage fast die ganze Breite
des Fensters einnimmt, elliptisch verbunden ist. Das
Dekor ist symmetrisch. Die beiden seitlichen Fliachen
des Schlusssteins sind mit Laubwerk umfasst und die-
ses endet in der Mitte des Fensters mit einer Glocklei-
nengirlande. Das Ostliche querovale Fenster verfiigt
noch iber eine Fensterbank mit verstarkt stilisierter
glocken- und troddelférmiger Ornamentik. Im Inne-
ren ist das Presbyterium dreijochig, mit Platzlgewolbe
ausgestattet und elliptisch abgeschlossen. Die Joche
sind untereinander getrennt durch Gurtbégen, die
aus den Pilastern mit polsterartigen Kapitellen her-
vorgehen. Die Kapitelle sind mit einer troddel- und
schuppenférmigen Dekoration versehen. Das erste
Joch 6ffnet sich auf beiden Seiten arkadenartig in

* CURK, J.: Umetnostna podoba severnega dela Podravja v
oceh vizitatorjev 17. in 18. stoletja. In: Casopis a zgodovino in
narodopisje, 66, 1995, S. 12-13.

“ OROZEN, L: Das Bisthum und Diizese Tavant. 1. Marburg.
Marburg 1875, S. 154. CURK 1995, S. 13.
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Innenranm

die Kapelle. Die Fenster sind mit einem Pilasterpaar
mit polsterartigen Kapitellen dekoriert, welche in der
Hohe, die sich bereits kuppelartig wolbt, tiber lanzen-
tormige oder glatte profilierte Stiirze verfigen. Diese
Stiirze sind mit stilisierten Kapitellen versehen. In der
Siidwand oberhalb des Ubergangs in die Kapelle und
des Ubergangs in die Sakristei sind auf diese Weise
auch zwei Bilderrahmen geformt.

Das Gebiet war ein integraler Teil der Salzbur-
ger Erzdiozese.*! Als Filialkirche der Pfarrei bzw.
Urpfarrei Jarenina/Jahring war die Kirche des HL
Jakob dem Kloster Admont inkorporiert, das iiber
die Patronats- und Herrenrechte verfligte. Bis zum
Jaht 1770, als sie einen stindigen Kaplan bekam,*
wurden die Messen jeden Sonntag von den Kaplanen
aus Jarenina/Jahring abgehalten.* Eine selbstindige
Pfarrei wurde im Jahr 1785 gegrindet.*

® KOVACIC, E: Zgodovina lavantinske kofije (1228—1928). Ma-
ribor 1928, S. 70.

“ OROZEN 1875 (wie Anm. 42), S. 154; KOVACIC 1928 (wie
Anm. 43), S. 333.



11. Jakobski dol v Slo-
venskih goricah/St. Ja-
kob in Windisch Biibeln,
Pfarrkirche des bl Jakob,

Innenansicht, Detail

Die Kirche des HI Jakob wird in den Archi-
vquellen erstmals im Jahr 1532 erwihnt, als das
Gebidude von den Tirken beschidigt wurde.®
Dieses Gebdude, das hochstwahrscheinlich gotisch
war, wurde im Jahr 1535 erbaut und darin wurden
drei Altire eingeweiht. Auf der linken Seite stand
der Marienaltar und der Altar der HI. Sebastian und
Anna, auf der rechten Seite befand sich der Altar des
Hl. Johannes des Tdufers.* Laut Orozen und Curk
sollten die beiden Seitenkapellen im Jahr 1686 erbaut
worden sein,” allerdings ist das nicht zutreffend.
Damals wurde vielleicht nur eine (siidliche) Kapelle
errichtet. Im Bericht des Kaplans aus Jarenina/Ja-
hring, Michael Anton Stinzer, aus dem Jahr 1740,
der fur die Versorgung dieser Kirche verantwortlich

% OROZEN 1875 (wie Anm. 42), S. 155.

6 Ibidem 1875 (wiec Anm. 42), S. 155. CURK, J.: Vodnik po
mariborski okolici. Ljubljana 1994, S. 7.

7 OROZEN 1875 (wie Anm. 42), S. 155; CURK 1994 (wic
Anm. 40), S. 7.

8 Pokrajinski arhiv Matibot, Gosposéina Jareninski dvor 1605-

war, wurde namlich erwihnt, dass sich in der Kirche
neben dem Hauptaltar noch drei Altire befanden,
und zwar der Marienaltar, der Altar des Hl. Johannes
des Tdufers und der Bruderschaftsaltar der HI. Se-
bastian und Rochus.* Demzufolge konnte ein Altar
(hochstwahrscheinlich der Bruderschaftsaltar) in der
Seitenkapelle gestanden sein. Die zweite Kapelle, die
zum Ehren des hl. Wetterpatronen Donatus errichtet
wurde, wurde erst zwischen den Jahren 1733 und
1739 erbaut. Das erfahren wir ebenfalls aus dem
genannten Bericht des Kaplans. Der Kaplan hat
nicht vergessen zu erwihnen, dass die Kapelle mit
Genehmigung der geistlichen Hoheit, auf eigene
Kosten, erbaut wurde, denn die Ernte war gut.”
Gleichzeitig wurden auch drei neue Altire in Auf-

-1871, 1911007/8, $katla 14, ovoj 109. Es handelt sich um
dhnliche Patrozinien wie im Jahr 1535 bei der Einweihung,
Damals standen auf der linken Seite der Marienaltar und noch
cin Altar, der dem hl. Sebastian und der hl. Anna geweiht
wat, und auf der rechten Seite der Altar des hl. Johannes des
Tiufers. OROZEN 1875 (wie Anm. 42), S. 155.

¥ Pokrajinski arhiv Matibot, Gosposéina Jareninski dvor 1605-
1871, 1911007/8, skatla 14, ovoj 109. Diese funf Altire ver-
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trag gegeben und aufgestellt.”’ Bei diesem Anbau
der Kapelle und der Ausstattung mit neuen Altiren
stellte sich jedoch heraus, dass das Presbyterium klein
und schlecht beleuchtet war, denn es verfiigte nur
tber ein Fenster auf der Nordseite. Daher war es
bei schlechtem Wetter und Dunkelheit schwierig, die
hl. Messe zu lesen. Ebenso drmlich und klein wirkte
der Hochaltar. Deshalb bat der Kaplan Stinzer die
Vorgesetzten, ob noch ein neues Presbyterium und
ein grofler Altar errichtet werden dirfe, denn das
notige Material und Geld war bereits gesammelt
worden. Der Verwalter in Jarenina/Jahringhof war
mit dem Bau allerdings nicht einverstanden bzw.
untersagte den Bau sogar. In Stinzers Bericht steht
jedoch, dass trotz dieses Verbots vollig unerwartet
nach Pfingsten im Jahr 1740 zwanzig Bauern auf der
Baustelle erschienen und sozusagen an einem Tag
das neue Presbyterium erbauten.”

Beim Abreiflen des alten Presbyteriums wurden
auch die 6stliche und ein Teil der studlichen Wand
der Sakristei abgerissen und neu gebaut. Den Plan
hatte Stinzer offensichtlich schon spitestens im Jahr
1739 gehabt. Beim Besuch des Visitators im Jahr
1760 war die Kirche zwar noch nicht eingeweiht,
ebenso nicht die Altire, aber der Visitator war vom
Gebidude begeistert, denn er schrieb: »Structura
ecclesiae elegans et amaena, ita ut undequaque nihil
deesse animadversum sit.«”* Auch der Kirchturm
war zu jener Zeit in einem guten Zustand.” Im Jahr
1801 wurde die gesamte Kirche erneuert und im
Jahr 1850 wurde der Kirchturm aufgestockt und
neu Uberdacht.”

Neben Stinzers Berichten ist auch der Plan der
VergroBerung des Presbyteriums erhalten.” Im

blieben in der Kirche bis zum 19. Jahrhundert. MLINARIC,
J.: Zupnije na slovenskem Stajerskem v okviru salzburske
nadskofije v vizitacijskih zapiskih arhidiakonata med Dravo
in Muro 1656-1661, 1760-1764 in 1773-1774. In: Acta eccle-
siastica Slovenzae 9. Ljubljana 1987, S. 98, 287. Mehr tiber den
Marienaltar siche VIDMAR 2010 (wie Anm. 40).

>0 Pokrajinski athiv Maribor, Gospos$cina Jareninski dvor 1605-
1871,1911007/8, skatla 14, ovoj 109. Zu Zeiten von Orozen
hatte die Kirche den Altar des hl. Jakobus, hl. Donatus, hl.
Sebastian und Rochus und den Rosenkranzaltar im Schiff.
OROZEN 1875 (wie Anm. 42), S. 155.

3! Pokrajinski athiv Matibor, Gosposcina Jareninski dvor 1605-
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Hinblick auf die Dekoration an den Fenstern im
AuBenbereich und die Dekoration der Sturze Uber
den Fenstern im Innenbereich kann dieser sehr
detaillierte Plan dem Grazer Meister Johann Georg
Stengg zugeschrieben werden. Der erste Plan zeigt
die Situation der alten Kirche mit den eingezeich-
neten Altdren und der vorgesehenen Erweiterung
des Presbyteriums in Richtung Osten. Der zweite
Plan beinhaltet Plane fir den Neubau und zwar den
Grundriss, den Aufriss der Innenwand des Presby-
teriums mit sehr detailliert gezeichneter Dekoration,
den Aufriss der Sidwand und den Aufriss der Nord-
wand mit sehr detailliert gezeichneter Dekoration in
Bereich der Fenster. Enthalten ist auch das Profil des
Fenstersturzes in der Innenwand und ein detailliert
gezeichnetes ovales Fenster an der Rickwand des
Presbyteriums. Die genaue Einhaltung des Plans
legt die Vermutung nahe, dass Stenggs Werkstatt
an der Ausfihrung beteiligt war. Diese weicht nur
beim ovalen Fenster an der Ostwand geringfiigig
vom Plan ab. Das Fenster war namlich fast ohne
Dekoration geplant, in der Tat aber verfigt es tiber
eine Dekoration, wie sie fur groB3ere Fenster an der
Nord- und Stidwand vorgesehen war. Im Gegensatz
zu diesem ovalen Fenster wurde bei den groBeren
Fenstern wihrend der Ausfihrung auf die Deko-
ration unterhalb des unteren Rahmens verzichtet.
Die Innendekoration wurde etwas bescheidener als
vorgesehen ausgefihrt, beispielsweise fehlen die
glockenférmige Dekoration an den Pilastern und
die Dekoration zwischen dem Fensterrahmen und
Fenstersturz.

Das reiche Dekor der Fensterportale (Pflanzen-
ornamentik auf beiden Seiten, die in einer Glock-

1871, 1911007/8, skatla 14, ovoj 109.

22 MLINARIC 1987 (wie Anm. 49), S. 98. Dass der Kaplan und
die Wohltiter zwischen den Jahren 1739 und 1740 das dunkle
Presbyterium durch ein neues, gerdumigeres und helleres

ersetzten, ist auch in dieser Visitation erwihnt. Siche auch
CURK 1995 (wie Anm. 41), S. 19.

% MLINARIC 1987 (wie Anm. 49), S. 98.
* OROZEN 1875 (wie Anm. 42), S. 156.

% Pokrajinski athiv Maribor, Gosposcina Jareninski dvor 1605-
1871, 1911007/8, skatlal4, ovoj 109.
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kob in Windisch Biiheln,
Pfarrkirche des bl Jakob,
Innenansicht, Detail

leingirlande mindet), der Sturze und Kartuschen
unterhalb der Fensterrahmen sind in den dreiB3iger
und vierziger Jahren des 18. Jahrhunderts gerade
tir Johann Georg Stengg charakteristisch, sowohl
bei profanen als auch bei sakralen Gebduden. Reich
verziert sind die Fenster der Hauptfassade sowohl
bei der Grazer Kirche der Barmherzigen Briider
als auch bei der Kirche in Rein. Reiches Dekor im
Fensterbereich weisen sowohl die Fassaden der ihm
zugeschriebenen Schlésser (Gosting, Schielleiten),
als auch alle ihm zugeschriebenen Stadtpalais und
Hiuser in Graz auf. Die Dekoration der Fenster
an den Aulenwinden der Kirche in Jakobski dol v
Slovenskih goricah/St. Jakob in Windisch Buheln
ist mit der Stenggschen Dekoration an der Fassade
der Kirche der Barmherzigen Briider in Graz und
der Fassade der Klosterkirche in Rein vergleichbar,
die Fensterstirze an der Innenwand der Kirche
in Jakobski dol v Slovenskih goricah/St. Jakob in
Windisch Biicheln, die sich weiter tiber das Gewolbe
schwingen, erinnern ebenso an die Dekoration des
Gewolbes der Kirche der Barmherzigen Briider in
Graz. Kein anderer, mir bekannter Autor gestaltete
zu jener Zeit die Dekoration auf diese Weise. Josef

% KEMPERL 2007 (wie Anm. 39), S. 167, 171-172.

Hofter verwendete in seinen profanen Werken solche
Abschlisse oberhalb der Fenster, allerdings immer
im AuBenbereich.’® Die Laubwerkdekoration, die
in Form einer Glockleingirlande beidseitig entlang
des Fensterrahmens verlduft, ist bei der Dekoration
der Fenster am Stadtpalais Sackstrasse 14 in Graz
(Kellersperg’sches Stadthaus) anzutreffen, das tiber-
zeugend Stengg zugeschrieben wird und zwischen
den Jahren 1728 und 1734 entstand,” sowie bei der
Dekoration der Fenster am Stadtpalais Sackstrasse
15 in Graz (Kleines Palais Attems), bei dem es sich
ebenso um ein Stengg zugeschriebenes Werk von
ca. 1720 handelt. Die Dekoration der Kirche in St.
Jakob in Windisch Biiheln/Jakobski dol ist im Au-
BBenbereich sehr hochwertig und gemil3 dem Plan
ausgefiihrt, wobei eine reichere Dekoration auch an
dem 6stlichen Fenster hinzugefiigt wurde. Nur die
troddelférmige Dekoration unterhalb der Fenster
fehlt. Im Innenraum scheint es, als sei die Dekoration
spater von den lokalen Meistern ausgefithrt worden.
An allen Pilastern und Fensterrahmen fehlen die
glockenférmige Dekoration sowie die Dekoration
zwischen den Fenstern und Stlirzen, der Pilaster beim
Hauptaltar verfiigt aber kein Kapitell. Hinzugeftigt

7 RUST 2009 (wie Anm. 1), S. 304-305.
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wurden hingegen zwei stuckierte Rahmen oberhalb
des Ubergangs in der Kapelle. Aus diesem Grund
ist der mittlere Rahmen oberhalb des Fensters nicht
lanzenférmig, sondern gerade.

Die Dekoration in Jakobski dol v Slovenskih gori-
cah/St. Jakob in Windisch Bitheln ist zwar flacher, als
an den erwahnten Stenggschen profanen Gebiuden
in Graz, aber raffinierter ausgefiihrt, denn sie ist
mehrschichtiger. Vom Schlussstein bis zum seitli-
chen Dekor verflgt sie sogar tiber vier Schichten.
Diese Mehrschichtigkeit ist beispielsweise auch am
Hauptportal der Kalvarienkirche in Heiligenkreuz
am Waasen anzutreffen, bei dem es sich um ein doku-
mentiertes Werk von Johann Georg Stengg handelt,
das um das Jahr 1750 entstand.”® Hier ist der Stock
ziemlich massiv und darunter befindet sich eine dun-
ne Schicht des Rahmens, der oben bis zum elliptisch
gebogenen, zusitzlich betonten Sturz verlangert ist.
Auf dieselbe Weise sind auch der Fensterrahmen und
der dartiber liegende Fenstersturz in der Kirche des
HI. Jakobus in Jakobski dol v Slovenskih goricah/St.
Jakob in Windisch Biitheln verbunden. Mehrschichtig
ist auch die komplette Dekoration der Hauptfassade
der Klosterkirche in Rein, bei der es sich ebenso um
ein Werk von Stengg handelt. Das Hauptgesims der
Kirche in Jakobski dol v Slovenskih goricah/St. Ja-
kob in Windisch Biitheln hat die gleiche Profilierung
wie die Fassade der Kirche der Barmherzigen Briider
in Graz, bevor diese in den Kirchturm ibergeht.
Sandra Rust stellte fest, dass fir Johann Georg
Stengg typische und an vielen Gebduden nahezu
identisch ausgefiihrte Gebalkprofile charakteristisch
sind. Threr Meinung nach ist dieser Umstand auf die
von seinen Mitarbeitern verwendeten Schablonen
zurlckzufithren.”” Solche Kapitelle mit Voluten,
wie sie bei der Bogendekoration in Jakobski dol v
Slovenskih goricah/St. Jakob in Windisch Biicheln
vorkommen, sind an den Innenwinden der Grazer
Barmbherzigkeitskirche und ebenso seitlich am Kirch-
turm der Barmherzigenkirche zu finden. Hier kommt
auch das Motiv der Palmette vor, das sich am Kapi-

® RUST 2009 (wie Anm. 1), S. 142-146.
% Ibidem, S. 204.
% CURK, J.: Mariborski gradbeniki v ¢asu baroka in klasicizma.

In: Casopis za zgodovino in narodopisje, 57,1986, S. 308-309.
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tell der Presbyteriumswand der Kirche in Jakobski
dol v Slovenskih goricah/St. Jakob in Windisch
Buheln befindet. Die troddelférmige Ornamentik
unterhalb des Fensterrahmens, die fiir die groBen
Fenster nur geplant und bei dem querovalen Fenster
auch ausgefiihrt wurde, ist an der Chorbriistung der
Kirche der Barmherzigen Bruder zu finden. Und
die seitliche Dekoration mit Gléckchen Zhnelt seht
derjenigen an den Pilastern der Fassade des Schlosses
Schielleiten.

Offensichtlich gab der Kaplan Andreas Schmiitz
die Planung fiir die VergroBerung des Presbyteri-
ums in Graz in Auftrag und von dort kamen auch
die Mauerer. Die stilistische Analyse zeigt, dass es
sich um den Grazer Meister Johann Georg Stengg
handelt, daher sind diese Pline eigentlich die einzi-
gen bisher bekannten bzw. erhaltenen Pline dieses
Meistets.

Bukovje/Pukstajn pri Dravogradu/Buchenstein
bei Unter-Drauburg, ehemalige Schlosskapelle
des HI. Vid

Die Kapelle wurde in die kunsthistorische Litera-
tur von Joze Curk eingefiihrt, als er sie im Jahr 1986
dem Architekten Janez N. Fuchs aus Matibor/Mat-
burg an der Drau zuschrieb.”” Curk nahm in diesem
Verzeichnis der Werke von Fuchs sehr unterschied-
liche Denkmailer auf, daher habe ich das Verzeichnis
mehrfach revidiert.®’ Aus dem Verzeichnis habe ich
auch die Kapelle in Bukovje/Buchenstein/Pukstajn
entnommen, allerdings beschiftigte ich mich mit der
Urheberschaft nicht.®

Die Kapelle liegt abgelegen, westlich vom Schloss.
Mit dem Presbyterium ist sie in Richtung Studen
ausgerichtet, so dass die Hauptfassade in Richtung
des Weges, der zum Schloss fiihrt, zeigt. Die Kapelle
besteht, von Norden gesehen, aus einem rechtecki-
gen Eingangsbereich, einem fast rechteckigen Schiff,
an welches an beiden Seiten symmetrische halbrunde
Kapellen anschlief3en, gefolgt von einem schmaleren,

¢ KEMPERL, M.: Fuchs (Fux), Johann Nepomuk. In: Saur
Allgemeines Kiinstler-Lextkon. Die Bildenden Kiinstler aller Zeiten
und 1 lker 46. Miinchen — Leipzig 2005, S. 56-57. KEMPERL
2007 (wie Anm. 39), S. 52-56.

0 KEMPERL 2007 (wie Anm. 39), S. 56, 76.



13. Bukovje pri Dravogra-
dn/ Buchenstein bei Un-
ter-Dranburg, ehemalige
Schlosskapelle, Anfenan-
sicht

ziemlich langen Presbyterium mit einem elliptischen
Abschluss. An dieses ist im Osten eine Sakristei und
an der Westseite eine groflere halbrunde Kapelle
angebaut. Dieser ungewohnliche Grundriss und die
Form dieser gro3eren Kapelle auf der Nordseite,
wo die Wand an die kleinere Kapelle des Schiffes
angepasst ist, lassen den Gedanken aufkommen,
dass diese grolere Kapelle spiter angebaut wurde.
Die Fassade ist mit Lisenen gebildeter Binderung
versehen, die einen einfach profilierten Balken trigt,
Gber dem sich ein spitbarocker Giebel erhebt. Im
Giebel befinden sich eine volutenférmige Stuckde-
koration und Kartusche. Jeweils eine Lisene befindet
sich auch an den Seitenpartien der Fassade. Das
Hauptportal schlie3t elliptisch ab, dartiber befindet
sich ein queroval gedhrtes Oculus. Der Kirchturm
(Dachreiter) ist mit einer Eckbanderung eingefasst
und mit einer Zwiebelhaube bedacht. Die Fenster6ff-
nungen der Kapelle sind rechteckig und die Fenster

im Kirchturm sind oben halbrund abgeschlossen.
Der Eingang in die Sakristei ist in gleicher Weise
ausgefiihrt wie der Eingang in die Kapelle. Das Schiff
ist mit einem Kreuztonnengewolbe ausgestattet.
Vom Presbyterium ist es durch ein geschmiedetes
Gelander und einen Gurtbogen getrennt, auf dem
zwei Wappen und der Heilige Geist in Gestalt einer
Taube abgebildet sind. Das Presbyterium ist mit
einem Tonnengewolbe ausgestattet. Das Gebilk ist
wenig ausgeprigt. Im Boden des Schiffes befindet
sich ein entweihtes Grab und in die Winde der
Kapellen sind Grabmale der Familienmitglieder
Kometer aus dem 19. und der ersten Hailfte des 20.
Jahrhunderts eingemauert.

Uber die Architekturgeschichte der Kapelle
sind keine Daten verfiigbar, nur in der Kartusche
tber dem Haupteingang stand einst die Jahreszahl
1739. Es handelt sich um die Kapelle des Schlosses
Bukovije/Buchenstein/Pukstajn. Das Schloss sollte
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von den Kholers aufgebaut worden sein, nachdem
das alte Schloss im Jahr 1706 bereits das zweite Mal
niederbrannte. Sie waren Eigentiimer bis zum Jahr
1745, danach folgte Jabornegg als Besitzer bis zum
Jahr 1789. Die Eigentimer zwischen den Jahren
1789 und 1794 waren Josef von Mossmiller und
bis zum Jahr 1817 Dizma Popp. Seitdem und bis
zum Jahr 1926 war das Schloss im Besitz der Barone
Kometer, die das Gebdude im Jahr 1870 griindlich
umbauten. Im Jahr 1932 wurde das Gebdude mit-
samt der wertvollen Sammlung von Kunstwerken
und Antiquititen auf einer Auktion verkauft. Heute
befindet sich im Gebiude der Sitz der Offentlichen
Anstalt Dravit Dravograd, einst war dort Sitz der
Grundherrschaft und Bezirkshauptmannschaft.” Im
Hinblick auf die nicht mehr erhaltene Jahreszahl in
der Kartusche tiber dem Hauptportal kann gefolgert
werden, dass die Kapelle im Jahr 1739 erbaut wurde.
Auf den Fotografien aus dem Jahr 1990, die beim
Denkmalamt der Republik Slowenien hinterlegt
sind, ist noch sichtbar, dass die Kartusche auf der
Fassade auch die Jahreszahl 1739 enthielt. Diese
Jahreszahl wurde beim Wiederaufbau im Jahr 2005
nicht erneuert oder rekonstruiert, ebensowenig ein
Teil der Stuckatur auf der Giebelfassade, somitist die
Dekoration nicht mehr in der urspriinglichen Form
erhalten.”* Der ungewohnliche Grundriss und die
Form der groBeren Kapelle auf der Nordseite, wo
sich die Wand an die kleinere Kapelle des Schiffes
anpasst, legen den Gedanken nahe, dass diese gro-
Bere Kapelle nachtriglich angebaut wurde.

Curks Zuschreibung des Werks an Janez N.
Fuchs® kann schon durch die frihere Entstehung
der Kapelle widerlegt werden. Auch die Dekoration
und Form des Fensters an der Hauptfassade geh6ren
nicht zum stilistischen Repertoire von Fuchs. Fir
Fuchs, der schon dem spitbarocken Klassizismus
zugeordnet wird, sind zwar ebene Fassaden mit
Dachreiter und ebenso elliptisch abgeschlossene

9 STOPAR, L: Grajske stavbe v vzhodni Sloveniji. Knj. 4, Med
Soliavskim in Kobanskim. 1jubljana 1993, S. 71-72.

4 KEMPERL 2007 (wie Anm. 39), S. 56, 76.
% CURK 1986 (wie Anm. 60), S. 309.

% KEMPERL 2007 (wie Anm. 39), S. 52-56.
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Portale charakteristisch.® Das elliptische, querovale
Fenster gehort allerdings auf keinen Fall zu seinem
Werk, ebenso nicht die Dekoration mit Voluten
und die konkav abgerundeten Fassadengiebel. Am
Gebiude sind auch Elemente sichtbar, die fur das
erste Quartal des 18. Jahrhunderts charakteristisch
sind. Dies betrifft die Lisenengliederung, welche
auf keinem dokumentierten, Fuchs zugeschriebe-
nen Gebdude vorkommt. Die Kapelle kann mit der
Stengg zugeschriebenen Kapelle des HI. Ulrichs in
Graz verglichen werden, die im Jahr 1736 vergro-
Bert wurde. Der Innenraum ist zweijochig und mit
einem Kreuzgratgew6lbe versehen. Das durch das
verkropfte Gesims vom Hauptgeschoss getrennte
Giebelgeschoss wird durch zwei zarte Pilaster auf
kleinen Sockeln dreigeteilt. Die beiden Aufensei-
ten werden durch stilisierte Voluten verziert, im
Mittelfeld befindet sich ein Rundfenster. Uber dem
Giebelgeschoss erhebt sich der zweigeschossige
Dachreiter mit Zwiebelhaube. ¢

Die Kapellen sind insbesondere durch das Kreuz-
gratgewolbe im Inneren,” das Konzept der ebenen
Fassade mit Dachreiter sowie die stilisierten Voluten
im Giebel miteinander verbunden. Die queroval
geohrten Fenster sind ebenso ein charakteristisches
Element in Stenggs Repertoire: das querovale Fenster
ist an der Hauptfassade der Barmherzigenkirche zu
finden, solche queroval gebhrten Fenster kommen
am Nebengebaude des Schlosses Schielleiten (1717-
1731?) und beim Gartenpavillon des Schlosses G6s-
ting vor, solche hochgestellten Fenster und auch ein
Mittelrisalit sind auf beiden Seiten der Stral3enfassa-
de und Gartenfassade des Schlosses Gosting (1724
—1728) zu finden. Wie Sandra Rust feststellt, ist fiir
Stengg gerade diese Variation der gestalterischen
Losungen spezifisch.” Die Gliederung im Innen-
raum ist bescheiden, die Pilasterkapitelle sind wenig
ausgeprigt, ebenso wenig ausgeprigt sind die Pilas-
terkapitelle im Innenraum der Kalvarienbergkirche

7 Dehio-Handbuch, Die Kunstdenkniiler Osterreichs. Graz. Bd.. H.
Schweigert. Wien 1979, S. 229. RUST 2009 (wie Anm. 1), S.
343-344.

% Fur dieses stellt S. Rust fest, dass das fur Stenggs frithe Werke
charakteristisch ist und auch an der Kapelle Heilige Stiege in
Graz zu finden ist. RUST 2009 (wie Anm. 1), S. 161.



in Heiligenkreuz am Waasen. Die Lisenenbinderung
mit angedeuteten Kapitellen ist auch an den lings
verlaufenden Fassaden der Kalvarienbergkirche in
Heiligenkreuz am Waasen anzutreffen. Wegen der
etwas robusteren, nicht so feinen Ausfuhrung, er-
stellte Stengg vermutlich nur den Plan, erbaut wurde
sie aber von lokalen Maurern.

Ergebnisse

Johann Georg Stengg prigte wesentlich die stei-
rische spatbarocke Architektur. Sandra Rust hat im
Jahr 2009 samtliche bis dahin verfiighare Literatur
und Archivquellen durchforstet und aufgrund einer
stilistischen Analyse sein Werk profaner und sakraler
Architektur vervollstindigt. Eine planmafige Erfor-
schung seiner Werke in der slowenischen Steiermark
ist allerdings noch nicht erfolgt. Somit stellt der
vorliegende Artikel eine Erweiterung von Stenggs
Werken um drei sakrale Gebdude in der slowenischen

Steiermark bzw. im slowenischen Karnten dar, die in
die Zeit vom Jahr 1723 bis zum Jahr 1740 reichen.
Es handelt sich um die Wallfahrtskirche der HI. Ag-
nes am Berg Golika oberhalb von Ober-Rétschach
bei Gonobitz/Zrece (1723), das Presbyterium der
Kirche des Hl. Jakobus in St. Jakob in Windisch Bi-
heln/Jakobski dol in Slovenske gorice (1739, 1740)
und die Schlosskapelle des Schlosses Buchenstein/
Pukstajn/Bukovje bei Unter-Drauburg/Dravograd
(1739). Die stilkritische Analyse ergab nimlich grof3e
Ahnlichkeiten mit seinen Werken, sowohl im Sinne
der Dekoration als auch im Sinne der Gewdlbesys-
teme sowie der Profilierung der Hauptgesimse und
der Gebilke. Der Plan fiir den Bau des neuen Pres-
byteriums der Kirche des HI Jakob in St. Jakob in
Windisch Buheln/Jakobski dol ist noch erhalten und
mittelbar mit einer Archivquelle datiert. Demzufol-
ge handelt es sich um den bisher ersten bekannten
bzw. erhaltenen Plan dieses wichtigen spitbarocken
steirischen Architekten.

Johann Georg Stengg a sakralne diela v slovinskom Stajersku

Resumeé

Johann Georg Stengg sa vyznamne podielal na
formovani neskorobarokovej architektury Stajerska.
V roku 2009 prebadala Sandra Rust dostupnd litera-
taru a archivne pramene a na zaklade slohovej analy-
zy doplnila jeho dielo v oblasti profannej a sakralne;
architektary. Systematicky vyskum Stenggovych diel
v slovinskom Stajersku sa viak doposial’ neusku-
tocnil. Predlozena $tudia tak predstavuje rozsirenie
suboru jeho diel o tri sakralne objekty z rokov 1723
az 1740 v slovinskom Stajersku resp. v slovinskom
Korutansku. Jedna sa o puatnicky Kostol sv. Agnesy
na kopci Golika nad mestom Zrece/Ober-Rétschach
bei Gonobitz/ z roku 1723, presbytérium Kostola

sv. Jakuba /Jakobski dol v Slovenskih goricah/St.
Jakob in Windisch Biiheln/ z rokov 1739 — 1740
a zamocku kaplnku zimku Bukovje/Pukstajn pri
Dravogradu/Buchenstein bei Unter-Drauburg/ z ro-
ku 1739. Kriticka analyza slohu ukazala totiz vel'ka
podobnost’ so Stenggovymi dielami, ¢i uz v duchu
vyzdoby a v klenbovych systémoch, ako aj v profila-
cit hlavnych rims a tramov. Plan pre stavbu nového
presbytéria Kostola sv. Jakuba v Jakobskom dole
ostal zachovany a je nepriamo datovany archivohym
pramenom. Tym sa jedna o doposial’ prvy znamy
resp. zachovany plan tohto vyznamného neskoro-
barokového stajerského architekta.

% RUST 2009 (wie Anm. 1), S. 104.
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Surrealist’s Dreams and Classical Tradition

Jan BAZANT

Surrealism, n. Psychic automatism in its pure state, by which one proposes to express ... the
actual functioning of thought. Dictated by thought, in the absence of any control exercised by
reason, exempt from any aesthetic or moral concern ... Surrealism is based on the belief in the
superior reality of certain forms of previously neglected associations, in the ommnipotence of dream,
in the disinterested play of thought. 1t tends to ruin once and for all other psychic mechanisms
and to substitute itself for them in solving all the principal problems of life.

André Breton, Manifesto of Surrealism, 1924!

Surrealist painters distanced themselves ostenta-
tiously from rationality, education, and the Western
classical tradition. They mocked its aesthetics and
formal repertoire, but their paintings were embedded
in a conceptual framework inherited from ancient
Greece and Rome and abounded in classical allu-
sions. It is significant that Sigmund Freud, whose
teachings inspired surrealists enormously, was a
passionate collector of classical antiquities. His col-
lection, as Louise A. Hitchcock stressed, was “no
doubt, also a symbol of his achievement, just as in
the estrangement he felt when visiting the Acropolis,
for Freud, these were symbols of a place that had
seemed unattainable in the poverty of his youth. For
many, the study of classics continues to be a symbol
of status and achievement.””” Freud was, however,

' Quoted after: The Sources of Surrealism. Art in Context. Ed. N.
MATHESON. Aldershot 2000, p. 302 (translation R. Seaver,
H. R. Lane).

? HITCHCOCK, L. A.: Theory for Classics. A Student’s Guide.
Oxford 2008, p. 9.

There is no comprehensive treatment of Freud and Warburg,
cf. HARDING, K.: Warburgs ‘Revenants’ — psycho-ikono-
graphisch gezihmt. In: Kritische Berichte 18, 1990, pp. 27-37;
HARDING, K.: Freuds 1eonardo. Eine Anseinandersetzung mit
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impressed not only by the ancient Greek and Roman
art he collected, but also by the methodology of the
pertinent scientific discipline, classical archaeology.

There was an inner affinity between psychoanaly-
sis and classical archaeology. It stemmed from the
fact that both disciplines were based on firm belief
in the presence of the past in the present. In Freud’s
time, classical archaeologists still believed that the
ancient Greek and Roman past dictated the shape
of the world’s future. Freud founded psychoanalysis
by defining man as a being that continuously reacts
to the events of his or her personal history. At the
same time, art historian Aby Warburg founded a
new discipline, the study of the classical tradition
that analyses those elements of FEuropean culture
that derive from the ancient wotld.” It must not be

psychoanalytischen Theorien der Gegenwart. Minchen 1998; Wie
sich Gefiible Ausdruck verschaffen — Emotionen in Nabsicht. Eds.
K. HARDING - A. KRAUSE-WAHL. Taunusstein 2008;
ZUMBUSCH, C.: ,,Gesteigerte Gesten. Pathos und Patho-
logie bei Freud und Warburg. In: Ubung und Affekt: Aspekte
des Kirpergeddchtnisses. Eds. B. BANASCH — G. BUTZER.
Berlin 2007, pp. 269-289; PICHLER, W. et al.: Metamor-
phosen des Flussgottes und der Nymphe: Aby Warburgs
Denk-Haltungen und die Psychoanalyse. In: Dze Couch. Vom
Denken im Liegen. Ed. L. MARINELLI. Miinchen 2000, pp.
161-186.



forgotten that classical archaeology had come into
flower and served as a model for other humanistic
disciplines at that time. According to Freud, the un-
conscious dominates people’s feelings and behaviour
in a similar way as the heritage of Greco-Roman
civilization continues to dominate their worldview.
In both cases, Freud argued, the past left enough
traces to bring it out of oblivion. He explicitly used
the archaeology of the city of Rome as a metaphor
for psychic preservation.

In his “Civilization and its Discontents” of 1930
Freud asked, what traces of its history “a visitor to
Rome may still find today if he goes equipped with
the most complete historical and topographical
knowledge ... Now let us make the fantastic sup-
position that Rome were not a human dwelling-place,
but a mental entity with just as long and varied a past
history: that is, in which nothing once constructed
had perished, and all the earlier stages of develop-
ment had survived alongside the latest ... where
the Palazzo Caffarelli stands there would also be,
without this being removed, the Temple of Jupiter
Capitolinus, not merely in its latest form, moreover,
as the Romans of the Caesars saw it, but also in its
earliest shape, when it still wore an Etruscan design
and was adorned with terra-cotta antifixae. Where
the Coliseum stands now, we could at the same time
admire Nero’s Golden House; on the Piazza of the
Pantheon we should find out not only the Pantheon
of today as bequeathed to us by Hadrian, but on the
same site also Agrippa’s original edifice; indeed, the
same ground would support the church of Santa
Maria Sopra Minerva and the old temple over which
it was built. And the observer would need merely to
shift the focus of his eyes, perhaps, or change his
position, in order to call up a view of either the one
or the other.”

In classical archaeology excavations revived the
past buried in the soil, in psychoanalysis and surreal-
ism dreams were the “royal road” to the unconscious
butied in each of us [Fig 1].> The leading Czech

Y FREUD, S.: Civilization and its Discontents (trans. by James
Strachey). New York 1962, p. 17.

Photo: https://www.flickr.com/photos/calypsospots/
sets/72157614168266938 (accessed 10th Nov 2014). In the
drawing two art lovers study paintings of Styrsky and Toyen

1. Antonin Pele, There is no Joy without Frend! (At the exhibition of
Styrsky and Toyen), ink on paper, 1936, Ndarodni galerie, Praha.

Surrealist, Jindfich Styrsky (1899—1942), systemati-
cally recorded his dreams and accompanied these
texts with their visual representations. He analysed
unconscious fantasies encoded in his dreams and
thus unearthed his own history not only with the
rigour of a classical archaeologist, but also with his
bias. In this article, we shall try to demonstrate that he
fused his own history with that of European culture
in general and the classical tradition in particular in
his last creations.

In 1941, year before his death, Styrsky prepared
33 of his illustrated dreams for publication, but only
a fragment of it appeared as a private print at that
time. It was only in 1970 that Frantisek Smejkal ed-
ited and published Styrsky’s opus, which is unique in

with copies of the Czech translation of Freud’s “Introductory
Lectures on Psycho-Analysis.” Cf. I okovech snichu: karikatura
a Geské uméni 1900-1950. Ed. O. CHROBAK. Praha 2006, p.
71; BYDZOVSKA, L. — SRP, K.: Jindsich S tyrsky. Praha 2007,
fig. 676 on p. 523 (there is a photograph of Styrsky reading
a copy of this very book: p. 240).
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1941, private collection in Paris.

world literature and surrealist art.® At the head of his
book Styrsky placed the drawing entitled “Portrait of
My Sister Marie” with a commentary that served as
an introduction to the entire book [Fig. 2].” In it, he
wrote: “As a child I caught a glimpse of a magazine’s
colour supplement displaying the image of a wom-

¢ BYDZOVSKA — SRP 2007 (see in note 5), pp. 16-17, 425-
450.

7 Photo: STYRSKY 1970 (see in note 7), p. 8.

$ STYRSKY, J.: $7y. Ed. E SMEJKAL. Praha 1970, p. 9 (se-
cond edition: Praha 2003 with notes of J. Smejkalova on
pp. 148-149). English translation by J. Slast (STYRSKY, J.:
Dreamuerse. Praha, forthcoming, cf. http:/ /www.twistedspoon.
com/dreamverse.html (accessed 10th Nov 2014).
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an’s head, exquisite with golden hair, whose pale hue
will always suggest azure to me. Her lips, red from
the lipstick, looked like a moist abyss, though silent,
parted, and mute. Eyes of violet — in them pride,
sin, and weakness — blazed in a pallid face. The head
was perverse, and yet full of compassion, damned,
yet full of kindness. It was the head of Medusa in a
pool of blood. Blood streamed from its neck, and in
its hair a cluster of vipers, erect, ready to penetrate
the woman through her mouth, nose, and ears. As I
paid no attention to who had painted the picture, the
artist’s name has been effaced from my memory. But
the horror depicted here has never left me. A ghastly
horror, an alluring horror. The head of Medusa. It
keeps returning in my dreams. I tried to place this
head on those closest to me at that time: my mother
and sister. The head was perfect fit on my sister. So
I was madly in love with her. In the depth of my
memories of my sister lies the memory of her death
... When remembering today, the woman appears to
me like a foal sleeping in an alpine wilderness. She
certainly knew the many ways of love. In this way I
instinctively created my HALLUCINATIONS, my
OBJECT-PHANTOM, on which I am fixated and
to whom I dedicate this work. ™ Styrsky’s interest in
Medusa is in no way surprising, “the male surrealists
saw women as linked to death, as Medusa figures,”
stressed Katherine Conley.’

Marie is shown as a gitl with big breasts and slim
waist emphasizing her femininity, which corresponds
to Styrsky’s commentary (she &new certainly the many
ways of love). Marie was his stepsister who died of
heart failure when she was twenty-one, on May 31,
1905. Jindfich was only six years old, but he tells
us that he created with the deceased stepsister very
powerful erotic bond that accompanied him all his
life." In the drawing, Marie has gently tilted head

’ CONLEY, K.: Automatic Woman: The Representation of
Woman in Surrealism. Lincoln NE 1996, p. 110.

1C

.1 remember another incident from my childhood. It happe-
ned around the time I was expelled from Gymnasium. I was
scorned by all and only my sister would have anything to do
with me. I would secretly go to her room at night. Lying in
each other’s arms, legs intertwined, by means of long periods
of absolute bodily quiescence we dreamed up that state of ex-
haustion which overtakes all who move along the razor’s edge
of shame. One night we heard quiet footsteps approaching, My



with big staring eyes; nose and mouth are completely
missing, Bydzovska and Srp wrote: ,,he remembered
above all his sister’s eyes. The eyes remained with
Styrsky. If the body had gone for good, the eyes
still watched the wotld around them.*"" Eyes were,
however, the most important and most territying
aspect of Medusa, to whom Styrsky assimilated his
stepsister. Medusa transformed all life into dead
stone by her look. However, in Styrsk;'f’s drawing,
Marie-Medusa evidently turned her destructive
power onto herself.

The surface of the body and the veil of Marie are
cracked as if it was an old plaster wall. As Bydzovska
and Stp stressed, in Styrsky’s work there is an analo-
gous text. “In the middle of that cemetery setting,”
wrote Styrsky, “I would like to draw your portrait,
the face of my sea girlfriend, her image engraved on
a crumbling wall, soaked by the rain, saturated with
watet, cracked by the wind and lad waste by time.”*?
However, on the “Portrait of my Sister Marie” we
do not find the cracks in the background, Styrsky did
not paint a dilapidated picture but decayed depiction
of his sister. In Styrsky’s text “Emilie comes to me in
a dream” written in 1933 he expressed the same idea
as follows: “Emilie is in shreds, the fragments of her
image have been dispersed by the wind to a place un-
known to you, and therefore you cannot now choose
her as the instrument of your tranquillity ... Emilie’s
beauty was not created to fade, but to decay.”"?

In depictions of Medusa, snakes, into which
Athena transformed her hair according to ancient
myth, always dominate. In his Pharsalia, the ancient
Roman poet Lucan accents Medusa’s feminine beauty
by describing in detail that she treated the snakes on
her head as if they were hair. “It pleased Medusa,”

sister motioned me to hide behind the couch. Father entered
the room, carefully closing the door behind him, and without
saying a word lay down with my sister. I finally had a chance
to witness how one makes love” (STYRSKY, J.: Emilie comes
to me in a dream. In: NEZVAL, V. — STYRSKY, J.: Edition 69.
Trans. by J. Slast. Praha 2004, pp. 81-82). It was not, however,
authentic memory, because in the year when Styrsky’s sister
died, he just commenced his elementary education and thus
cannot be “expelled from Gymnasium.”

' BYDZOVSKA — SRP 2007 (see in note 5), p. 17.

12 Cf. STYRSKY, J.: Poesie. Praha 1946, p. 37. English translation

3. Maxmilian Pirner, Medusa, pastel on paper, 1891, National Gallery,
Prague inv. no. O-5839.

wrote Lucan, “when snakes dangled close against
her neck; in the way that woman dress their hair, the
vipers hang loose over her back but rear erect over
her brow in front; and their poison wells out when
the tresses are combed.”'* In Czech art, we find an
allusion to the toilet of Medusa in the pastel of Max-
milian Pirner, which depicts Medusa washing lovingly
her snake hair with a mischievous expression on her
face [Fig. 3]."° On Styrsky’s drawing, Marie has on her
head and around it something large and indistinct,
which we sense rather than see. It resembles a coiled
tube with horizontal stripes evoking snakes, but it
also resembles a Sunday best hat of the time when
Marie died. We do not know whether Styrsky knew
Lucan.' It is, however, not an important question,

quoted after BYDZOVSKA — SRP 2007 (see in note 5), p. 17.
15 STYRSKY 2004 (see in note 10), pp. 81-82.
" Lucan 9, 633-635 (translation by J. D. Duff).

> Photo: http://www.tfsimon.com/Maximilian-Pirner.html
(accessed 10th Nov 2014).

16 Styrsky studied, with apparent lack of concern, at the Teacher
Training School in Hradec Kralové (1914-1917) and the Aca-
demy of arts in Prague (1920-1922). During his lifetime, only
German or French translations of Lucan’s work were accessible.
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4. Jindsich Styrsky, Two Little Snakes, pencil on paper, 1934, private

collection in Paris.

because Lucan’s description of Medusa was part and
parcel of European culture from 16" century on.
In the Middle Ages, pictures inspired by the Bible
became the “Bible of illiterates.”” In the same way,
pictures inspired by the literary tradition inherited
from ancient Greece and Rome transmitted this
tradition independently of the literary tradition in
subsequent centuries.

The dreams that Styrsky placed at the beginning
of his eponymous book are closely related to Medusa
discussed in the introductory caption. “Medusa’s
head,” Bydzovska and Srp stressed, “became a
number of themes, each operating independently,
found in Styrsky’s work. In addition to severed head
and snakes he also used the motif of open mouth,
where it was unclear if he depicted the final breath
or if the monster was trying to devour all around
it.”" There are three dreams about snakes described
and illustrated in Styrsky’s “Dreams” and in these

' BYDZOVSKA — SRP 2007 (see in note 5), p. 16.

1 STYRSKY 1970 (see in note 7), p. 10.

86

5. Jindsich Styrsky, Man-cuttlefish, ol on canvas, 1934, private collection
in Paris.

illustrations that which we see outlined dimly on
the head of Marie receive a concrete form. In the
introductory text to dreams about snakes, Styrsky
writes that in the years 1925-1930, he had repeatedly
had a dream about a snake: he often woke up in hor-
ror because it coiled around his neck and strangled
him. The touch of snake was not disgusting; on the
contrary, it aroused in him feelings of pleasure.'” In
these dreams, we find the theme of horror associ-
ated with pleasure that Styrsky traced back to his
“childhood memory.”

In 1934, two small snakes, one green and one red,
appeared in Styrskys’s dreams. They danced in front
of him, and sometimes even kissed each other."” The

1 Ibidem, p. 14.



drawing “Two Little Snakes” is a representation of
the human head that is cut in such a way that only
the lower part remained with stressed lips [Fig. 4].*
From the torso of the head grows a small snake that
is kissing a snake that crawled on him from above.
The half head with expressive lips out of which the
snake emerges is cleatly linked with the picture of
Medusa’s severed head, which Styrsky described at
the beginning of his book. We may note that ac-
cording to Lucan, Medusa’s terrible transformation
started at the part, which plays a prominent role in
Styrsky’s drawing, namely the throat. “From her
throat (faucibus),” wrote Lucan, “were born the
snakes that poured forth shrill hissing with their
forked tongues.”” In the same year, 1934, Styrsky
painted the “Man-Cuttlefish” in which the throat
is even more prominent [Fig. 5].** In this painting,
he also highlighted the red colour of the lips, which
played an important role in his description of the
painting of Medusa (Her lps, red from lipstick, looked
like a moist abyss, though silent, parted, and mute). In the
painting “Man-Cuttlefish” the little snakes are dif-
ferentiated by colour, in the same way as the snakes
that Styrsky saw in his dreams. The one growing up
out of the torso of the head is red, while that which
is above, is partly red and partly pale green. In his
records of dreams Styrsky pored over details with
a scientist’s diligence and, as we shall see below, the
colour differentiation of snakes might be crucial.
Styrsky’s allusions to the painting of Medusa un-
derwent another transformation in 1940, when in his
dream snakes reappeared, after a gap of a decade. In
the drawings inspired by these dreams we find two
snakes growing out of a woman’s breasts, a woman
who is a snake from the waist, or other variations
on the theme of the woman-snake [Fig. 6].” These
drawings were created one year before the emergence
of the “Portrait of my sister Marie,” and therefore it
is not without significance that in the drawing “The
dream of snakes II”” a snake is shown with horizontal
stripes, which can also be found on the serpentine
formation at the head of Marie-Medusa. For Styrsky,

? Photo: ibidem, p. 14.
2 Lucan 9, 631-632.

** Photo: ibidem, p. 15.

6. Jindsich Styrsky, Dream of snakes II, pencil on paper, 1940, private
collection in Paris.

it was evidently vital that in the last sixteen years of
his life, from 1925 to 1941, his “childhood memory”
of the painting of Medusa again and again mingled
with the memory of his stepsister. She became his
private emblem of womanhood - lover, mother, and
the principle of life and art. Thatis why he began his
book on dreams by the description of the image of
Medusa and recollections of his stepsister’s death.
Styrsky remembrance, which according to his
words influenced him extremely, concerned the
painting of Medusa by Rubens.* Styrsky’s descrip-
tion fits this painting very well. There are countless
depictions of Medusa’s severed head, but only on
that painted by Rubens do we find a combination
of Medusa’s golden hair, blue eyes, open mouth
and blood flowing from her neck. “It seems,” wrote
Bydzovska and Stp, “he first recalled that experience
... in May 1941 when he was writing the introduction
for his book Dreams.”” In the “Two Little Snakes”
and the “Man-cuttlefish” created in 1934, Styrsk;’r
depicted, however, two kissing snakes, with heads
turned in opposite directions. We find the same pair
of snakes in Rubens’ painting, which means that the

? Photo: STYRSKY 1970 (see in note 7), p. 18.
2 BYDZOVSKA — SRP 2007 (see in note 5), p. 16.

» Ibidem, p. 16.
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7. Petr Panl Rubens and Frans Snyders, Medusa (detail), oil painting on
canvas, 1617-1618, Wien, Kunsthistorisches Museun.

year 1934 is the date before which Styrsky saw the
Baroque painting of Medusa. We shall return to this
pair of kissing snakes at the end of this paper.
Scholars agree that Rubens’ painting fits the rele-
vant text in Lucan’s 1st century AD epos “Pharsalia,”
from which we already quoted.”® It is in no way
surprising, because it was compulsory reading in
schools in Rubens’s time. Lucan asks: “How looked
the Gorgon then, when her head was severed by the
stroke of the curving blade? What fell poison must
I suppose was breathed forth by her mouth, and
how deadly the discharge from her eyes!”” Rubens’
painting answers Lucans’ question and shows how
horrified Medusa was when she realized that she
would die in the next moment. Lucan inserted the
story of Medusa into his narration of the operations
of Cato’s army in Libya, where it was decimated by

% Cf. PROCHASKA, W.— SCHUT?Z, K. et al.: Peter Panl Rubens.
Wien 1977; PIETERS, J.: Speaking with the Dead. Edinburgh
2005, pp. 54-84.

% Lucan 9, 678-681.

2 Lucan 9, 622-627.
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all kinds of snakes and insects. “Why the clime of
Libya” writes Lucan, “abounds in such plagues and
teems with death, or what bane mysterious Nature
has mingled with her soil — this no study and pains
of ours avail to discover; but a world-wide legend
has taken the place of the true cause and deceived
mankind. In the farthest parts of Libya, where the
hot earth admits the Ocean heated by the sun when
he sets, lay untilled the broad realm of Medusa.”*®

Lucan describes at length the appearance and ter-
rible symptoms of venomous bites of Libyan snakes
and insects.” In Rubens’ painting, Medusa’s head is
lying on the bare yellow rock covered by various spe-
cies of snakes and other poisonous animals - newts,
spiders, and scorpions. Among them, we see also a
mythical two-headed snake, which was mentioned
in “Pharsalia” and in “Natural history” of ancient
Roman writer Pliny [Fig. 7].”" All these animals were
painted by Rubens’ collaborator Frans Snyders. Ru-
bens’ and Snyders’ picture of Medusa illustrates not
only the end of the monster, but also the beginning
of a greater and far more lasting evil, namely the
creation of the viper and other venomous creatures.
When we take a closer look at the painting, we see
how snakes are being born from the blood flowing
from Medusa’s severed neck, and the inspiration
came again from Lucan.

When Perseus killed Medusa and flew home
over the Libyan Desert, the blood dripped from the
head of Medusa, which he carried with him. Out
of these drops of blood venomous snakes were
born. “Though that land is barren,” writes Lucanus,
“and those fields give increase to no good seed, yet
they drank in poison from the gore of the dripping
Medusa head — drank in from that savage blood a
ghastly dew, which was made more potent by the heat
and burnt into the crumbling sand. In this land the
blood, when it first stirred a head above the sand,
sent up asp whose swollen neck puts men to sleep;
in no snake is more poison condensed; for more

¥ Lucan 9, 708-889.

¥ Amphisbaena“: Lucan 9, 719; Plin. nat. 38.7.85. Photo:
http://commons.wikimedia.org/wiki/File:Rubens_Medusa.
jpeg (accessed 10th Nov 2014).



blood and a drop of clotted venom fell down here.”””!

We may read the same story in the third century
BC Greek epic of Apollonius Rhodius™ and Ovid’s
“Metamorphoses.”” Precisely this event, the mythi-
cal birth of Libyan snakes, is illustrated in Rubens’
and Snyders’ painting, On the yellow barren ground
we see drops of Medusa’s blood and newly born
snakes coming out of them. The land of Medusa
was dead and poisonous.

Rubens’ and Snyders” Medusa is a dreadful sight
and the longer we look, the more it is dreadful.
Constantin Huygens was the first to confess that
he never forgot this painting. ,,Among these,” he
wrote about works of Rubens in 1629-1630, “the
one I have always before my mind’s eye is that which
my friend Nic. Sohierus of Amsterdam sometimes
displayed from among his magnificent Collection.
It is the severed head of Medusa entwined with
snakes which arise from her hair. In that head of a
beautiful woman he has produced an appearance
still pleasing — even in her recent death — and at the
same time terrible due to the disgusting snakes. This
is done with such indescribable skill that it delights
the viewer who is overwhelmed with sudden terror
(indeed, it is customarily concealed with a curtain)
by the very richness of the piece, as it is lively and
charming.“ **

Bydzovska and Srp believed that it was “one
of the images that permanently engraved itself on
Styrsky’s memory of his early childhood.”” However,
Styrsky could not see a colour reproduction of Ru-
bens’ painting at a time when his stepsister lived as

3 Lucan 9, 696-703.

2 “When the godlike Perseus ... flew over Libya ... every drop
of dark blood that fell from it to the ground produced a brood
of these serpents” (Apoll. Rhod. 4, 1511-1515, translation E.
V. Ricu).

3 ,As he hovered over Libya‘s sands, the blood-drops from

the Gorgon'‘s Head dripped down. The spattered desert gave

them life as snakes, smooth snakes of many kinds, and so
that land still swarms with deadly serpents to this day* (Ov.
met. 4, 617-620, translation A. D. Melville).

#* HUYGENS, C.: Mijn jengd. Translated and with commentary
by C. L. Heesakkers. Amstredam 1987, pp. 80-81.

» BYDZOVSKA — SRP 2007 (see in note 5), p. 16.

8. Petr Panl Rubens and Frans Snyders, Medusa, workshop copy, oil
painting on oak panel, 1617-1618, Moravskd galerie, Brno.

stated by him in the introduction to the book on his
dreams. The reason is simple - none was published
before her death in 1905, and none was available
in the decades to come. In Styrsky’s childhood «
magazine’s colonr supplement reproducing an old paint-
ing did not exist. The pioneer in this field was the
publishing house E. A. Seemann in Leipzig. It was
onlyin 1907 that Seemann began to publish the revo-
lutionary series of picture books entitled “Galleries
of BEurope” and a year later this publishing house
started similarly conceived series of monographs on
individual artists.” In 1923, Seemann published a list
of all colour reproductions which this publishing
house had produced so far, and Rubens’ and Snyders’
Medusa is not mentioned here.”” The most probable
explanation of the discrepancy in Styrsky’s narrative
is that he did not see the reproduction, but its original
hanging on the wall of the picture gallery.”® He could
see the painting either in Vienna or in Brno, where
there is a workshop copy [Fig. 8].”

% Cf. TORCELLINI, D.: La riproduzione photografi ca del
colore nelle collane d’arte della prima meta del Novecento. In:
Colore e Colotimettia: contributi multidisciplinari. Atti della 5°
Conferenza Nazionale del Gruppo del Colore (Palermo, 7-9
Ottobre 2009). Ed. A. RIZZI. Firenze 2009, pp. 151-162.

7 Farbige Gemildewiedergaben. Systematisches Verzeichnis
von 3000 farbentreuen Kunstblittern nach den bedeutends-
ten Bildern aus allen europiischen Galerie. Leipzig 1923.

% In connection with another discrepancy between Styrsky’s sta-
tements and documented reality, BydZovska and Srp stressed
that he “tended to give his fantasy free rein”. BYDZOVSKA
— SRP 2007 (see in note 5), p. 495.

* Rubens’ painting was transferred from Prague (where it is
recorded since 1685) to Vienna in 1876. The painting in
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Bydzovska and Srp remarked, that “Styrsky’s
experience in eatly childhood was a suitable subject
for psychoanalysis. According to Freudianism, in
childhood Styrsky saw something that prompted
a fear of castration ... Medusa’s head went to the
family member who was dear to him, and it can be
assumed that the image of her genitals prompted a
Freudian castration anxiety in him.”*" The prospect
of future psychoanalysis of his work might explain
why Styrsky, who was an enthusiastic follower of
Freud, stressed that his encounter with Rubens’
painting took place in his childhood. A glmpse of a
magazine’s colour supplement, about which he writes
in his “Dreams” can also be explained by Styrsky’s
surrealist bias. The difference between a recollection
of a visit to a picture gallery and a random paging in
a magazine was evidently fundamental for him, the
former was premeditated and culturally conditioned,
the latter spontaneous and natural. We may presume
that according to Styrsky, the accidental character
of the unlooked-for encounter with a picture in a
magazine guaranteed the authenticity of the emo-
tional response. In their creative process, surrealists
highlighted everything which, as they believed, arises
from a subconscious source; they ostentatiously
favoured unaffectedness, ignorance, naivety, and
automatism.

Itis instructive to compare in this respect Jindfich
Styrsky with another Czech painter, Jan Zrzavy, who
was only nine years older and was also impressed by
Rubens’ painting of Medusa. Zrzavy also belonged
to the avant-garde artistic movement, but he was dif-
ferently oriented. He declared his admiration for old
European art, especially Leonardo da Vinci, openly.
It was, therefore, no problem for him to confess

Brno was given in 1818 by Joseph I. Nimpsche to the Francis
Museum, the forerunner of the Moravian Gallery. Another
copy is in Dresden (inv. 1050). Photo: http://cs.wikipedia.
org/wiki/Peter_Paul_Rubens#mediaviewer/Soubor:Me-
dusaRubens.jpg (accessed 10th Nov 2014).

“ BYDZOVSKA — SRP 2007 (see in note 5), pp. 16-17.

M Jan Zrzavy vzpoming na domoy, détstvi a miada léta. EJ. D. MAXO-
VA. Praha 1971, p. 42; SRP, K. —- ORLIKOVA, J.: Jan Zrzary.
Praha 2003, p. 30. Zrzavy writes (the recollection is dated to
1905): ,,In the picture gallery I found a copy of Leonardo’s
(sic) Medusa.* Zrzavy evidently confused the Medusa in Brno
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how impressed he was when he saw, as a teenager,
the painting of Medusa in the Brno art gallery. As
regards the perception of Medusa’s painting, there
was, however, no difference between Zrzavy and
Styrsky. Zrzavy noted: “That head with snakes in-
stead of hair frightened me, but I had to return to it
to see it again.”* Styrsky, as already quoted above,
wrote in a similar vein: The bead was perverse and yet
Jfull of compassion, damned, yet full of kindness. From the
ancient Greek and Roman time, Medusa was a deeply
ambiguous figure. It held for wickedness, as Karel
van Mander put it in 1604: ,Medusa was the wicked
carnal desires or natural lusts which transform in
mankind all reason, prudence and wisdom into
unfeeling stones.“** Simultaneously, Medusa was a
powerful protector, her head was a well-known apo-
tropaic sign; it protected goddess Athena and count-
less warriors and rulers. It was also the established
emblem of stunning cultural achievements. Perseus
with the head of Medusa that turned everything into
stone was a powerful image of an artist astonishing
his public. Medusa’s head stood for the work of art
which forces viewers to stand still awestruck by its
beauty and ingenuity.

From the second half of 19th century, the mythi-
cal monster invented by the ancient Greeks became
an emblem of European avant-garde art. Medusa
was repulsive and beautiful, aggressor and victim,
her very existence demonstrated the absence of clear
borders between life and death, being and object,
reality and picture. The emblem of surrealist art,
which we find visualized in numerous paintings, is
a human being which is at the same time a statue or
lifeless thing, Styrsky expressed it in a litany: “Petri-
fied heart, petrified memories, petrified books, petri-

with the famous painting in Florence (Galleria degli Uffizi
inv. 1890 n. 1479), which was considered to be the work of
Leonardo da Vinci, cf. Medusa. 1] mito, lantico ¢ i Medici. Ed.
V. CONTICELLIL Firenze 2008, p. 66.

2 MANDER, K. van: Uutlegginghe, en sin-ghevende vercla-
ringhe, op den Metamorphosis Publij Ovidij Nasonis. In: Hez
schilder-boeck. Haarlem 1604, p. 39v: “en Medusa de vleesche-
lijcke quade ghenegentheyt, oft natuetlijcke wellusticheyt, die
den Menschen allencx benemende alle redelijckheyt, voorsich-
ticheyt, en wijsheyt doet veranderen, en worden gelijck onbe-
voelijcke steenen, in quade ghewoonten verhardt, ondeughend,
end’ onnut tot eenigh eerlijck oft loflijck goet werck.”



fied stars, petrified black colours, petrified cheeses,
petrified wrinkles, petrified velvet, petrified graves
... Petrified sky, petrified dreams, petrified lakes.
Lakes commemorate death. Forests are powerless
consolation over lakes.”* Styrsky, perhaps unknow-
ingly, paraphrased Lucan’s description of the land of
Medusa: “a realm not shaded by the foliage of trees
nor softened by the plough, but rugged with stones
that the eyes of their mistress had beheld (and thus
turned into stone) ... she had the power to threaten
sky and sea with strange paralysis, and clothe the
world with stone. Birds grew heavy suddenly and
fell down from sky; beasts remained motionless on
their rocks; and whole tribes of the neighbouring
Ethiopians were turned to statues.”*

The land of Medusa is dead, and it produces only
death. Medusa is deservedly the most famous femme
fatale in European tradition, the embodiment of the
vision that kills a man. The sight of feminine charm
brings him both immense pleasure and destruction,
the femme fatale seduces in order to destroy her lov-
ers. The painting of Medusa by Rubens and Snyder
differs from all other treatments of this subject in
that it represents at the same time the vanquished
monster and the procreator. It ingeniously combines
the idea of death and decay with that of sex and re-
production. This may have been the reason Styrsky
chose precisely Rubens’ and Snyders’ Medusa as
the emblem of his “Dreams.” Medusa depicted in
this painting is the slayer who begets life even after
her death.

As already mentioned above, the drops of Medu-
sa’s blood gave birth to venomous snakes and Sny-
ders also depicted mating vipers [Fig. 9].* This pair
dominates in the upper right corner of the painting
with Medusa’s severed head; it is, in fact, one of its
principal motifs. The vipers’ bodies are intertwined,
and their maws touch. As noted above, the strikingly
similar pair appeared in Styrsky’s dreams in 1934
[Figs. 4 and 5]. In the depiction by Snyders and in the
Styrsky’s dreams and his drawings inspired by these
dreams, the sex of mating snakes was differentiated

# STYRSKY, J.: Poesie. Praha 2003, p. 48.
“ Lucan 9, 627-651.

4 See note 34.

9. Petr Paul Rubens and Frans Snyders, Medusa (detatl), il on canvas
1617-1618, Wien, Kunsthistorisches Museum.

by size, attitude and colour. The male viper is big-
ger, aggressive, and green, female viper is smaller,
seemingly submissive, and red. The male viper is on
top and the female below, but that is just her deceit.
A closer look at Snyders’” depiction shows that the
female has a wide-open mouth in which she holds the
head of a male. The ultimate source of this strange
behaviour is again the ancient literature. In Pliny’s
“Natural history” the strange event is described in
detail and explained: “Snakes mate by embracing,
intertwining so closely that they could be taken to be
a single animal with two heads. The male viper inserts
his head into female viper’s mouth, and the female is
so enraptured with pleasure that she gnaws it off.’*

She viper biting off the head of her lover was a
common theme in medieval bestiaries and Renais-
sance and Baroque emblem books. In them, we find
also illustrations of that which followed after the
mating. In Pliny, we read that: “The viper is the only

6 Plin. nat. 10, 82 (translation by H. Rackham). Cf. Hdt. 3, 9;
Plut. mor. 567F; Ail. nat. 1, 24. Cf. also Isid. Orig. 12, 4, 10-
11.
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10. Andreas Schliiter, the bead of Medusa (detail), stone carving, 1696-
1699, the northern facade of the former Armonry, on the left, Berlin
(Unter den Linden 2).

land animal that bears eggs inside it; they are of one
colour and soft like fishes’ roe. After two days she
hatches the young inside her uterus, and then bears
them at the rate one a day, to the number of about
twenty; the consequence is that the remaining ones
get so tired of the delay that they burst open their
mother’s sides, so committing matricide.”*” In this
way, the child avenged the death of his/her father.
The depictions of a snake which was blown apart
when it gave birth to her young may be connected
with Styrsky’s dreams and drawings of slit snakes
(1928-1934).%

The female viper gnawing off the head of a male
described by Pliny had evidently stirred the imagina-
tion of seventeenth century Europe. We find it also

47 Cf. note 47.

% Cf. STYRSKY 1970 (see in note 7), pp. 10-13. We find the
depictions of a snake biting off the head of her lover and a
snake with open belly from which small snakes crawl away in
the first illustrated publication of Horapollo’s Hieroglyphica
(ORUS APOLLO, De la signification des notes hiéroghphiques des Ae-
gyptiens. Paris 1543, pp. 138-139, 11, 59-60). This was the model
for illustrations in emblem books (Enblemata. Eds. HENKEL,
A.—SCHONE, A. Stuttgart 1996, columns 661-662).

¥ Photo MITUE: https:/ /www.flickr.com/photos/mitue/675531
6729/in/photostream/ (accessed 10th Nov 2014). Cf. similar
depiction in SANDRART, J. von: Teutsche Academie der edlen
Bau-, Bild- und Mablerey-Kiinste. Vol. 1, 2. Nirnberg 1675, p. 221.
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in Andreas Schliiter’s sculpture of 1696-1699 in
Betlin [Fig. 10].* It is in no way surprising that this
macabre motif attracted Jindfich Styrsky. His pho-
tographs amply demonstrate that anything bizarre,
especially if it was connected with sex and death, im-
mediately caught his attention.”” As a photographer,
he was also lured by everything neglected, excessively
attracted by human oblivion. He was forever curious
about discarded and abandoned creations of human
ingenuity, once admired, but now crumbling away
in a long-abandoned corner. Rubens’ and Snyders’
painting of Medusa belonged to this category. Its
size, sophisticated iconography and meticulous
execution indicate that it was considered to be a
valuable painting when it was created.” In Styrsky’s
time, it was, however, 2 metre curiosum, and it was
never photographed. At that time, its admirers were
exclusively eccentric artists like Zrzavy or Styrsky. It
is only recently that the painting became the highlight
of the Moravian gallery in Brno.””

The aim of this paper was to demonstrate that
ostensibly idiosyncratic images in Jindfich Styrsky’s
dreams and works of art are, in fact, part of Euro-
pean literary and pictorial tradition and originate in
ancient Greece and Rome. In the introduction to his
book “Dreams” of 1941 Jindfich Styrsky identified
his deceased stepsister Marie with the perverse image
of the ancient Greek monster Medusa. In order to
highlight this identification, he evoked a glimpse of a
magazine’s colour supplement of the painting depicting
Medusa, which he caught as a child. This painting
created by Rubens and Snyders in 1617-1618 was
inspired by classical literary texts, above all, Lucan
and Pliny. Pliny’s story on mating of snakes, which

5 For Styrsky*s photographs cf. Jindsich Styrsky. Ed. K. SRP.
Praha 2001. Cf. FIJALKOWSKI, K. et al.: Swrrealism and
Photography in Czechoslovakia. On the Needles of Days. Farnham
2013, pp. 37-61.

> The painting in Wien: 68,5 x 118 cm; the copy in Brno: 56 x
87 cm.

52 As in 17® century Amsterdam, ,.the painting was once, in its
original installation at the Francis Museum, covered with a veil
in order ,,not to frighten women and children” (http:/ /www.
moravska-galerie.cz/moravska-galetie/stale-expozice/ume-
ni-od-gotiky-po-19-stoleti.aspx?lang=en accessed 10th Nov
2014).



was illustrated in this painting, thus entered Styrsky’s
imagination, even though he had not been given a
classical education. The strange motif of snakes that

kiss and kill thus interconnects provably Styrsky’s
recorded dreams and works of art with the Western
classical tradition.

Sny surrealistu a dédictvi antiky

Résumeé

Jindfich Styrsky, jeden z nejvjznamnéjsich malita
ceského surrealismu, mél ,,détskou vzpominku® na
obraz Medusy velice intenzivné propojenou se vzpo-
minkou na zesnulou sestru. V komentafi ke kresbé
,,Podobizna mé sestry Marie* [obr. 2] Styrsky napsal,
ze v ,raném détstvi® spatfil ,,v néjakém casopise
barevnou pfilohu, na niz byla hlava Medusy. Ut’a-
tou hlavu nasadil ve svych pfedstavach sestfe, které
,padla jako ulita.* Styrsky umistil ,,Podobiznu mé
sestry Marie™ i s pfisluSnym komentafem na uvod
knihy ,,Sny*, kterou pfipravil k vydani rok pfed svou
smrti. Ilustrované sny, které v knize bezprostfedné
nasledujf po vzpomince na sestru a obraz Medusy,
s timto mytickém monstrem tzce souviseji. V letech
1925-1930 se mu opakované zdal sen o hadovi, ktery
ho skrtil, ale jemu to bylo pfijemné. V téchto snech
tedy pokracuje motiv hrizy spojené s libosti, jehoz
emblémem byla pro Styrského ,,détska vzpominka“
na obraz Medusiny hlavy. V roce 1934 se Styrskému
ve snech objevovali dva hadci, ktefi pfed nim tancili
a libali se: ,,Jeden z nich byl zeleny a druhy cerveny.*
Na kresbé¢ ,,Dva hadci® je zobrazena lidska hlava,
ktera je useknuta tak, Zze zustala jenom dolni cast
s vyraznymi rty. Z torza hlavy vyrusta had libajici
se s hadem, ktery se k nému pfiplazil seshora [obr.
4]. Tato hlava, z niz vyrasta had, souvisi se vzpo-
minkou na ut’atou Medusinu hlavu, na niz malého
Styrského zaujaly, jak pise v vodnim textu, pravé
vrazné rty. Ve stejném roce Styrsky motiv rozved]
na obraze ,,Clovék sépie, kde je zdaraznéna ruda
barva rtd, ktera hrala dalezitou roli ve vzpomince na
obraz Medusy [obr. 5]. Na obraze jsou hadi barevné
odliseni, ten vyrustajici z torza hlavy je cely cerveny,

zatimco ten, ktery je nahofe, je z¢asti Cerveny a z¢asti
bledé zeleny. Styrského vzpominka na obraz Medusy
prosla dalsi proménou v roce 1940, kdy se v jeho
snech po desetileté pfestavce opét objevili hadi. Na
kresbach inspirovanych témito sny najdeme dva
hady vyrustajici z Zenského poprsi, zeny, které vy-
padaji od pasu nahoru jako hadi, ¢i dalsi variace na
zeny-hady [obr. 6]. Zacatek Styrského knihy o snech
mél demonstrovat, jak se mu od roku 1925 do roku
1941 ,,détska vzpominka® na obraz Medusy znovu
a znovu prolinala s détskou vzpominkou na sestru,
ktera se mu stala emblémem Zeny — milenky, matky
1 zivotniho a umeéleckého principu.

Styrského ,,vzpominka z détstvi se tykala obrazu
Medusy od Rubense a Snyderse. Jediné na tomto
zobrazeni ma Medusa zlaté vlasy, modré oci, poote-
vfena asta a z krku jf tece krev. Original Rubensovy
Medusy byl pro Styrského snadno dostupny, protoze
je ve Videnském Uméleckohistorickém museu [obr.
7 a 9], v Moravské galerii v Brn¢ je navic dilenska
kopie, ktera vznikla soucasné s originalem [obr. §].
Rubensova Medusa tradi¢ni téma obohacuje o filo-
sofickou reflexi. Konec monstra je zacatkem jesté
vétsiho zla: z jeho krve se rodf jedovaté zmije, jimz
dal podobu Rubensuv spolupracovnik, Frans Sny-
ders. Rubensova mrtva Medusa je zdrojem Zivota,
ktery rozseje smrt po celém svete. Podle antického
mytu byla totiz Libye plna jedovatych hada, ktefi
se zrodili z krve, ktera kapala z hlavy Medusy, kdyz
s nf Perseus prelétal nad libyjskou pousti. Rubensova
Medusa nenf jenom zabijakem, ale také ploditelkou,
emblémem zeny. Je to prvni a nejslavnéjsi femme
fatale evropského umeni, ztélesnéni nebezpedi, které
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muziam hroz{ od Zen, které je svadi, aby je mohli zni-
¢it. Klicem k obrazu je pafici se par zmiji v pravém
hornim rohu, které se v roce 1934 objevily ve Styr-
ského snu o dvou hadcich. Stejné jako v malifove snu
1 na Rubensové obrazu je samecek zeleny a samicka
cervena [obr. 9]. Stejn¢ jako v malifové snu i na Ru-
bensové obraze je agresivni samecek nahofte, zdanlivé
submisivn{ samicka je dole, ale v tom je prave jeji
zakefnost. Pfi blizsim pohledu na Rubensuv obraz
se ukaze, ze samicka v dokofan oteviené tlamé drzi
hlavu samecka. Na Rubense navazal Andreas Schli-
ter ve vyzdobé berlinské zbrojnice [obr. 10]. Inspiraci
pro Rubensovy 1 Schliitterovi zmije byl Pliniav text
- v ,,Kapitolach o pfirode® totiz napsal, ze samicka
zmije pfi pafeni ukousne sameckovi hlavu. To, Ze se
Rubens Pliniem inspiroval, dokazuje nejen zobrazeni
polibku smrti, ale 1 to, jak Plinius popsal, co pafeni
nasleduje: ,,samicka nosi vajicka v téle, dokud se
nevyklubou, potom rodi jedno mladé denné. Jelikoz
muze mit az dvacet mlad’at, néktera nenarozena mla-
d’'ata necekaji a prorazi si cestu jejim bokem, ¢imz
matku zabiji.* Na Rubensove obrazu je zobrazeno

94

nejen pafeni zmiji, ale pod nim je zobrazeno télo
samicky, z néhoz se pravé vydralo netrpélivé mlade,
které tak pomstilo smrt svého otce.

Styrsky ,,v raném détstvi“ adajné nahodou spatfil
barevnou reprodukci Rubensovy Medusy, ktera se
mu prolnula se sestru. To vSak neni mozné, protoze
Styrsky se narodil v roce 1899 a béhem jeho détstvi
zadna barevna reprodukce Rubensova obrazu nebyla
publikovana. Styrsky tedy nevidél reprodukci, ale
olejomalbu. Nahodné zhlédnuti barevné reprodukce
v raném détstvi® vSak odpovidalo lépe surrealis-
tickému postoji, ktery zduraznoval spontannost,
nevédomost a silné zazitky z détstvi, které urcovaly
dalsi vyvoj osobnosti. K autostylizaci surrealistd
patfilo rovnéz odmitnuti tradicnich spolecenskych
norem, vcetné klasického vzdélani. Cilem této stati
bylo prokazat, Ze i zdanlive osobni ptedstavy Jindfi-
cha Styrského jsou soucasti evropské literarni a ob-
razové tradice, jejiz kofeny jsou v antickém Recku
a Rimu. Neobvykly motiv hada, ktery liba a zabij,
propojuje Styrského sny a umélecka dila s kulturnim
deédictvim antiky.
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The reconstruction of the Bratislava

Franciscan Monastery’s tower in the 19" century

Pyramid or dome?

Zoltan BERECZKI

The tower of the Franciscan monastery in Bra-
tislava was completely restored in the last decade of
the 19" century under the supervision of Frigyes
Schulek. It was first disassembled and then recon-
structed. A garden pavilion was built in the Aupark
(today Janko Kral' Park) using the old stones. But
there is an important difference between the tower of
the monastery and the pavilion: while the aforemen-
tioned has a pointed, pyramid-like spire, the latter’s
termination is curved and dome-shaped.

Both terminations emerge from a wreath of
gables and pinnacles. Above the gables runs a band
of blind tracery with quatrefoil motifs drawn inside
circles. Up to this height, the two towers are identical.
Above this area, the edges on the spire of the mon-
astery ascend to the top rectilineal, without bend-
ing, framing a hexagonal pyramid. The edges have
crocketed ribs, and the surfaces surrounding them are
decorated with blind tracery. In contrast, the edges
of the other spire are curved above the tracery band
and join each other at a relatively moderate height.
The edge ribs are also crocketed, but the surfaces
between them are plain and without tracery.

The difference between the two terminations led
to a misunderstanding in academic literature about

! MASZARIK, V.: A Sziz Mariiril nevezett S%. Ferenczrendi
tartomany pogsonyi Zdrddjanak, templomanatk, kdpolndinak és gith
SWylii templom tornyanak torténete. A drdatemplom hatszdaz éves
Jelszentelésének emlékére 1297—1897. Pozsony 1897.

? Before 1919 the German name of the city (Pressburg) was

the original shape of the rebuilt tower, a misunder-
standing that has been inherited from decade to
decade, from author to author. The history of this
misunderstanding is worth our attention.

The first publication about the reconstruction
is contemporaneous with the reconstruction itself.
The Franciscan monk Viktor Maszarik summarised
the history of the monastery on the occasion of its
restoration in 1897." About the garden pavilion he
wrote the following:

“The dismantled stones of the old tower were offered to
the city by the Provincial Superior. The city was thankful for
the offering, and the 1" Savings Bank of Pressburg erected a
nice memorial for the 1000-year existence of Hungary (1896)
in the Pressburg Park using the stones under the supervision
of the architect 1 aszlo Gyalus.”®

The 8" volume of The Counties and Cities of Hun-
gary (edited by Samu Borovszky, published in 1904)
discusses Pressburg. In it, Odén Vutkovich writes
the following about the reconstruction of the tower
and about the garden pavilion:

“The construction of the tower, led by the teacher Frigyes
Schulek, took from 16 June 1895 until 16 June 1896. The
new tower is an exact copy of the old one.

[

commonly used in the English language. That’s the reason
for using it in this paper discussing earlier events, instead of
the current name, Bratislava. In Hungarian the city is called
Pozsony.

3 MASZARIK 1897 (see in note 1), p. 120.
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Fig. 1.: the present tower of the monastery. Photo by author

Using the stones of the old tower, the 1 Savings Bank
of Pressburg erected a nice memorial in the 1iget gardens
commenmorating the 1000-year-excistence of Hungary.”*

Gyula Forster also mentions the garden pavilion
in his book Monuments of Hungary published in 1905,
but only in one sentence: “The old spire was erected in
the city park by the 1" Savings Bank of Pressburg at the cost
of 5000 Ft.”” This laconic phrasing could have been
the origin of the subsequent mistakes, despite Odén
Dimmerling’s article in 1941. Here the author quotes

* BOROVSZKY, S. (ed.): Pogsony varmegye, Pogsony s3. kir. véros,
Nagyszombat, Bagin, Modor és Szentgyirgy r. . varosok. [Budapest|
1904, p. 155.

> FORSTER, Gy. (ed.): Magyarorszag miiemlékei. Budapest 1905,
p. 32.
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Vutkovich almost exactly and publishes a photo of
the towet’s condition before the reconstruction,’® but
his work became lesser known than Forstet’s.

Jaroslav Bure§ mentions the tower in a few para-
graphs in a 1968 article. He discusses the dome shape
as original, and according to him, it was the product
of local Austrian tradition.”

Two years later he published an important,
comprehensive article about the possible works of
Michael Chnab in the territory of Slovakia. It was

¢ DUMMERLING, O.: A ferencesrend kézépkori csucsives
épitészetének emlékei Magyarorszagon. 1. Ferencesek. In:
Technika, 22, 1941, No. 9-10, pp. 389-390.

7 BURES,].: On the Beginnings of Late Gothic Architecture
in Slovakia. In: Ars, 2, 1968, No. 1, pp. 92-93.



written in English and has often been cited. He
considers the dome shape as the original, mediaeval
form, for which the tower of the church Maria am
Gestade in Vienna could have served as a model.?

Milada Cerné-Studni¢kové analysed the artistic
connections between Vienna and Pressburg dur-
ing the reign of the king Sigismundus in a likewise
comprehensive study in 1984. She also considers the
dome shape as original and draws a parallel with the
baldachins and tower of the Maria am Gestade. In
the formal analysis of the dome shape, she mentions
Deutsch-Altenburg too: “#he plain surface of the dome
above the band of the circles is decorated only on its edges by
crockets; in this aspect it is sinilar to the tower of the church
in Dentsch-Altenburg, located close to Bratislava”™.

Erné Marosi published his synthesis in 1987
about the Gothic architecture of the Hungarian
Kingdom. In this work he also considers the dome
shape as original and expresses criticism of Schulek’s
work:

“The main characteristic of the octagonal'® spire, namely
its termination with dome-like curved edges, whose 1/ iennese
parallels are known e.g. from the baldachins and tower of the
Maria am Gestade, incurred the suspicion of the restanra-
teur, who »corrected« it to a »regularc, slender pyramid-like
spire”!!

In an article published in 2004 he goes even
further: he analyses the “correction” citing Forster’s
1905 book with the following conclusion: “while

$ BURES, J.: The castle church in Kremnica and the problem
of Michael Chnab’s architectural school in Slovakia. In: Az,
4,1970, No. 1-2, p. 136.

* CERNA-STUDNICKOVA, M.: A mivészeti élet és kap-
csolatai Pozsonyban, Zsigmond kiraly uralkodasa idején. In:
Ars Hungarica, 1984, No. 1, p. 41.

' In fact hexagonal.

" MAROSI, E. (ed.): Magyarorszdg miivészet 1300—1470 kiriil.
Budapest 1987, p. 516.

2 MAROSI, E.: Gotikus és neogotikus kupolak. In: Romantikus
Kastély. Tannlmanyok Komdrik Dénes tiszteletére. Budapest 2004,
p. 360.

15 BUZAS, G.: Gdtika és kora reneszinsz. Budapest 2001, pp. 66-
67.

designing the correction Schulek acted also as an architec-
tural bistorian: recognising the tower’s similar shaping to
the architecture of the Stephanskirche, he enforced on it the
vregulara design of the Stephansturm and other towers in
11s circle.”"?

As can be seen from the above, through the
decades it has become widely accepted that the
dome shape is the original, mediaeval form and that
the pyramidal spire is modern. So not surprisingly
Gergely Buzis,” Norbert Nulbaum,' and Pablo
de la Riestra® also accepted this statement in their
conclusive works.

On the other hand, Elisabeth Hassmann makes
a different statement in 2002 in her very thorough
monograph entitled Meister Michael. According to
her, the curved termination is not original. She re-
fers to two survey drawings with a pyramidal spire
from 1862 and mentions some stone fractions in the
courtyard of the monastery, which can be identified
as the remains of a pyramidal spire.'t

The entry about the tower in the comprehensive
catalogue of the Gothic on the territory of Slovakia
accepts Hassmann’s statement, citing her 2002 work,
without any further exposition of the subject."”

Most recently, Péter Buday published an article
about the construction history of the monastery." In
this article he also discusses the events of the towet’s
reconstruction but without questioning whether the
dome shape is the original.

4 NUSSBAUM, N.: Dexutsche Kirchenbankunst der Gotik. Darm-
stadt 1994, p. 381.

" BORK, R.: Gotische Tiirme in Mittelenropa. Petersberg 2008, p.
43,

' HASSMANN, E.: Meister Michael: Banmeister der Herzoge von
Osterreich. Wien 2002, p. 317.

7 POMFYOVA, B.: Bratislava, Kostol Nanebovzatia Panny
Marie a veza frantiskanskeho klastora. In: Gotika. Dejiny slo-
venského vytvarného nmenia. Bratislava 2003, pp. 622-624. 1 owe
thanks to Viktor Katl'a for the translation form Slovak.

8 BUDAY, P: K stavebnym dejinam frantiskanskeho kostola

v Bratislave. In: Bratislava. Zbornik Miizea mesta Bratislavy, 24,
2012, pp. 29-51.
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The reconstruction led
by Frigyes Schulek

The history of the tower’s reconstruction was
discussed in Péter Buday’s aforementioned article.”
In the following I will discuss the events of the
reconstruction, focusing mainly on the actual dis-
mantling and construction works, relying on the files,
drawings, and photos of the Commission for His-
toric Monuments (Memlékek Orszagos Bizottsaga,
MOB), which can be found in the collections of the
Gyula Forster National Centre for Cultural Heritage
Management (Budapest).

Early in 1865, Floris Romer reported the bad
condition of the Franciscan tower.” In the beginning
of 1890, the minister of religion and education del-
egated Frigyes Schulek and Béla Czobor to examine
the building. During the session of the MOB held on
13.3.1890, they called the attention of the ministry to
the importance of starting the restoration works as
soon as possible. The situation became even worse
in October of the same year: two earthquakes hit the
city a few days apart, further damaging the tower. In
May 1891, the Provincial Superior Florid Skrobanek
invited Schulek and Czobor for a new site inspection.
As a result, they made the statement: “nothing can be
guaranteed for even one day”.

In 1892 a countrywide fundraising campaign
started, and thus the scaffolding work could begin
in 1894. On 26.5.1894 the MOB held a new site
inspection with the participation of the vice-presi-
dent Dr. Gyula Forster, Professor Imre Steindl, the
architect Otté Pandor, chief engineer Gusztav
Zsigmondi, referent Béla Czobor, and the architect
Frigyes Schulek.”!

Schulek’s “Report with Expertise” on the subject
dated from 7.7.1894.” He summatrises the results of
the site inspection. The damage to the lower parts
of the tower was caused mainly by fire, on the upper
parts (the bell-house and spire) by earthquake. It is
mentioned right at the beginning of the report that
there is a strong conflict between the archaeological
and technical requirements. After that, the report

% Tbidem.

2 ROMER E: Pozsony régészeti mtemlékei. In: Pogsony és
kornyéke: Egy foldtant térképpel és tibb dbrdval, 1865, p. 287.
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Fig. 3.: the tower before the reconstruction. Photo Collection, Gynla Forster
National Centre for Cultural Heritage Management, Budapest

discusses exhaustively the structural damage to the
tower, with the conclusion — similar to Rémet’s
article cited above — that the spire had been rebuilt
after a cataclysm using the original stones, but in a
reckless way. This can be observed also on the archive
photographs of the Gyula Forster National Centre
for Cultural Heritage Management in Budapest.

In the next part he dwelled long upon the techni-
cal difficulties of replacing the stones one-by-one.
As it can be judged at this distance of time, his argu-

2 MASZARIK 1897 (see in note 1), pp. 116-118.

> Gyula Forster National Centre for Cultural Heritage Manage-
ment, Archive for Plans, Schulek-legacy, Folder 1906.
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Fig. 4.: original survey drawing. Plan Collection, Gynla Forster National
Centre for Cultural Heritage Management, Budapest
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ments seem technically convincing. He came to the
following conclusion:

“Considering the impossibility of escape from a possible
catastrophe which promises to be fast, finally taking into account
the amount of damage, which is inevitable in a collapse, the
possibility of preservation in the common way seems inpossible
to us. Thus it becomes necessary to lower the archeologic require-
ments to a faithful copy of the old structure, namely to the pres-
ervation of the old formal conceptions with new materials.

In our opinion, the tower needs to be dismantled from the
top to the miiddle of the bell-house pillars. In the lower parts,

» MOB 1894/103.

#* MOB 1897/228.

the conditions revealed by the dismantling will determine the
Pplace where the dismantling should stop.”

The MOB discussed the results of the site in-
spection during its extraordinary session held on 10
June. Gyula Forster and Béla Czobor accepted the
“report with expertise” with the following minor-
ity report:

“Althongh if the towers spire, main cornice, and the
topmeost layers of the bell-house need to be dismantled due
to severe damage, the other parts of the bell-house need to
be preserved, even if the preservation will cost more than the
reconstruction; and the still usable dismantled art pieces need
to be used again.”*

The report, the archive photos, and the survey
drawings all make it clear that the original spire was
pyramid-shaped. None of them mentions the dome
shape and its “correction”. Schulek didn’t plan any
new design; he let the superintendent Laszl6 Gyalus
build a more or less accurate copy of the old tower
instead. This can also be proved by Gyalus’ detailed,
accurate original survey drawings held in the col-
lection of the Forster Centre. These drawings, the
on-site examinations, and Schulek’s detailed report
together are similar to a discipline which will be later
called building archaeology.

The Revision Protocol of the Commission writ-
ten by Laszl6 Steinhausz dated from 30.8.1897 in-
forms us about the actions of the construction. The
first dismantling works were carried out in the fall
of 1894 on the charge and cost of the Franciscans,
under the supervision of the master builder Sandor
Feigler. By that time, the situation had become so
untenable that in Pressburg the local police investi-
gated the tower’s condition. As a result, the city of
Pressburg applied to the minister for permission to
start the demolition works.”

First, the old spire was dismantled to half the
height of the wimpergs above the gargoyles. The
works approved by the MOB started on 9.6.1895,
with the application of some tools and workers who
had become superfluous on the construction site
of the Coronation Church of Our Lady (Matthias
Church) in Budapest. The bell-house had to be dis-
mantled too (earlier it was judged as hypothetically

» MOB 1894/122.
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Fig. 5.: detail of a reconstruction drawing with labelled old stones. Plan
Collection, Gynla Forster National Centre for Cultural Heritage Ma-
nagement, Budapest

rescuable). The storey under the bell-house was
partly dismantled, to the height of the window
arches’ springers. This storey was then rebuilt using
mainly the old stones. The stones that had sustained
fire damage inside the storey were replaced partly
with new ones, partly with old ones recovered from
the demolition. The pinnacles were totally recarved.
By the end of 1895 the work was finished up to the
height of the gargoyles, and by the end of June 1896
the construction of the spire was also carried out.
It was followed by the cleaning of the whole tower
and the disassembly of the scaffolding,

26 <The new tower is a faithful reproduction of the old one”” MASZARIK
1897 (see in note 1), p. 115., the construction ended “/n full
accordance with the old tower” MASZARIK 1897 (see in note 1),
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Not only the survey drawings but also the recon-
struction plans buttress the argument that the forms
of the new tower are almost accurate copies of the
old ones. Also Maszarik (who certainly knew the old
tower very well) underlined this fact several times.”
However, a comparison of the archive photos, the
reconstruction plans, and the existing tower shows
several differences, as will be discussed later in this
article.

Some drawings in the collection of the Forster
Centre are labelled on several spots to show the exact
place where the architects planned to use old stones.
Whether the tower was indeed built this way could
be judged only by a detailed site inspection from a
scaffolding. These spots can be found dominantly
on the lower octagonal storey.

Regarding the old stones that were not used for
the reconstruction, Steinhausz’s Protocol reports as
follows:*’

“The old stones from the dismantling which were not suit-
able for use in the reconstruction, namely the bell-house, the
cornice, and the spire, complemented partly with new stones,
were built together again in the park of Pressburg thanks fo
the sacrifice of the 1" Savings Bank of Pressburg at the cost
of 5000 Ft and so preserved for the future.”

The question of the origin of the dome shape
still exists. About this topic the MOB files are silent.
It is obvious that the old stones were no longer in
their jurisdiction. The site survey of the garden
pavilion brought the result that the stones in it are
not in the same arrangement as they were before in
the tower, so the dismantling could have happened
without the intention of the stones’ later use. This
could be increasingly true for the spire, which was
dismantled not by the MOB, but the Franciscans
themselves. It is likely that an unsorted mass of
stones had to be used for the construction of the
garden pavilion. Among the original stones, the ones
in the spire could have been the most damaged. In
sum, the most plausible explanation for the dome
shape could be that Gyalus probably wanted to create
a stylish termination for the pavilion at low cost, and
the curved form is a plausible solution: significantly
fewer stones are needed for it, and the moderate

p. 119.

7 MOB 1897/228.



height also needs less scaffolding and manpower.”
It is also possible that he knew the similar Austrian
tower terminations from the Middle Ages. Anyhow,
his solution was so convincing that it could mislead
generations of scholars.

The differences of the three structures

It is useful to examine the differences between
the three structures (the dismantled tower, the re-
constructed tower, the garden pavilion).

At first glance, it seems that the dismantled and
the reconstructed towers are identical in their forms
but not in their material; and the dismantled tower
and the garden pavilion are identical in both form
and material (except their termination). This is only
partly true.

In the related plans of the Forster Centre, two
different, large copies can be found of a drawing.
This drawing was published originally in the journal
Wiener Banbiitte in 1862. It appears that the recon-
struction was based mainly on this drawing, although
a detailed survey was also made by the MOB before
the dismantling;

This statement can be proved mainly with one
important formal difference between the original and
the reconstructed tower. The blind tracery on the ga-
bles of the pinnacles above the squared storey forms
a quatrefoil on the archive photos and on an original
fragment,” while on the drawing of the Wiener Banbiitte
and on the reconstructed tower it forms a trefoil.

Another difference is that on the archive photos
the tower lacks the stone finial, but on the Wiener
Baubhiitte drawing and on the reconstructed tower
it is present. This is more like a completion than a
formal difference, because it is almost sure that the
tower had had a stone finial in the Middle Ages, but
it was demolished by the 19* century.

According to the archive photos, the window
traceries of the bell-house have survived only in part.
On the new tower they are completions, using the
torms of the Wiener Baubiitte drawing,

% Regatding the relation between the dome-shaped spire form
and the cost-saving Dehio provides an interesting hint: he
presumed the curved termination of St. Bartholomius in
Frankfurt as makeshift until he got to know the original plans.
MAROSI 2004 (see in note 11), p. 326.

Fig. 6.: archive photo of the pinnacle, its fragment, the pinnacle on the
drawing of the Wiener Baubiitte, the pinnacle on the reconstructed tower.
Archive photo, drawing: Gynla Forster National Centre for Cultural
Heritage Management, other two photos: by anthor.

Examining the joint structure of the walls, it
can be seen that the masonry isn’t identical stone
by stone on the old and the new tower, at least not
on the bell-house. This can be observed mainly on
the arches above the windows. It is interesting that
the Wiener Baubiitte drawing displays the original
masonry structure relatively accurately (the joints of
the pointed arch are radial), while the reconstruction

# 'This fragment can be found in a doorway on the Biela ulica,
Bratislava. For this information I owe thanks to Péter Bu-
day.
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Fig. 7.: the bell-house window on archive photo, on the Wiener Banbiitte
drawing, on a reconstruction drawing, on the reconstructed tower. Archive
photo, reconstruction drawing: Gynla Forster National Centre for Cultural
Heritage Management, photo of the current tower: author

plans —and so the reconstructed tower — do not (the
lowest joint on the arch is horizontal).

In contrast, the joint structure is almost identical
on the reconstruction plans and the garden pavilion
in the area of the interlocking gables and the tracery
circles above it (as far as it can be observed on the
dirty surface at a relatively great height). The joint
structure of the reconstructed tower cannot be
examined without scaffolding because of the very
large height, but it is almost sure that it is identical
with the reconstruction plans, so this part is the most
accurate copy of the old tower.

The most important, conceptual difference
between the dismantled and the reconstructed
tower can be observed on the spire. All the archive
photos and the authors who have seen the original

% ROMER 1865 (see in note 19), p. 287; HENSZLMANN,
L.: Magyarorszag csiics-ives stylii mitemiéker. Gydr, Soprony, Pozsony,
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Fig. 8.: the joint structure of the gables on the reconstruction plan, the
Joint structure of the same part on the garden pavilion. Reconstruction
plan: Gynla Forster National Centre for Cultural Heritage Management,
orthaphoto and joint structure of the garden pavilion: anthor

tower™ support the statement that the tower used to
have an openwork spire before. This fact has great
significance for the history of arts: this is the only
known openwork Gothic spire on the territory of
the one-time Hungarian Kingdom. The openwork
was bricked up eatlier, before the 19" century, but
it is unknown exactly when.

The Wiener Banbiitte drawing displays these brick
additions. On the reconstruction plans and on the
reconstructed tower the spire is a closed stone
pyramid.

S$z.-Gyorgy, Bagin, Modor és Nagy-Szombat. Budapest 1880,
p. 105.



-l \
Fig. 9.: the spire with the brick additions on an archive photo and on the

drawing of the 1862 Wiener Banbiitte. Photo: Gynla Forster National
Centre for Cultural Heritage Management

In the MOB files there are no hints about why they
have chosen the closed spire instead of the openwork.
Probably structural reasons can explain the decision.

The main result of the detailed on-site survey of
the garden pavilion is that this structure is also not
identical in detail with the dismantled tower. It is
instead a structure constructed partly from the old
stones; in form it’s almost identical to, but differ-
ent in masonry, from the original. As I mentioned
before, the dismantling occurred almost certainly
without the intention of the later use of the stones,

! The pavilion has at least three kinds of building materials:
mediaeval stones, modern carved stones, brick; and some
places maybe artificial stones can be also observed.

LK
VBT
Fig. 10.: the reconstruction plan of the spire and the realised spire. Plan:

Gyula Forster National Centre for Cultural Heritage Management,
photo: author
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so it was a difficult task to find out the original place
of every stone, especially in the bell-house. On the
orthophoto of the structure it can be observed that
the horizontal joints are at different heights on the
six pillars. In several places, brick rows were needed
to equalise the heights.” On the archive photos it is
clearly recognisable that on the original tower the
stone rows shared the same height, and the joints
ran around the building at the same height.

On the garden pavilion only one gargoyle is in
recognisable shape: a pig on the south-east corner.”

2 During the survey of the pavilion, an elder lady (she called
herself “a pressburger”) told us that she still remembers that
all of the gargoyles were recognisable earlier. This can be seen
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Fig. 11.: orthophoto of the garden pavilion with joint structure. By
anthor

A pig-shaped gargoyle is on the new tower in the
middle(!) of the north-west side, while on the archive
photos it is in the middle of the north-east side.
Maybe this phenomenon shows most strikingly that
the theoretically identical three structures are, in fact,
three different ones.

on the archive photos also. It appears that the stone material
suffered serious damage in the last decades.

3 HOFMAN, J.: Technicka ochrana pamatek v Bratislave. In:
10 rokov na Slovenskn. Pamdtnica bratislavského odborn Spolku (5.
inginierov 1919 — 1929. Bratislava 1929, p. 38. For the article
and for the translation of the related part I owe thanks to
Péter Buday.
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Evaluation of the reconstruction

The reconstruction of the Franciscan tower has
been mentioned in the (Czecho)slovak and Hungar-
ian secondary literature also as a bad example. Jan
Hofman, in an article in 1929, mentioned the recon-
struction as the most radical example of purism.”
We have seen that in the second part of the 20" cen-
tury the Hungarian literature formulated a very bad
opinion about the reconstruction, mainly because
of the “correction” of the dome form (which was
thought to be original). An excuse for this mistake
is that this (presumed) correction would fit well in
the contemporary practice of monument preserva-
tion, for example, the radical “correction” of the St.
Elisabeth’s church in Kosice or the almost complete
demolition of the Coronation Church of Our Lady
in Budapest and its reconstruction in a more deco-
rated Gothic revival style.

The reconstruction of the Franciscan tower
indicates a changing of principles in monument
preservation: it is a more or less accurate copy of
the unsustainable original. The two most impor-
tant Gothic spires in Vienna (Maria am Gestade,™
Stephanskirche south tower™) were reconstructed in
a similar way: both were dismantled and rebuilt as
a copy. The Pressburg reconstruction differs from
them (and the many other similar reconstructions) in
one very important aspect: here the majority of the
old stones were preserved, and a new structure was
built using them, which is in its form almost identical
with the old one. The life of the old stones goes on
this way, and the old tower remained part of the life
of the city, which is very important.

All in all, the reconstruction can be considered a
good example of its age, in spite of all the differences
discussed above, mainly because of the preservation
of the old stones.

S NWESSELY, Y.: Wien - Innere Stadt, Maria am Gestade. Wels 2011,
p. 14.

» NIERHAUS, A.: Vollendung unerwinscht. In.: Der Domban
von St. Stephan. Die Originalpléne ans dem Mittelalter. Wien 2011,
pp. 111-113.
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Rekonstrukcia veze frantiSkanskeho klastora v Bratislave v 19. storodi.
Ihlan alebo kupola?

Resumeé

Veza frantiSkanskeho klastora v Bratislave bola
kompletne rekonstruovana v poslednej dekade 19.
storocia pod dohl'adom Frigyesa Schuleka. Najskor
ju rozobrali a potom nanovo postavili. Staré kamene
sa pouzili na stavbu zahradného altanku v Auparku
(dnes Sad Janka Krala). Medzi klastornou vezou
a altankom je vsak vyznamny rozdiel: kym veza
mala §picaty, thlanovy vrchol, altanok je zakonceny
kupolou.

Ako sa pise v studii, postupne sa v§eobecne ujal
nazor, ze kupolovity tvar je povodny stredoveky,
kym ihlanovy vrchol veZe je moderny. Rekonstrukcia
z 19. storocia byva v (¢esko)slovenskej a mad'arske;
sekundarnej literatare uvadzana aj ako zly priklad
obnovy. Predovsetkym mad’arska literattira sa v dru-
hej polovici 20. storocia vyjadrovala o rekonstrukeii
vel'mi nepriaznivo, najma z dovodu ,,upravy* kupo-
lovitého tvaru.

Stadia sa véak zaoberd aj samotnou rekonstruk-
ciou, pricom sa sustred’uje predovsetkym na rozobra-
tie vrcholu veze a nasledné stavebné prace. Vychadza
pritom zo zaznamov, nakresov a fotografii Komisie
pre historické pamiatky (Miemlékek Orszigos Bizort-
sdga, MOB), ktoré sa nachadzaji v zbierke Centra
Gyulu Forstera pre ochranu narodného kultirneho
dedicstva v Budapesti. ,,Sprava so znaleckym posud-
kom®, ktora vypracoval Schulekov stcasnik, archivne
fotografie a nakresy svedcia jednoznacne o tom, ze
povodna veza mala tvar ihlanu. Nikto neuvadza kupo-
lovity tvar a jeho ,,apravu®. Schulek nenavrhol Ziadny
novy dizajn; stavbyveduceho Laszléa Gyalusa poveril,
aby postavil viac-menej presnd képiu starej veze.

Porovnanie archivnych fotografii, planov pre-
stavby a sucasnej veze prinieslo viacero rozdielov,
ktoré st v studii podrobne opisané. Na zaklade toho
sme dospeli k zaveru, ze tri teoreticky identické stav-
by (rozobrata veza, rekonstruovana veza, zahradny
altanok) su v skutoc¢nosti kazda ina. Najvyznamnejsi
koncepcny rozdiel medzi rozobratou a novopos-
tavenou vezou mozeme vidiet’ vo vrchole. Podl'a
archivnych fotografii aj podl'a autorov, ktori povodna
vezu videli na vlastné o¢i, mal vrchol veze kedysi
otvory. T4ato skuto¢nost’ ma pre dejiny umenia velky
vyznam: je to jedina znama goticka veza s otvormi
na uzemi niekdajsieho Uhorského kralovstva.

Otazka povodného kupolovitého tvaru je tu vsak
stale. Vysledkom terénneho vyskumu zahradného
altanku bolo zistenie, Ze pouzité kamene nie su po-
spajané v rovnakom poradi ako boli vo vezi, takze je
mozné, ze povodne sa neuvazovalo o ich neskorsom
pouziti. Je pravdepodobné, ze na stavbu zahradného
altanku sa pouzila nevytriedena kopa kamenov roznej
velkosti. Z pévodnych kamenov mohli byt’ najviac
poskodené prave kamene z vrcholu veze. Celkovo
najprijatel'nejsie vysvetlenie kupolovitého tvaru je, ze
Gyalus zrejme cheel vytvorit’ lacné stylové zakoncenie
altanku a oblukovy tvar bol prijatelnym rieSenim.

Rekonstrukcia frantiSkanskej veze naznacuje
zmenu principov ochrany pamiatok: ide o viac-menej
presnu kopiu neudrzatelného originalu. Celkovo
mozno rekonstrukciu — napriek vSetkym rozdielom,
ktorymi sa zaobera pritomna studia —, povazovat’ za
dobry priklad svojej doby, najma vd'aka zachovaniu
starych kamenov.
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