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STUDIE / ARTICLES

ARS 46, 2013, 1

The Theotokos in Porec. Public, Official and Private
in the Sixth-Century Devotion to Mary

Marina VICELJA-MATIJASIC

The mosaics in the central apse of the episcopal
church of Eufrasius in Porec, built in the sixth cen-
tury, present an inexhaustible source for research
of iconography of the visual arts in time of Justin-
ian. Given the fact that a large part of the corpus
of early Byzantine art was not preserved, especially
the one in Constantinople, mosaics in Porec are
the key to understanding the role of visual arts in
reference to theology, contemporary philosophical
disputes, aesthetic canons and role of visual display
as a communication means. A sixth-century observer
possessed far more potent imaginative sensibility
heightened by rhetoric, and he could see more and
beyond the displayed, and the image seemed to him
a carefully balanced mixture of realism and abstrac-
tion, expressed by a combination of human and
divine in predominantly Christological iconography.'
Abstract terms or concepts (such as theological and
moral teachings and dogmas) were translated into the
“image” through principles of centricity, symmetry,
hierarchy and analogy. These elements were appre-
hensible in decorative applications of early Byzantine

! CAMERON, A.: Continuity and Change in Sixth-Century Byzan-
tinm. London 1981; CAMERON, A.: The Mediterranean World
in Late Antignity. London 1993.

> TERRY, A. — MAGUIRE, H: Dynamic Splendor. The Wall
Mosaics in the Cathedral of Eufrasins in Pores. University Park
(Pa.) 2007; VICELJA-MATIJASIC, M.: Istra i Bizant. Rijeka
2007. See extensive bibliography in both publications.

3 VICELJA-MATIJASIC, M.: Christological Program in the
Apse of Basilica Eufyasiana in Porec. In: Tkon, 1, 2008, pp.
91-102; MILINOVIC, D.: Tkonografski program mozaika

church as a clear stamp of the time in which they
were produced. This article aims to re-examine some
iconographic elements with special reference to the
role of the Virgin within the decorative program
of the church in Porec¢ in connection to the Chris-
tological dogma, the development of the official
cult but also the private devotion and aspirations.
The figure of Mary as she appears as the Mother of
God in Pore¢ mosaic, represents a pivotal position
of Christian displaying of the Incarnation of Christ.
It reveals the developed stage of her role in public
sphere within Late Antique culture, enforced by
imperial support, but also a personal choice of the
bishop Eufrasius and his conspicuous relations and
connections with the capital.

Mosaics in Porec are part of a carefully elaborated
program that complies with the visual language of
the early Byzantine period.” Their multi-layered
structure is based on thoroughly developed idea and
message, which conveys the theological thought of
the time.” The central place is occupied by Mary on
the throne with Christ in her lap, which stands out

u sredi$njoj apsidi Eufrazijeve bazilike u Porecu: carsko pok-
roviteljstvo iuloga Bogorodice. In: Prilozi povijesti umjetnosti
# Dalmaciji, 38, 1999 — 2000, pp. 73-87; PRELOG, M.: Ex-
[fragijeva bazilika n Poretn. Zagreb — Pore¢ 1994, SONJE, A
I mosaici parietali del complesso architetonico della basilica
eufrasiana di Parenzo. In: A#7 del Centro di Ricerche Storiche di
Rovigno, 12, 1982 — 1983, pp. 65-183; TAVANO, S.: Mosaici
parietali in Istria. In: Antichita Altoadriatiche, 8, 1975, pp. 252-
273; MAKSIMOVIC, J.: Tkonografija i program mozaika
u Porecu. In: Zbornik radova vizatoloskog instituta. Knjiga V11,
Beograd 1963, pp. 247-260.



1. Mosaic decoration in the apse of Eufrasins’ basilica in Poreé, Croatia,
6" century. Photo: M. Vicelja.

as a dominant theme in the apsidal conch [Fig. 1],
separated by rich ornamental frame and an inscrip-
tion that runs at the bottom, and that sets the basic
elements for dating and iconographic interpretation
of the mosaic. The inscription mentions bishop Eu-
frasius as renovator of a “dilapidated building” and re-
storer “of faith in Christ to whom the church is dedicated’*
Although the text is formulated in the usual style of
dedicatory inscriptions, which often distort the real
situation in order to reinforce the importance of the

* The original text on the apse: “Hoc fit in primis templum quassante
ruina terribilis labsu nec certo robore firmum, exigunm magnoque carens
tunc furma metallo, sed meritis tantum pendebant putri tecta. Ut vidit
subito labsuram pondere sedem, providas et fidei fervens ardore sacerdus
Eufrasius sca precessit mente ruinam. Labentes melius sedituras deruit
aedes; fundamenta locans erexit culmina templi. Quas nuper vario fulgere
metallo, perficiens coeptum decoravit munere magno, aecclesiam vocitans
signavit nomine [Christi]. Congandens operi sic felix vota peregit.”
— DEGRASSI, A.: Inscriptiones Italiae. Vol. 10. Part 2. Rome
1934, pp. 37-40, n. 81. English translation: “Az first this templ,
with ruin shaking it, was terrible in its collapse, being neither solid nor
secure of strength, small, filthy, and then devoid of great mosaic decora-
tion; the rotted roof bung only by the power of grace. Immediately when
Eufrasius, provident bishop and fervent in the geal of faith, saw that
the church was about 1o fall under its own weight, he forestalled the ruin

restorer, instructions for the consecration of the
church to Christ speaks of references to accent the
Christological dogma, or a reference to the Nicene
creed and Chalcedon decision. Therefore, “reading”
the mosaic from top down, following the central axis,
we read the sequence of Christological references
with the image of Mary, portrayed as Theotokos, ac-
companied by angels and flanked by saints and donors:
bishop Eufrasius, archdeacon Claudius and his son
Eufrasius to the right and three unnamed saints to
the left.” On the intrados of the arch of the apse
there are thirteen medallions, twelve of which con-
tain the portraits of the female saints identified by
the inscriptions, while the central one displays a lamb.
In the lower zone the mosaics depict three figures in
the sections between the windows: Zacharias, John
the Baptist and the figure of an angel in the center.
The far ends of the lower zone are decorated with
the scenes of the Annunciation to the left and the
Visitation to the right.

The size and location of the Virgin suggest that
it is a central message, in which Mary appears as
Theotokos or the source of Incarnation. She stands
in the midst of the doctrinal debates that dominated
the fifth and sixth centuries. Mary does not attach
great significance as an independent character within
the early Christian art, especially in the West.® The
absence of a significant artistic corpus in that period,
which would determine her roles, is not, however,
in accordance with the written historical sources
and literature starting from the end of the fourth
century, in which Mary occupies an important place,
but still in the context of Christological dogma,

with saintly inspiration; he demolished the ruinous temple in order to set it
more firmly. He built the foundations and erected the roof of the temple,
Jinishing what you now see, shining with new varied mosaic. Completing
his undertaking, he decorated it with great munificence and naming the
church he consecrated it in the name of Christ, joyful from his work,
a happy man, e fulfilled bis von.” — TERRY — MAGUIRE 2007
(see in note 2), pp. 4-5.

w

MAGUIRE, H.: Eufrasius and Friends. On Names and Their
Absence in Byzantine Art. In: At and Text in Byzantine Culture.
Ed. L. JAMES. Cambridge 2007, pp. 146-157.

=N

KALAVREZOU, L.: Images of the Mother: When the Virgin
Mary Became Merer Theon. In: Dumbarton Oaks Paper, 44,1990,
pp. 165-172.



after the Council in Ephesus.” Rare eatly “poetic”
images of Mary, such as the hymns of Ephrem the
Syrian or homilies of Proclus of Constantinople or
the Akathistos hymn® emphasis her ascetic virginity,
purity and decorum whereas the seventh and eighth
century theotokions often celebrate the Incarnation of
Christ as the moment of salvation.” St. Gregory of
Nyssa already in the fourth century, in the treatise
On Virginity, points to Mary’s virginity as an instru-
ment that has removed the death, giving birth to
the one who will take away the sin of Adam and
emphasizes that Mary was a virgin before, during and
after childbirth, forming a mystery, which will later
be formulated as dogma.'’ St. Ambrose of Milan,
also in the fourth century emphasizes her virginity
as an inspiration to all virgins and starts discussing
Incarnation, which will continue Augustin directing
Western theology towards the reflection on the role
of Mary as the Mother of the Church." Mary was
seen as a model of virginity and was prefigured by
few female figures in the Old Testaments, as well
as put in relation to other virgin-models, such as
Thekla for example, having become an example to
all. Here we need to distinguish between the public
and private or official in the early Mary’s devotion.
Decisions of the Council in Ephesus were crucial
for the spread of Mary’s cult but were not the only
ones. The choice of the imagery of the Virgin for the
objects for private use, such as jewellery, clothing or
reliquaries, reveal interest for the scenes and events

7 CAMERON, A. M.: The Cult of the Virgin in Late Antiquity:
Religious Development and Myth-Making. In: The Church and
Mary. Ed. R. N. SWANSON. Rochester (NY), 2006.

8 CONSTAS, N. P:: Proclus of Constantinople and the Cult of the
Virgin in Late Antiquity. Homilies 1-5. Leiden 2003, pp. 56-70.
The authorship and the date of the Akathistos Hymn, sung
in honor of the Mother of God during the Lent, are still
unresolved. The proposed date of its composition is placed
between 431 and 626, when it was sung for the first time
when Constantinople was attacked by Persians but saved
through the miraculous intervention of Theotokos. The text
is divided in four sections, the first three referring to the
events relating to Christ early life (Annunciation, Visitation,
Nativity, Adoration of Magi, Flight to Egypt) and the last one,
being doctrinal in character, referring to the Incarnation and
“roles” of Mary. The verses in the hymn are mainly inspired
by canonical gospels and in lesser extent by the apocryphal
ones while the intensity and richness of attributes and pra-

2. Gold enklopion, Mary entlhroned with the scenes of Nativity and Ado-
ration, 6" century. Washington, Dumbarton Oaks, Byzantine Collection.
Repro: Mother of God (see in note 11), p. 228.

of the Virgin’s life in Early Byzantium with the focus
on the representation of Mary with Christ and the
scenes of the Annunciation, Visitation, Nativity and
Adoration of the Magi. On a gold sixth-century me-
dallion in the Dumbarton Oaks collection in Wash-

ises of Mary attest for the existing and significance of her
devotion, established certainly before 626. — PELTOMAA,
L. M.: The Image of the Virgin Mary in the Akathistos Hymn.
Boston (Mass.) 2001.

* HANNICK, C.: The Theotokos in Byzantine Hymnogra-
phy: Typology and Allegory. In: Images of the Mother of God.
Perceptions of the Theotokos in Byzantium. Ed. M. VASSILAKI.
Burlington (VT) 2005, pp. 69-76.

1

GREGORY OF NYSSA: On Virginity. In: The Fathers of the
Church: St. Gregory Ascetical Works. Ed. and trans. V. WOODS
CALLAHAN. Washington 1990, p. 58; BOERSMA, H.: E-
bodiment and Virtue in Gregory of Nyssa. An Anagogical Approach.
Oxford 2013, pp. 117-145.

CAMERON, A.: The Early Cult of the Virgin. In: Mother
of God. Representations of the Virgin in Byzantine Art. Ed. M.
VASSILAKI. Milano 2000, pp. 8-9.



3a-3b. Gold medallion, Eastern Mediterranean, 6" century, a. obverse with Christ and a married couple, b. reverse with the scenes of Annunciation,
Visitation and Nativity. Munich, Christian Schmidt Collection. Repro: Mother of God (see in note 11), p. 290.

ington [Fig. 2], the Virgin is represented enthroned
with the Christ on her lap, flanked by angels, while
the reverse of the medallion from the Christian
Schmidt collection in Munich, dated in the sixth or
early seventh century, is occupied by the Annuncia-
tion, the Visitation and the Nativity [Fig. 3b]. The
obverse of the medallion shows Christ putting his
hands on the shoulders of a man and a woman and
thus joining them in a matrimony [Fig. 3a]."* In the
Annunciation scene, accompanied by the inscription
from the Gospel of Luke: “Hail, full of grace! The Lord
Zs with Thee!”, Mary is depicted seated on a lyre-back
throne, grasping the thread she is spinning, while
the basket is lying beside her feet. It is obvious that
the medallion was produced for a private use either
as a wedding present, a sign of acceptance and sup-
port of the marriage or as an amulet protecting the

2 Rom und Byzanz. Archiologische Kostbarkeiten ans Beyern. Eds.
L. WAMSER — G. ZAHLHAAS. Miinchen 1988, Cat. No.
308.

B VIKAN, G.: Art and Marriage in Early Byzantium. In: Dum-
barton Oaks Paper, 44, 1990, pp. 145-163.

wearer, invoking the Virgin’s protection and leading
to the bride. Similar motives could be found on other
objects, such as rings or armbands that preserve the
inscriptions, quotations from the Scripture, but also
short phrases as supplications for the blessing of
Christ or Virgin on the marriage.”” The protective
character of these objects is sometimes enforced
by the explicit inscriptions such as “Mother of God,
help Ana” or with just one word such as “Harmony”,
“Health” ot “Grace” (“charis”)."* The scenes of Vit-
gin’s and Christ’s lives were incorporated in the
early Byzantine attire, as well. The earliest known
example is from the early fifth century from a grave
in Egypt, now in the Abegg-Stiftung collection in
Riggisberg near Bern, representing the scenes from
Mary’s life.”” The embroidery of the Adoration of
Magi on the Theodora’s cloak on the mosaic in

* Ibidem, p. 160.

15 KOTZCHE, L.: Die Marienseide in der Abegg-Stiftung,
Bemerkungen zur Ikonographie der Szenenfolge. In: Be-
gengung von Heidentum und Christentum im spitantiken Agypten
(=Riggisberger Berichte, 1). Ed. D. WILLERS. Riggisberg
1993, pp. 183-194, fig. 1.



San Vitale in Ravenna is probably the most famous
evidence of the use of the Gospel scene as the at-
tire decoration, which was probably 7z vogue within
a high-status circles and which was criticized in eatly
periods as is witnessed in the words of Cappadocian
writer Asterios of Amaseia or Theodoret, bishop
of Cyrus in the fifth century.' In all the early Byz-
antine examples of private devotion and cult, Mary
was invoked through the main episodes of the early
life of Christ, especially those of Annunciation,
Visitation, Nativity and Adoration. These scenes are
particularly connected to the role of the Virgin as
intercessor on behalf of those turned to her for her
protection and aid and therefore, the divine interven-
tion in human affairs — we can make a hypothetical
remark that most probably those involved pregnancy
and childbirth. This is especially the case with the
presentation of the Visitation scene, an event that
is not included in the official feasts of the Church
and which was most probably used as an example
of the successful pregnancy as a result of prayer.!’
The later written sources give evidence for that,
such as the paragraph in the ninth-century text of
Stephen the Younger, one of the most prominent
iconodule martyr, in which we read of his mother
who prayed to the image of the Virgin in the church
of Blacherani, every day for a child." The images of
the Virgin are often affiliated with the word “charis”
as a source of grace, a gift received by God to sup-
port and guide people.”” Although the examples of

1 Astetios wrote: “When they come out in public dressed in this fashion,
they appear like painted walls to those they meet... The more religions
among rich men and women, having picked ont the story of the Gospels,
have handed it over to the weavers... In doing this they consider themselves
to be religions and to be wearing clothes that are agreeable to God. If
they accepted mry advice, they wonld sell those clothes and honor instead
the living images of God. Do not depict Christ... but bear in your spirit
and carry about with you the incorporeal Logos...” — MANGO, C.:
Art of the Byzantine Empire, 312 — 1453, Sources and Documents.
Toronto 1986, pp. 50-51; WOODFIN, W. T.: The Embodzed Icon.
Liturgical Vestments and Sacramental Power in Byzantium. Oxford
2012, pp. 92-93.

" MAGUIRE, H.: The Cult of the Mother of God in Private.
In: Mother of God (see in note 11), pp. 283-285.

18 AUZEPY, M.-E:: La Vie d’Etienne le Jeunne par FEtienne le
Diacre. In: Birmingham Byzantine and Ottonian Monographs, 3.
Aldershot 1997, 92.4-14.

domestic objects depicting the Virgin from the early
Byzantine period are rare, scattered and difficult to
date, they do suggest that even before the end of
the sixth century, themes related to Virgin’s life were
favoured as decorative elements within private cult.
These subjects continued in the period after Icono-
clasm although with a turn from narrative scenes
to the portraits of the Mother of God, which is to
be connected to the general change in representing
saints in the post-Iconoclastic period.

In the public sphere the Virgin was also depicted
in Farly Byzantium although not much of the monu-
mental representations survived. The mosaics in
churches present her as Theotokos, protectress and in-
tercessor in the several known examples. One of the
earliest representations is the mosaic in the apse of
the bema of the Sotros at Blachernai, commissioned
by the imperial family and recorded in the so called
PVO manuscript, dated in the sixth century and pub-
lished by Antoine Wenger in 1955.*" According to the
text the mosaic depicted Virgin on a throne flanked
by emperor Leo, empress Verina, their daughter
Ariadne and their grandson Leo and is dated by
Cyril Mango to 468 or 469.”' The importance of this
text is also in the record that the imperial family had
a special devotedness towards the relic of maphorion
that they placed in a reliquary with the inscription:
“By offering this honor to the Theotokos, they have secured
the might of the empire.”** If this sixth-century author
provides correct information that could testify that

¥ MAGUIRE, H.: Byzantine Domestic Art as Evidence for the
Early Cult of the Virgin. In: Images of the Mother of God (see
in note 9), pp. 183-193.

 WENGER, A.: L' Assomption de la S. Vierge dans la tradition
byzantine dn VI an X siécle. Paris 1955, p. 294.

2 MANGO, C.: The Origins of the Blachernae Shrine at Con-
stantinople. In: Acta XIIT Congressus Internationalis Archaeologiae
Christianae. Vol. 2. Citta del Vaticano — Split 1998, pp. 61-76.
Mango makes strange comment connecting the mosaic to the
one in the Pore¢ church: “However that may be, I see no reason to
doubt that the mosaic, which must have looked something like the one
in the apse of the Bastlica Eunfrasiana, actually existed.” — Ibidem,
p. 71

> Ibidem, p. 73.



the official cult of the Virgin began before the sixth
century and thus refuting the concept of its later
beginnings.” At least one can assert that the shrine
in Blachernai obtained importance by the reign of
Justin I (518 — 527) who erected a big basilica at the
site. One of the most important public speeches on
Virgin was given in St. Sophia, the imperial church
of Constantinople, by Proklus, an outstanding pulpit
orator, in 430. His homily was praising the title of
Theotokos, bringing to listeners whole range of asso-
ciations and metaphors for Mary, such as the Ark,
New Eve, Temple of Solomon, Unopened Gate etc.,
which will become standard imagery in homelitic
literature.”* Proclus worked passionately to promote
the rising cult of the “Godbearing Virgin” grounding
his teaching on historical, theological and philologi-
cal approaches that was embodied in the exceptional
panegyrical sermon. His conscious attempt to align
Trinitarian theology and Christology guided him to
the teaching of the role of Theotokos as one of the
defining moment in the history of Christianity.

A special relationship in supporting and spread-
ing devotion to Mary was enforced by imperial
family in the fifth and sixth centuries, which was
the formative period of Mary’s iconography. Some
empresses’ strong devotion to Mary was in Early
Byzantium equated with power, prestige and author-
ity. This is primarily related to the role of empresses
Pulcheria (399 — 453), Eudokia (401 — 460) and
Verina (died 484) who had a particular devotion to
Mary, who was considered the light on the way of
their pious and pure lives, and to who they devoted
shrines in Constantinople introducing Mary in the

# CAMERON, A.: The Virgin’s Robe. In: Bygantion, 49, 1979,
p. 45. For yet another approach, see much debated article
by BAYNES, N. H.: The Finding of the Virgin’s Robe. In:
Byzantine Studies and Other Essays. Ed. N. H. BAYNES. London
1955.

# CONSTAS 2003 (see in note 8); CONSTAS, N. P: Weaving
the Body of God: Proclus of Constantinople, the Theotokos
and the Loom of the Flesh. In: Journal of Early Christian S tudies,
3, 1995, No. 2, pp. 169-194.

» HOLUM, K.: Theodosian Empresses. Women and Imperial Domi-
nation in Late Antiguity. Berkeley 1982.

% LIMBERIS, V.: Divine Heiress. The Virgin Mary and the Creation
of Christian Constantingple. London 1994. It is interesting to

imperial ceremonies and, therefore, in the public
sphere endorsed by the imperial family.” Ideal of
virginity and purity, which was defined as guidelines
for young women, Pulcheria used to accentuate her
position on the court, presenting herself as a “bride
of Christ” which, according to some researchers,
tied her relationship with Mary as her representa-
tive on earth, in a way as the emperor was Christ’s
representative.” However, studies suggest that all this
is only hypothetical and very problematic. Pulcheria’s
involvement with the relics of Mary and her shrines
are subjected to severe criticism. The foundation of
churches in Blachernai and Chalkoprateia as well as
the discovery of the Virgin’s robe are linked to the
emperor Leo (457 — 474) and empress Verina, while
the church in Hodegoi appears in sources only in
the ninth century.”’” The relationship of Byzantine
empresses with Mary in the early period is still dif-
ficult to define but there are records in several written
sources about specific situations in which empresses
turned to the Virgin for help. When Basiliscus became
emperor in 475, he attempted to murder his sister Ve-
rina, who sought shelter in Balchernai and remained
there until Basiliscus died. Among the female, or
better, couple imperial dedications of churches in
Constantinople from the fifth to the eighth century,
only the ones in Blachernai and Chalkoprateia are
mentioned. Rather, greater presence of Mary in the
liturgical texts, imperial ceremony and dedication
of churches is noted from the sixth century under
the patronage of emperors.” In the writings of So-
zomen, a highly educated man of Constantinople,
in the 440s, there were no mention of the churches

study in this context the relationship between Pulcheria and
Nestorius, and his refusal to award the title of Theotokos to
Mary, what brings him into direct conflict with Pulcheria and,
finally, to his exile. His statement was interpreted as an attack
on the empress and the threat to her authority. — COOPER,
K.: Contesting the Nativity: Wives, Virgins and Pulcheria’s
Imitatio Mariae. In: Scottish Jonrnal of Religions Studies, 19, 1998,
pp. 31-43.

# BAYNES 1955 (see in note 23); MANGO 1998 (see in note
21), pp. 61-76.

# JAMES, L.: The Empress and the Virgin in Early Byzantium:
Piety, Authority, Devotion. In: Images of the Mother of God (see
in note 9), 2005, pp. 145-152.



dedicated to the Virgin, as well as in the list of the
churches in Notitia urbis Constantinopolitanae from
mid of the fifth century.” It was in the second half
of the fifth century that the two major shrines were
built and from the beginning of the sixth century
the sources mention the development both in cult
and church building in Constantinople. Justinian
was particularly devoted to the Mother of God as is
mentioned by Procopius, who, for example, defines
the churches of Blachernai and the Pégé (that were
standing outside the walls) as the “invincible safegnards
of the city’s enclosure™' as well as a chapel in the impe-
rial palace built and dedicated to Mary. Justinian was
supposedly miraculously healed from a disease of
the kidneys by drinking the water from the fountain
Pége; therefore, in gratitude he constructed a church
in the name of the Mother of God.”” During his
reign we find the increase in liturgical celebrations
of Mary and in poetry with the important hymns
and other forms having been produced. Mary also
appeared in anecdotes and miraculous interventions
as well as many stories associated with her images.”
All this is indicative of a growing devotion to the
Virgin and of the fact that the role of the Virgin as
the city protectress was acknowledged already in the
mid of the sixth century and by the beginning of the
seventh her status of the patron of Constantinople
was confirmed. We are informed by Theodore Syn-
kellos that after escaping from the Avaro-Persian
attack in 623, emperor Heraklios prostrated himself
in the church of the Virgin “called Jerusalem, within the
Golden Gate” acknowledging Mary as protectress of
the City but also, most probably and of the entire
empire.”* The same author narrates, in the sermon

# BIDEZ, J.— HANSEN, G. C.: Sozomenos: Historia Ecclesiastica.
VII.5.1-4. Betlin 1960.

* GRIG, L. — KELLY, G.: Two Romes. Rome and Constantinople
in Late Antiguity. Oxford 2012, pp. 81-115.

31 PROCOPIUS: De aedificiis. Book 1. Part 2.9. Trans. H. BRON-
SON DEWING. Cambridge (Mass.) 1940, p. 41.

> MANGO 1986 (see in note 16), p. 103.
3 CAMERON, A.: The Theotokos in Sixth-Century Constan-

tinople. In: CAMERON 1981 (see in note 1), pp. 79-108;
CAMERON 2000 (see in note 11), pp. 12-13.

delivered in 624 or 625, about the return of the
reliquary from St. Sophia, where it was taken during
the threat of Persians in 623, during which occasion
he witnessed the display of the purple Virgin’s robe.
Synkellos portrays Constantinople as a town with
numerous churches dedicated to Mary so that it car-
ries the name of Theotokoupolis: ... one can hardly
Jind a public place, an imperial palace, a pions establishment
or an official residence that does not have a church or chapel
of Theotokos.””* Although, it is difficult to establish
precise chronology, because of the uncertain dates
of known hymns and other texts, it is conclusive
that the interventions of Theotokos were expected
during the serious incursions into the capital during
the sixth century, but also her defense was invoked
in other situation such as, for example, by architect
Victorinus during the construction of the fortifica-
tions of Corinth.”

Devotion to Mary will be developed from the
second half of the fifth century differently in differ-
ent areas of the Christian world. The knowledge of
its spread and development rests on the incomplete
and insufficient resources, of which visual represen-
tations are particularly interesting when they refer to
the monumental representations in the public sphere.
The most favored place for such representations was
the apse of the churches where Mary’s image became
one of the most prominent subjects of the church
decoration.” Since she enters in this program as the
Mother of God, representing the Incarnation, the
position of her visual appearance in the sanctuary,
where the enactment of the Eucharist takes place,
from the beginning took permanent expression of
theology and piety. Her eatly presence in the apse

* MANGO 1998 (see in note 21), p. 74.

% MANGO, C.: Constantinople as Theotokoupolis. In: Mozher
of God (see in note 11), p. 20.

% FEISSEL, D.: I architecte Viktorinos et ces fortifications
de Justinien dans les provinces balkaniques. In: Bu/letin de la
Societé nationale des antiquaires de France, 1988, pp. 136-137.

7 IHM, C.: Die Programme der christlichen Apsismalerei vom vierten
Jabrundert bis zur Mitte des achten Jahrunderderts. Wiesbaden
1960.
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4. Mosaic decoration in the apse of Eufrasius’ basilica, detail with the
representation of Theotokos. Photo: R. Kosinogit.

decoration is evidenced in Santa Maria Maggiore in
Rome, Santa Maria in Capua Vetere and the Blach-
ernai shrine in the fifth century, while in the sixth
century there are more archaeological elements such
as Santa Maria Maggiore in Ravenna, St. Sergios
at Gaza, the churches dedicated to the Virgin in
Lythrankomi, Kition and Livadia on Cyprus® and
in the Cathedral in Pore¢. In all known examples
Mary is depicted either standing, holding the Child
or enthroned and flanked by angels who, in the
eastern models, carry symbols of Christ’s celestial
authority. In the Pore¢ mosaic Mary is shown seated
on a throne decorated with gold and precious stones,

* The precise dates of the mosaics are still controversial with
generally accepted early seventh century as zerminus ante
quen.

¥ TERRY, A. - MAGUIRE, H.: The Wall Mosaics of the Cat-
hedral of Eufrasius in Pore¢: Second Preliminary Report. In:
Hortus Artinm Medievalinum, 6, 2000, pp. 175-176.

# SIMSON, O. von: Sacred Fortress. Byzantine Art and Statecraft in
Ravenna. Princeton 1948; BOVINI, G.: Mosaici di S. Apollinare
nuovo di Ravenna: il ciclo cristologico. Firenze 1958; BOVINI,
G.: Una prova di carattere technico dell’appartenenza al
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on a red pillow, dressed in a tunic and purple cloak
beneath which projects the white omophorion |Fig. 4].
Mary’s head is covered with a white cap and a purple
maphorion, a depiction that had become standard in
the eastern Mediterranean by this time. Her face and
golden halo are made of regular, small 7esserae which
delicately form the parts of the face (big eyes, accen-
tuated eyebrows and nose line, clutched tiny lips) and
pale-pink skin tones with shadows.” Her right hand
is placed on Christ’s shoulder and she holds him with
the left hand. The closest similarity in the way Christ
and Virgin are dressed and presented can be found
in the mosaic in S. Apollinare Nuovo in Ravenna.*
Mary is placed in the vertical axis just beneath the
hand of God and above the angel holding a globe
with golden cross set in three concentric blue rings
[Fig. 5]. The type of the globe had been introduced
in several examples, the most known on the mosaic
of Transfiguration in St. Catherine monastery on
Mount Sinai,*! where the disc with the cross on
a tripartite blue circles is repeated three times, while
the closest model would be the representation on the
mosaic on the triumphal arch in the church of San
Vitale in Ravenna. The direct reference to the rela-
tion between the triple-blue orb and the symbolism
of Trinity and celestial sphere can be found in the
description of the similar painting in a bath house
in Gaza by John of Gaza in the sixth century: “The
auspicions image of the spiritual Trinity surrounds the cross
with dark blue whirls; it is inscribed in circles which are like
a representation of celestial sphere; and inside, it is possible
to observe the holy brightness of the cross.””* The role of
Trinity assumed great importance in the Christologi-
cal theology and iconography in the early church, as
we have already seen in the writings of Proclus in
the fifth century.

ciclo iconographico teodoriciano dalla Madonna in trono,
figurata sui mosaici di S. Apollinare Nuovo a Ravenna. In:
Studi Romagnoli, 3, 1952, pp. 17-29; MAUSKFOPF DELI-
YANNIS, D.: Ravenna in Late Antiguity. Cambridge 2010,
pp. 158-160.

M WEITZMANN, K.: The Mosaic in St. Catherine Monastery
on Mount Sinai. In: Proceedings of the American Philosophical
Society, 110, 1966, No. 6, pp. 392-405.

2 MAGUIRE, H.: Earth and Ocean. The Terrestrial World in Early
Byzantine Art. University Park (Pa.) 1987, p. 20.



5. Mosaic decoration in the apse of Eufrasius’ basilica, Angel with the
orb. Photo: R. Kosinogit.

The other scenes and figures of the mosaic, in
horizontal axis, strongly sustain the idea of Incarna-
tion and Christological dogma. The two scenes on
the edges of the mosaic decoration, Annunciation

and Visitation, contribute to the iconographic pro-
gram and the messages already defined, but also to
the doctrinal debates concerning the role of Mary.
In the Annunciation scene [Fig. 6], which has been
heavily restored, as demonstrated in the recent study
of the mosaics,” Mary is depicted seated on a throne
in front of the house and spinning the purple thread,
as a customary scene in the Byzantine art from the
fifth century onwards. The basket with the purple
skein is depicted next to her feet/throne, while she
holds the end of the thread and not a spindle. The
theme of the spinning the purple wool is inspired by
10" and 11™ chapters in the Apocryphal Protevangelion
of James that cites: “Now there was a council of the priests,
and they said: Let us make a veil for the temple of the
Lord. And the priest said: Call unto me pure virgins of the
tribe of David. And the officers departed and sought and
Sfound seven virgins. And the priests called to mind the child
Mary that she was of the tribe of David and was
undefiled before God: and the officers went and fetched
her. And they brought them into the temple of the Lord, and
the priest said: Cast me lots, which of you shall weave the
gold and the undefiled [the white] and the fine linen and the
silk and the hyacinthine, and the scarlet and the true purpl.
And the lot of the true purple and the scarlet fell
unto Mary, and she took then and went unto her house.”**
The veil theme entered the image with the Gospels’
report that it was thorn apart at the moment of
Christ’s death and was elaborated by Paul who uses
it as a metaphor of Christ’s body and the symbol of
transition from the Old to the New Covenant: “IWe
have this hope, a sure and steadfast anchor of the soul, a hope
that enters the inner shrine behind the curtain, where Jesus,
a forerunner on onr bebalf, has entered, having become a high
priest forever according to the order of Melchizedek.”* This

concept was elaborated by many early Christian writ-

# TERRY — MAGUIRE 2000 (see in note 39), pp. 159-182.

# EVANGELATOU, M.: The Purple Thread of the Flesh:
The Theological Connotations of a Narrative Iconogra-
phic Element in Byzantine Images of the Annunciation.
In: Icon and Word. The Power of Images in Byzantium. Eds. A.
EASTMOND - L. JAMES — R. CORMACK. Butrlington
(VT) 2003, p. 262.

* Hebrews 6:19-20 and 9:11-12; KESSLER, H.: Through the

Temple Veil: The Holy Image in Judaism and Christianity. In:
Kairos, 32 — 33, 1990 — 1991, pp. 53-77.
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ers and general theological interpretations agree that
Mary’s spinning the wool for the Temple veil proves
two fundamental truths: her virginity and her descent
from the house of David, while the purple yarn is
considered the symbol of the Incarnation.* Thus
the veil of Christ’s flesh became instrument through
which God revealed himself to the mankind. The veil
is in some examples depicted at the entrance of the
building behind the Virgin’s throne. The curtain is
drawn aside to depict the idea of the veil being lifted
to reveal the truth of Incarnation. In the early texts
the Virgin is called “curtain” or “vez/” and one of the
prefigurations of the Theotokos in Byzantine hymns
and homilies was the Tabernacle that visualizes her
as a veil enclosing the divinity.*’ It is obvious, both
from the literature and the visual wotld, that these
references and imagery were known to the wider
audience who could grasp the symbolical meaning
and the messages communicated. In the Pore¢ scene
the Virgin’s right hand makes a distinctive gesture as
a response to the angel’s announcement. She wears

% BELTING, H.: Likeness and Presence. A History of the Inmage
before the Era of Art. Chicago — London 1994, pp. 277-278.
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6. Mosaic decoration in the apse of
Eufrasins’ basilica, Annunciation

scene. Photo: R. Kosinogic.

a purple tunic and her head and shoulders are cov-
ered with a translucent light blue veil, a unique such
a representation within early Christian pictorial cor-
pus [Fig. 7]. Her tunic is tied up with a belt, lavishly
adorned with gems and worn high up. Although the
large portions of the mosaic were restored, the most
part of the tunic, veil and the belt appear original.
These two elements, the veil and the girdle, could be
recognized as the two relics venerated in Constanti-
nople, in the churches of Blachernai and Chalkopra-
teia, but even more, could be related to their symbolic
message in the Incarnation of Christ. Therefore,
the sequences of messages of the Christ becoming
flash, the Incarnation but also of the Theotokos who
provides her flesh to veil the divinity of the Logos,
became crucial elements of the pictorial program
of the church mosaic decoration. The message of
Incarnation and salvation is reinforced by two figures
represented in the window zone of the apse — John
the Baptist and Zacharias. The parallel between two
figures in combination with the representation and

T EVANGELATOU 2003 (see in note 44), p. 272.



7. Mosaic decoration in the apse of Eufrasius’ basilica, Virgin, detatl
Sfrom the Annunciation scene. Photo: R. Kosino%icé.

scenes of Incarnation became standard pattern in
the sixth-century art.*®

The attempts to interpret the program of the mo-
saic decoration in connection to the contemporary
dispute over the Three Chapters are arguable.” All
the elements that were used in elaborating this hy-
pothesis are the iconographic conventions in display-
ing the support of the definitions of Chalcedon and
Orthodoxy. Although the dissenters, Istrian bishops,
were determined that the entire Council had to be
preserved and defending Chalcedon meant to them
following the Orthodoxy, the core of their resistance
laid in political and ecclesiastic matters.”” Mosaics

# See for example the bronze votive cross at Dumbarton Oaks
Collection or pilgrim ampulla in Bobio collection. — COR-
RIGAN, K.: The Witness of John the Baptist on an Early
Byzantine Icon in Kiev. In: Dumbarton Oaks Papers, 42, 1988,
pp. 1-11, figs. 5-6.

“ TERRY — MAGUIRE 2007 (see in note 2), pp. 128-131.
% SOTINEL, C.: The Three Chapters and the Transformation

of Italy. In: The Crisis of the Oikoumene. The Three Chapters and
the Failed Qunest for Unity in the Sixcth-Century Mediterranean. Eds.

in Pore¢ do not express the contemporary dispute
but the relationship towards true understanding of
religious issues, in the same manner in which it is
expressed in the regions that were not affected by
the schism.”! By emphasizing the views of Incarna-
tion and the role of Mary as the Mother of God,
Eufrasius confirmed his Orthodoxy. By selecting
other elements, such as a series of female saints,
and by depicting himself in the apse Eufrasius con-
firmed also his devotion to Mary indicating personal
context rather than Christological or doctrinal, thus
assigning to the space of the iconographic program
a private perspective. As argued by Maguire, on the
topic of the three unnamed saints depicted to the
left of the Virgin in the mosaic apse, it is plausible
that the central mosaic in Eufrasius’ church had
dual function, public and private at the same time.*
The private dimension can also be supported by the
inscription in the vault suggesting that the mosaic
decoration could be perceived even as an ex-voto
for the benefits to be received.

Examples in Pore¢ are important because they
represent the cosmopolitan spirit in art in a small,
provincial town of the Empire, on account of the
person obviously well versed in theological think-
ing of his time and close to Constantinople. The
elaborated scenes with meticulous details such as
the veil or the girdle indicate particular devotion
to the Virgin Mary which foundations were con-
structed in the capital. The scenes of Annunciation
and Visitation are incorporated into the developing
Christological cycle whereas the central figure of
Theotokos is the evidence of her role as a human
virgin through whom the union of two natures of
Christ was completed and, therefore, she was given
official place in the church. Representation in the
focus of the church, within the apse, makes visible

C. CHAZELLE - C. CUBITT. Turnhout 2007, pp. 85-120;
STRAW, C.: Much Ado about Nothing: Gregory the Great’s
Apology to the Istrians. In: Ibidem, pp. 121-160.

' PERL, E. D.: ,,... That Man Might Become God“: Central
Themes in Byzantine Theology. In: Heaven on Earth. Art and
the Church in Byzantium. Ed. L. SAFRAN. University Park (Pa.)
1998, pp. 39-57.

> MAGUIRE 2007 (see in note 5), p. 151.
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and understandable the juxtaposition of the Incarna-
tion of Christ with the rite of Eucharist, as well as
her role in the salvation of the mankind. The Pore¢
mosaic program exposes the predominantly public
space of the apse, iconographically determined by

the messages founded on the dogma and growing
devotion evidently influenced by Constantinople,
but also reveals the bishop’s private space in which
Mary takes the role of intercessor, protectress and
mediator in the court of Heaven.

Theotokos v Poreci.
Verejné, oficialne a privatne v uctievani Marie v priebehu Siesteho storocia

Resumé

Mozaiky v centralnej apside Eufrasiovej baziliky
v Poreci, vytvorené v Siestom storoci, predstavuju
nevycerpatel'ny pramen pre vyskum viacerych ikono-
grafickych tém vytvarného umenia v case vlady cisara
Justiniana. Ak vezmeme do tGvahy fakt, Ze vel'ka cast’
korpusu byzantského umenia sa nezachovala, zvlast’
ta z centra, z Konstantinopolu, porecské mozaiky
st kI'icom k pochopeniu dlohy vytvarného umenia
v nabozenskom priestore. Zvlastne miesto v ramci
tohto ikonografického jadra predstavuje obraz Marie
s Kristom, ktory ¢nie ako ustredna téma v konche
apsidy baziliky v Porec¢i. Maria je znazornena ako
Theotokos, obklopena anjelmi a sprevadzana svitca-
mi a donatormi. Vel'kost” a umiestnenie jej postavy
prezradza, ze ide o ustredné posolstvo: Inkarnaciu.
Problém interpreticie Mariinej role a uctievania
v monumentalnych vyzdobnych programoch ume-
nia $iesteho storocia je stale v centre vyskumu kultu
Marie, zboznosti a ikonografie. V ranych storociach
krest’anského umenia nebol Marii ako nezavislému
fenoménu priznavany vel'ky vyznam, co je zaujimavy
fakt, ked’ to porovname s velkou dolezitost’ou jej
charakteru v zboznosti a umen{ byzantskej sféry
po siestom storoci. Nepritomnost” bohatého ume-
leckého suboru v ranej krest’anskej dobe, ktory by
stanovoval jej ulohy vo vytvarnom umeni, v§ak nie
je v sulade s pisomnymi historickymi pramenmi a li-
teratirou poc¢nuic neskorym $tvrtym storoéim, v kto-
rych Maria zaujima dolezité miesto, ale, po koncile
v Efeze, stile v kontexte christologickej dogmy.
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Clanok pojedniva o novom pristupe pri inter-
pretacii Mariinho obrazu vo vzt’ahu medzi verejnym
a privatnym ci oficialnym v ranom uctievani{ Marie.
Navrhuje nové citanie posolstiev mozafk, davajuc
ustredny obraz do vzt’ahu k inym scénam programu,
a zvlast’ k novému chapaniu teoldgie, zdoraznujuc
nutnost’ uzsicho spojenia slova a obrazu v ranej
periéde byzantského umenia. Zvlastna pozornost’ je
venovana scéne a prvkom, ktoré v predchadzajucich
interpretaciach neboli velmi zohl'adnené, napriklad
postave Marie zobrazenej vo chvili, ked’ pradie pur-
purovu nit’, ¢o bolo pokladané za metaforu Zavoja
Chramu a symbol Inkarndcie, alebo priesvitny modry
zavoj a pas ako poukazy na dve najuctievanejsie
relikvie v Konstantinopole. Taktiez scéna Navstive-
nia, ako aj postavy Jana Krstitel'a a Zachariasa silne
podporuji posolstvo Inkarnacie.

Mozaiky v Poreci nevyjadruju sudobu teologicku
disputu, ktora suvisela so schizmou Troch kapitol,
ale skor vzt'ah k spravnemu chapaniu nabozenskych
otazok, a to tym istym sposobom ako v oblastiach,
ktoré neboli dotknuté schizmou. Zdoraznovanim
nazorov na Inkarnaciu a lohu Marie ako Matky Bo-
zej BEufrasius potvrdil svoju ortodoxnost’. Vyberom
dalsich prvkov, napriklad série zenskych svitic, a na-
malovanim seba samého v apside Eufrasius potvrdil
tiez svoju vlastni oddanost’” Marii, ukazujic skor
osobny nez christologicky ¢i dogmaticky kontext,
¢im pripisal priestoru ikonografického programu
privatnu perspektivu.



Priklady v Poreci st dolezité preto, ze reprezen-
tuju kozmopolitného ducha v umeni malé¢ho, pro-
vinéného mesta Impéria, a to vdaka osobe zjavne
dobre zbehlej v teologickom mysleni svojej doby
a blizkej Konstantinopolu. Prepracované scény so
starostlivymi detailmi ako zavoj alebo opasok pre-
zradzaji zvlastne uctievanie Panny Marie, ktorého
zaklady boli sformované v hlavhom meste. Scény
Zvestovania a Navstivenia su zaclenené do rozvijania
christologického cyklu, zatial' co ustredna postava
Theotokos je dokladom jej ulohy ako P'udskej panny,
prostrednictvom ktorej bolo zavfsené spojenie dvoch

povih Krista, a tym jej bolo priznané oficidlne miesto
v chrame. Jej znazornenie na Gstrednom mieste
baziliky, v apside, robi viditelnym a zrozumitel'nym
umiestnenie Inkarndcie Krista s ritudlom Eucharistie
vedla seba, ako aj jej ulohu pri spaseni ludstva.
Program mozaik v Poreci zabera prevazne verejny
priestor apsidy, ikonograficky uréeny posolstvami za-
loZzenymi na dogme a rasticom uctievanti, ktoré bolo
zjavne ovplyvnené Konstantinopolom, ale odhaluje
aj privatny priestor biskupa, v ktorom mala Maria
ulohu prostrednika, ochrankyne a sprostredkovatela
na dvore Nebies.

Preklad z anglictiny |. Bakos
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Nymphe (Wind).
Der Raum zwischen Motiv und Affekt in der frithen Neuzeit

(Zugleich ein Beitrag zur Aby Warburg-Forschung)

Barbara BAERT

Perché nulla dura, accanto a lez, tutto galleggia, scompare
¢ ricompare come schiuma... Belinda non ¢ un insetto, Mete,
sebbene le somigl. Non lasciarti investire dal vento che si
sprigiona attorno a lez, in ogni direzione, e non fa durare nulla.
[-..] Non adorarla, Méte, non desiderarla, parlate.*

(Sandro Veronesi)'

Die Gegenwart und die Bedeutung der Nymphe
in der spitmittelalterlichen und frithneuzeitlichen
Kunst gehen tiber die modische Adaption eines an-
tikisierenden Motivs hinaus. Kein geringer als Aby
Warburg (1866 — 1929) war es, der eine Passion fiir
das an den bukolischen Quellen und Grotten umhet-
streifende Gottermidchen entwickelte, dessen Name
etymologisch nach ,,Braut“ verweist. Es ist nun aber
nicht das ikonographische Nachleben der Nymphe,
das mich hier interessiert, sondern die Frage nach
ihrer bildlichen Identitit im frihen Humanismus.
Diese Frage eroffnet den Diskurs tiber Bewegung
und Wind in visuellen Medien, tiber bild-kiinstleri-
sche ,,Stérsender, tiber die Wirkung der Nymphe
auf den Betrachter und tber die (Selbst-)Reflektion
der bildenden Kunste, insbesondere der Malerei.

Unzweifelhaft war Aby Warburg von unschitz-
barer Bedeutung fir die Wiedererkennung und
Interpretation des Nymphenmotivs in der Malerei
des Quattrocento. Seine Position behandele ich im
ersten Teil meines Beitrages. Das Motiv der Nym-
phe erscheint in dieser Kiinstlergeneration aus einer

' VERONESL, S.: G/ sfiorati. Milano 1990, S. 212.
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formalen (und eher unbewussten) Notwendigkeit fiir
eine tinzerische Pathosformel einerseits und aus einem
humanistischen (und eher bewussten) Verlangen nach
ekphrasis andererseits. Hieraus ergibt sich unmittelbar
die erste Ambivalenz in der Identitit der Nymphe:
Sie schwankt zwischen stilistischem Affekt (Wind)
und ikonographischem Motiv (tanzendes Médchen)
und ist ein ,,Schwellenwesen®, das zwischen Limina-
litat und Fatalitdt, zwischen Licht und Dunkelheit,
zwischen Offenbarung und List, zwischen Gottin
und Braut, zwischen Venus und Pan oszilliert. So
erscheint die Nymphe in verschiedenen Gestalten,
die der Zeitgeist und die mannlichen Projektionen
verschiedener Epochen ihr zuschrieben. In diesem
Zusammenhang diskutiere ich hier zudem die Salome
des 15. Jahrhunderts, eine der wirkmichtigsten und
ambivalentesten Schwestern der Nymphe. Sie legt die
Beziechungen zwischen der Nymphe und dem Tanz,
zwischen Opferung und Blut blof3, denn sie ist die
Kopftriigerin. AbschlieBend werde ich die Grundziige
einer Ikonologie des ,,Nymphischen* darzulegen
versuchen. Dabei wird die Schwierigkeit deutlich
werden, den Kern der Nymphe herauszuschilen, da
gerade das Fehlen jedweder Form einer statischen
Bestimmung ihr Wesen charakterisiert.

Das Paradigma Aby Warburgs

Bewegung in der bildenden Kunst wird meistens
durch ihr Pendant in der Natur evoziert: dem Wind.



Die Anwesenheit des Windes und ihre Wirkung auf
die Natur sowie den Faltenwurf der Gewinder un-
terliegen dem jeweiligen Formempfinden und sind
somit dsthetisch relativ* Ob in einer Komposition
mehr oder weniger Wind suggeriert werden soll,
verweist einigen Autoren zufolge unmittelbar auf
die Identitit einer Stilperiode. Heinrich Wélfflin
(1864 — 1945) argumentierte in seinem Hauptwerk
Kunstgeschichtliche Grundbegriffe (1915) fir eine Pen-
delbewegung einer sich stetig erneuernden Formen-
sprache, die sich zwischen Tektonisch (Geschlossen)
und A-Tektonisch (Offen) hin- und herbewegt.’ Die
letztgenannte Form ist verdichtete Energie mit viel
Bewegung entlang der Bildachsen. Johann Joachim
Winckelmann (1717 — 1768) beispielsweise tadelt
den Gebrauch eines schwungvollen Faltenwurfs in
der Skulptur und verteidigt die Schonheit einer stati-
schen, straffen Formgebung wie bei einer dorischen
Sdule.* Kurz, es bestehen windstille, geschlossene,
ruhige Stilperioden neben Stilperioden, in denen
Bewegung die Formen férmlich sprengt.”

In der Kunstgeschichte gibt es eine Periode — ei-
gentlich sogar nur eine Generation, die alle Aspekte
des Windes ausgiebig und virtuos in der Malerei
feiert: wehende Kleider, sich wiegende Biume und

? Dieser Beitrag ist Teil der Vorbereitungen meines Buches
Wind as Genetrix in the Middle Ages and Early Modernity. Essays
on Motif and Affect in Visnal Culture. Eine ausgezeichnete
Einfiihrung in die Anthropologie und Symbolik des Windes
findet sich in den Beitridgen des Journal of the Royal Anthropo-
logzcal Institute von 2007: LOW, Ch. — HSU, E.: Introduction,
S.1-17; und LLOYD, G.: Pneuma between Body and Soul, S.
135-146. NOVA, A.: The Book of the Wind. The Representation
of the Invisble. London 2011, schrieb die erste Monographie
des Windes vom Mittelalter bis zur zeitgendssischen Kunst.
RAFEF, Th.: Die Ikonographie der mittelalterlichen Windper-
sonifikationen. In: Aachener Kunstbldtter, 48, 1978 — 1979, S.
71-218, ist eine bleibende Studie iiber Windsymbolik und
-diagramme wihrend des Mittelalters.

3 WOLFFLIN, H.: Principles of Art History. The Problem of the
Development of Style in Later Art. Ubers. M. D. HOTTINGER.
New York 1932 (und Nachdrucke).

4 WINCKELMANN, J. J.: Geschichte der Kunst des Altertums.
Darmstadt 1993.

° Eine Bibliographie hierzu ist tberflissig; dies betrifft die
Studie und Meta-Studie einer formalistischen Kunstge-
schichte. An dieser Stelle will ich nur die folgenden Verweise

flatternde Haare. Es geht um die Generation von
Sandro Botticelli (ca. 1445 — 1515), Filippo Lippi
(1406 — 1465) und Domenico Ghirlandaio (1449
—1549).° In seinem Aufsatz ,,Bewegende Bewegun-
gen® beschiftigt sich Georges Didi-Huberman mit
Aby Warburgs Interpretation dieses Phinomens, die
dieser 1893 ausgehend von Botticellis Gemilden
Venus (1486) und Primavera (ca. 1482) entwickelte
[Abb. 1-2].”7 Aby Warburg war erstaunt iber die
w»lebendige Bewegnng am Rand der Korper und sprach
Uber eine ,,ezngehender Ausmalung des bewegten Bewerkes*.®
wDeren blasse BljfSe, deren schine Gesichtsiige und deren
grofse Rube bewundert batte, verschob er leicht den Blick: anf
das fliissige Auseinanderfallen der Haare im Wind, anf den
Zwischenraum der Luft, auf die einladende Wolbung des
blumenbestickten Tuchs, das der jungen Gottin dargebracht
wird. In eben jenen Bewegungsformeln, in jenen fliefenden
Gestalten erkannte er, fraglos, das grundsdtzliche Pathos
des Bildes.” Der Begriff fur diesen bildnerischen
Effekt des ,,bewegten Beiwerks* ist das parergon: das
sich verschiebende, scheinbar nebensichliche Detail.
Das bewegte Beiwerk lenkt den Blick ab und bei
dem fast unmdglichen Versuch, so viel Dynamik,
Gewandbewegung, ja Wind, gewissenhaft mit den
Augen zu folgen, entsteht ein launischer Blick, der

vorschlagen: WORRINGER, Wi: Abstraktion und Einfiiblung.
Ein Beitrag zur Stilpsychologie. Miinchen 2007 (1. Ausg. 1907);
GOMBRICH, E. H.: The Sense of Order. A Study in the Psychology
of Decorative Art. New York 1984 (1. Ausg. 1979); IONESCU,
V.: Deleuze’s Tensive Notion of Painting in the Light of Riegl,
Wolfflin and Worringer. In: Delenze Studies, 5, 2011, Nr. 1,
S. 52-62.

¢ SUMMERS, D.: “ARIA II”: The Union of Image and Artistas
an Aesthetic Ideal in Renaissance Art. In: Artzbus et Historiae,
10, 1989, Nr. 20, S. 15-31.

7 WARBURG, A. M.: Sandro Botticellis Geburt der Venus und
Frithling. Eine Untersuchung tiber die Vorstellungen von der
Antike in der italienischen Frihrenaissance. In: WARBURG;,
A. M.: Gesammelte Schriften. Bd. 1. Hrsg. H. BREDEKAMP
— M. DIERS. Betrlin 1998. Siche auch Anm. 38.

8 WARBURG 1998 (wie Anm. 7), S. 10.

’ DIDI-HUBERMAN, G.: Bewegende Bewegungen. Die
Schleier der Ninfa nach Aby Warburg. In: Ikonologie des
Zwischenraums. Der Schleier als Medinm und Metapher. Hrsg. .
ENDERS — B. WITTMANN - G. WOLFE. Miinchen 2005,
S. 331-360, hier S. 331.
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das Thema aufs Neue befruchtet, so wie Zephyr
einst Flora."

Neben dem parergon ist ein zweites Paradigma
wirksam: die ekphrasis, die Tendenz zu einem vir-
tuosen Kopieren der antiken Bildbeschreibungen.
Diese Fertigkeit wird in dieser Malergeneration so
hoch geschitzt, dass sogar optische Anomalien, d.
h. Abweichungen von der Wirklichkeit im Bild, in
Kauf genommen werden. Beispielsweise scheinen
bei der linken Gratia in der Primavera die Falten von
einer um die Hiifte geschlungenen Kordel verursacht,
doch diese wird gerade nicht gemalt [Abb. 3]."" Was
den Maler auszeichnete, war die ekphrasis an sich.
Lucius Annaeus Seneca (4 — 65) schreibt, dass die

10 Uber das Sehen als Bedeutung aktivierende und performative
Tatsache sieche BREDEKAMP, H.: Theorie des Bildakts. Betlin
2010.

1 Tbidem, S. 28.

12 SENECA, L. A.: De Beneficiis 1-111, 2-4; SENECA, L. A.: Uber
die Wohltaten. In: Seneca. Philosophische Schriften. Bd. 5. Hrsg,
M. ROSENBACH. Darmstadt 1989, S. 129 e. v.: ,,Exs gebe drei
Arten von Wobltaten: sich ein Verdienst zu erwerben, ein Wobltat zun
erwidern, eine Wobltat zugleich entgegenzunebmen und zu erwidern...
Warnm jener Reigen der mit angefassten Handen im Kreistanz, sich
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1. Sandro Botticelli: 1e-
nus, ca. 1486. Florenz,
Uffizien. Foto: Archiv der
Autorin.

junge Weiblichkeit in einem ,,schnurlosen durchsichtigen
Gewand* ihren Ausdruck findet und dass es ein Ge-
nuss ist, die Grazien Hand in Hand verflochten zu
sehen.'” Botticelli gibt die ekphrasis mit den Hinden
der Grazien weiter — verbunden zu einer neuen ge-
heimnisvollen Choreographie des ,,bewegten Bezwerks™
und somit der ,,Windheir‘: Die Middchen und ihre
fragile, beinahe diaphane Kérperhaftigkeit in ihren
Hinde und Konturen sind so leicht und luftig, als hit-
ten AtemstoBe sie durchléchert und imprigniert.”
Das dritte Paradigma ist die Kunsttheorie der
Oberfliche. Ein Thema, eine Aistoria, ist nach Leon
Battista Albertis (1404 — 1472) De pictura das Er-
gebnis eines Ordnungsvorgangs, der aus superficies

bewegenden Grazien? Deswegen, weil die Reibenfolge der Wobltat,
wenn sie von Hand zu Hand gebt, dennoch wieder 3um gebenden
suriickkebrt.” Das Fehlen des Giirtels ist ein transkulturelles
Motiv der Fruchtbarkeit und die ,,Offenheit” der jungen
Frau, genauso wie es fiir offen getragene, ungebundene
Haare gilt. Bei Berberfrauen steht das Ein- und Ausschniiren
von Midchen in enger Bezichung zu Fruchtbarkeitsritualen.
— VANDENBROECK, P.: Agetta. Berbervromwen en hun kunst.
Gent — Amsterdam 2000, S. 93.

3 DIDI-HUBERMAN 2005 (wie Anm. 9), S. 334.



2. Sandro Botticelli: Pri-
mavera, ca. 1482 — 1485.
Floreng, Ulfizien. Foto:
Archiv der Autorin.

membri entstehen lisst, die selbst wiederum corpora
werden. Die Schonheit sitzt in den superficies: ,,ergo in
hac superficierum compositione maxime gratia et pulchritudo
perguirenda est“.!* Im Fall Botticellis sind die Obet-
flichen wie Sehffiisse: durchsichtig, lasierend gemalt,
beinahe pigmentlos und unmittelbar an die wembri
(z. B. die Hinde, die aneinander anschlieBen) und die
corpora (Beine, Biuche und Briiste) angefiigt, sodass
eine formal perfekte Allegorie des Grazidsen, der
Reigen der drei Grazien, gestaltet wird.” Fir Alberti
sind Flichen und Kérper ,,sichtbare Ausdriicke eines
Phidnomens, das ein ,unsichthares Jenseits aktiviert.
Und was jenseits des Korpers liegt, sind nach Alberti
die Seelenregungen: Bewegungen, die nur schwer gemalt
werden kénnen und fiir den Kiinstler eine Herausfor-

" ALBERTTL, L. B.: Das Standbild. Die Malkunst. Grundlager der
Malerei. Hrsg. O. BATSCHMANN — Ch. SCHAUBLIN.
Darmstadt 2000, S. 257.

15 Dieser Paragraph folgt DIDI-HUBERMAN 2005 (wie Anm.
9),S. 337.

16 ALBERTI 2000 (wie Anm. 14), S. 269.

7 Im griechischen Denken des Aristoteles (384 — 322 v. Chr.)
steht der Begtiff pnenma fir Atem und Geist. Er bezeichnet

derung darstellen, wie z. B. die Natur des Faltenwurfs
(Motus animi ex motibus corporis cognoscuntur).' Die
Lebendigkeit der Oberflichen und die Bewegung der
Stoffe, die die Seelenregungen als das Wesen der Malerei
beschworen, gehen auf die ,,Luft” und den ,,Wind*
zurlick. Wind ist also in der Malerei das Medium,
das nicht nur Schonheit erzeugt, sondern auch das
Malen der Seele ermdglicht. Die Malerei fasst den
Wind als prenma auf, als innere und dullere Luft, die
die historia ,,beseelt“.”

Schon Cennino Cennini (1370 — 1396) vertritt
die Uberzeugung, dass in der Freskomalerei der Fal-
tenwurf entscheidend sei, um Relief und Tiefenwir-
kung zu erzeugen. Er beschreibt diese kiinstlerische
Fihigkeit in seinen Ausfithrungen zum Malen von

die vitale Lebensenergie, wortlich das ,,Gas*, das im Gehirn
sitzt und verantwortlich ist fir das Denken, die Wahrneh-
mung und die Motorik. Bei der Geburt bekommt man diese
Lebensenergie mit und durch Atemholen erncuert sie sich
immer wieder. Zum pneuma siche ferner VERBEKE, G.:
L'évolution de la doctrine du pneuma du Stoicisme a S. Augustin.
Paris — Louvain 1945; PUTSCHER, M.: Preuma. Spiritus. Geist.
Voorstellungen vom 1 ebensantrieb in thren geschichtlichen Wandlungen.
Wiesbanden 1973; LLOYD, G.: Pneuma between Body and
Soul. In: Journal of the Royal Anthropological Institute, 13, 2007,
S. 135-146.
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3. Sandro Botticelli: Die drei Gragien, Primavera (Detail), ca. 1482
— 1485. Florenz, Uffizien. Foto: Archiv der Antorin.

Stoffen und von Wasseroberflichen. Thm zufolge
lisst sich die Geschmeidigkeit von Kleidung auch
in den Wellen des Wassers erkennen.'® Hierin liegt
eine besondere visuelle Verwandtschaft zwischen
Wasser und Stoffen. Die Verschmelzung der beiden

8 CENNINL, C.: I/ libro dell'arte o Trattato della pittura. Hrsg. G.
MILANESI. Firenze 1859, LXXI, CL: ,,Le dette onde biancheg-
giale un poco in muro.

¥ DIDI-HUBERMAN 2005 (wie Anm. 9), S. 338-339.

% Der Saum des Kleides ist mit besonderer Energie aufgela-
den und Teil des Korpers. Am Textilrand vibriert der znflux
und outflux der Koérperkrifte, die sogenannte dynamij. In den
bildenden Kiinsten ist der Saum oft sehr beweglich und
dynamisch dargestellt, als ob er den fluxus aufrufen will. Der
Wind ist ein wichtiger Protagonist in diesem Archetyp der
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4. Leonardo da Vinci: Die Flut, ca. 1517, Kreidezgeichnung. 1ondon,
Kanigliche Sammilung Ihrer Majestit Koning Elisabeths I1. Foto: Royal
Collection Trust | © Her Majesty Queen Elizabeth I 2013.

Medien — Gewebe und Wasser — fuhrt zur ,, Textur
selbst der Bewegnng." Wind ist die Antriebskraft des
sich bewegenden Organismus, Wind verséhnt die
Naturelemente und die menschengemachten Mate-
rialien, denn Wind ist unsichtbar und daher allein in
seiner Wirkung zu erkennen. Dass Wind aus einer
bildkinstlerischen Perspektive gesehen das ideale
Beiwerk hervorbringt, ist nicht Gberraschend: Wind
entfaltet seine Dynamik immer an den Rindern; dort
hebt er die Stoffe an, stellt den Korper sinnlich und
neckend zugleich zur Schau.®” Das bessere Beverk
ist Wind auch deshalb, weil er die Virtuositit des
Bildmediums verherrlicht.

Kein geringer als Leonardo da Vinci (1452
—1519) lie3 der Darstellung des semi-transparenten
Charakters von Wasser, Luft und Wind — einer der
schwierigsten Aufgaben der Malerei — grof3e Auf-

dynamj. Siehe hierzu BAERT, B. (with the collaboration of
SIDGWICK, E.): Touching the Hem: The Thread between
Garment and Blood in the Story of the Woman with the He-
morrhage (Mark 5:24b-34parr). In: Textile. Journal of Cloth and
Culture,9,2011,Nr. 3,S. 308-359; HARLIZIUS-KLUCK, E.:
Sanm & Zeit. Berlin 2005. Der prisentierende Charakter des
Windes und die Entbl6Bung von Kérperteilen, die damit zu-
sammengehen kann (vor allem der Fii3e), wurde dargelegt in
BAERT, B.: The Wood, The Water, and the Foot, or How the
Queen of Sheba Met up with the True Cross. With Emphasis
on the Northern European Iconography. In: Mitteilungen fiir
Anthropologie nnd Religiongeschichte, 16, 2004, S. 217-278.



merksamkeit zu Teil werden.?! Im vorliegenden Zu-
sammenhang missen einige Hinweise auf Leonardos
Position gentigen. Im Kapitel ,,Die Welt als Fluss.
Flissiges Licht™ in seiner Leonardo-Monographie
beschreibt Frank Fehrenbach, wie der Kiinstler die
Beziechung zwischen Turbulenzen unter der Was-
seroberfliche und solchen in der Luft (creolari movi-
menti) genau studierte [Abb. 4].” Leonardo verbindet
Wasser und Luft unter derselben bildkiinstlerischen
Problemstellung und betrachtet dabei gerade Wind
als eine besondere Herausforderung der Moglich-
keiten von Darstellbarkeit iberhaupt.”® Dem Kunstler
wird bewusst, dass nicht die Bewegung des Windes
selbst, sondern die Bewegung von Naturobjekten
wahrgenommen wird: ,,Das analoge Bewegungsverbalten
von Wasser und Luft, das 1 eonardo seit den friibesten Manu-
skripten voraussette, konnte in 3abllosen Schemazeichnungen
— vor allem im Kontext des Vogelflugstudien — ,abstrakt’
durch Linien reprisentiert werden. [...] Die Bewegung ,reiner*
Luft ist fiir Leonardo eine Grenzvorstellung. Zumeist ist der
Wind durch einen variablen Wasseranteil, aber auch durch
Stanb, Rauch, n. dergl. gesdttigt. Winde entstehen, wenn
sich Wasser und Luft vermischen... Fiir Leonardo nehmen
Wirbehvinde immer anch dichtere Substanzen auf.“**
Wind macht also transmediale Verschiebungen
zwischen unterschiedlichen Materialen, wie Wasser
und Textil, Luft und Wasser, Haaren und Textil,
moglich. Auf der bildlichen Ebene entsteht eine
Verfliissigung der membri in den Lésungsmitteln, in
der Farbe, im Pigment. Die Idee, dass der Maler Luft,

2 FEHRENBACH, E:: Licht und Wasser. Zur Dynamik naturphilo-
sophischer Leitbilder im Werk Leonardo da 1inci. Tbingen 1997;
FEHRENBACH, E: Der oszillierende Blick. Sfumato und
die Optik des spiten Leonardo. In: Zestschrift fiir Kunstgeschichte,
65,2002, Nx. 4, S. 522-544.

2 FEHRENBACH 1997 (wie Anm. 21), S. 199.

» Ibidem, S. 317: ,In W 126650 erirtert Leonardo explizit das
Problem der Darstellbarkeit von Wind. Zwei weitere eng mit W 12665
verbundene Katastropentexte insistieren ebenfalls auf der Darstell-
barkeit von Wind: onde di se oder aria. Der Autor nennt diese
Problematik- ,,Assimilation und ;raptus‘— gur Wirknngsdsthetik der
Zeichnungen' als Teil der ekphrasis (S. 321): ,,Die Ekphrasis von
Philostrat und Plinius beschreiben héufig spektaknlire meteorologische
Darstellungen. Fiir Plinius ist Apelles der uniibertroffenen Virtuose
solcher Themen.*

2 FEHRENBACH 1997 (wie Anm. 21), S. 318.

Wasser und Gewebe aus derselben Handbewegung
mit Pinsel und flissiger Farbe hervorbringt, macht
den zeitgendssischen Betrachter schwindelig. Sowohl
Botticellis Beiwerke als auch Albertis superficies haben
den Wind als Quintessenz nétig, als verbindenden
alchemistischen Endpunkt. Der Wind Botticellis will
durchsichtig sein und derjenige Albertis das Spiel auf
der Wasseroberfliche. Durchsichtigkeit, Bewegung
und Wiasser treffen einander also sowohl motivisch
als auch technisch im Paradigma von Narciss’
(Wasser-)Spiegel. Der Narciss-Mythus von Publius
Opvidius (43 v. Chr. — 17 n. Chr.) war fiir Alberti die
Matrix, mit deren Hilfe er zu begreifen versuchte, was
Malerei ist — die Widerspiegelung des menschlichen
Korpers auf der Oberfliche.”

Die Malerei als Selbstreflexion impliziert einen
,,kunstlerischen Narzissmus‘“ oder eine besondere An-
ziehungskraft zwischen dem Maler und dem Spiegel
(bistoria), den er malt. Denn die Malerei, so wendet es
auch Leonardo da Vinci, hat das Potential, dass jeder
Maler sein eigenes Werk als ein Bewundertes sicht,
gerade so als wire er selbst ein Gott.** AuBlerdem,
immer noch nach Leonardo, gleichen die Figuren der
Malerei ihren Meistern, weil die Hand, die diese Linien
hervorbringt, die Kérper nach dem eigenen Vermégen
an Hand des eigenen Korpers schafft. Diejenigen, die
sich in die gemalten Figuren verlieben, verlieben sich
in die Hand des Kiinstlers, ja in den Meister selbst.
Die Malerei und ihr Gegenstand fallen zu jeder Zeit
mit der Korpetlichkeit des Kinstlers zusammen.”

» ALBERTI 2000 (wie Anm. 14), passim; WOLEF, G.: Schieier und
Spiegel. Traditionen des Christusbildes nnd die Bildkonzepte der Rena-
dssance. Miinchen 2002, passim; MARIN, L.: Détruire la peinture.
Paris 1977, S. 139-199; KRUSE, Ch.: Wogu Menschen malen.
Historische Begriindungen eines Bildmedinms. Minchen 2003, S. 397,
PFISTERER, U.: Kinstletliebe. Der Natcissus-Mythos bei Leon
Battista Alberti und die Aristoteles-Lektiire der Frithrenaissan-
ce. In: Zeitschrift fiir Kunstgeschichte, 64, 2001, Nr. 3, S. 305-330.

* PARDO, M.: Memory, Imagination, Figuration: Leonardo da
Vinci and the Painter’s Mind. In: Images of Menory. On Remem-
bering and Representation. Hrsg, S. KUCHLER — W. MELION.
Washington — London 1991, S. 47-73.

7 Ibidem, S. 70: ,,How figures often resemble their masters. This hap-
pens becanse our judgment is that which moves the hand to create the
lineaments. .. to remake a buman body with the hands — it willingly
remakes that body which it first invented. And from this it follows that
those who fall in love, willingly fall in love with things.
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,»Ogni pittore dipinge se,’” schreibt Leonardo. Oder auch:
Der Spiegel hat die Seele seines ersten Zuschauers,
des Kiinstlers, ,,gefangen®. Spiegel (Wasser) und
Seele (Luft, Wind, pnenma) gehen eine tiefgreifende
Verbindung in Technik, Bildlichkeit, Kunstkritik und
Selbstreflexion des Kunstschaffens ein. Dies fiihrt
mich zu meinem néchsten Abschnitt.

Ninfa. ,,Der Gegenstand meiner Trdume*

Ein anderes Paradigma, dass Aby Warburg mit
Blick auf die Pathosformel im florentinischen Quat-
trocento entwickelte, war sein piéce de résistance: die
Nymphe (Ninfa).?® Die Nymphe ist das Markenzeichen
det maniera antica; sie ist ihr Endpunkt.”” Autoren wie
Homer (ca. 840 v. Chr.) und Plinius der Altere (23
— 79 v. Chr.) wurden dafiir bewundert, dass sie die
nymphische Pathosformeln sichtbar machten. Gleich-
wohl geht die Definition der Nymphe dartiberhinaus:
soee 12CDE ntr eine ikonographische Formel all'antica, sondern
eine Intensititsformel, die im Kunstwerk die Fiibigkeit des I e-
bens zur Bewegung und um Beweghwerden sichtbar macht.«>
Ninfa ist eine dialektische Form, die in einer Bewe-
gung (die getanzte Unbeweglichkeit einer Prinzessin)
den Ko6rper zusammen mit seinem innerlichen und
dulletlichen Leben in seiner Essenz moduliett: ... das
Begebren, das mit der vergebenden Schinbeit kommt und gebt,
wiit demt schwebenden Faltenwerk, mit dariiber streichenden
Luft.«' Bewegung und Essenz, flatternde Haare
und Begehren, erscheinen mittels eines Windstof3es
auf der spiegelnden Fliche: ... in zhren Kopien antiker
Vorbilder verspiirten die Renaissancekiinstler das Bediirfuis,
hier und da einen Windstoss hinzuzufiigen.** Ninfa ist
verantwortlich fur die vielleicht stirkste ,Neurose*
in der Malerei: die Begierde nach dem Bild, das sich
uns entzieht. Die Nymphe erreicht mit anderen
Worten die tiefsten Schichten der Sinnlichkeit, die
der Mensch besitzt und ihn von den Tieren unter-
scheidet. Das Begehren ist hier die finale menschliche
Rettung aus dem parergon, wie das Begehren (nach

» PANOFSKY, E.: Sinn und Deutung in der bildende Kunst. Keulen
1978, S. 274-350.

» DIDI-HUBERMAN 2005 (wie Anm. 9), S. 343.

% Tbidem.

22

5. Domenico Ghirlandaio: Nymphe bei der Geburt Johannes des Tiufers,
Zyklus zu Jobannes dem Tanfer (Detail), 1485 — 1490. Florenz, Santa
Maria Novella. Foto: Archiv der Antorin.

dem eigenen Selbst) schon im Narciss-Mythos als
Modell der Malerei eingeschlossen war.

Bei der fraglichen Malergeneration des Quattro-
cento taucht die Nymphe jeder Zeit auf, ob passend
oder unpassend. Aby Warburg wird von Ernst Gom-
brich (1909 — 2001) folgendermal3en zitiert: ,,Hinter
diesen, gerade bei der gedffneten Tiir, linft, nein fliegt, nein
schwebt der Gegenstand meiner Triume...* Die Ninfa
fiorentina Obsession tritt beim Maler Ghirlandaio
in seinem Freskenzyklus zum Leben Johannes des
Téufers im Chor von Santa Maria Novella in Florenz
(1485 — 1490) sehr deutlich hervor. Bei der Geburt
des Tdufers betritt am duflersten rechten Bildrand
ein tanzendes Wesen den Raum, das auf seinem
Kopf eine Schale mit Frichten trigt [Abb. 5]. Im
Hintergrund der Heimsuchung erscheint frisch und

*' DIDI-HUBERMAN, G.: Ninfa moderna. Essay sur le  drapé
tombé. Paris 2002; AGAMBEN, G.: Image et mémoire. Ecrits sur
Limage, la danse et le cinéma. Paris 2004.

32 Tbidem.

3 GOMBRICH, E. H.: Aby Warburg. Eine intellektnele Biographie.
Ubers. M. FIENBORK. Frankfurt a. M. 1992, S. 143.



6. Domenico Ghirlandaio: Nynmphe bei der Heimsuchung, Zykius zu
Johannes dem Tanfer (Detail), 1485 — 1490. Florenz, Santa Maria
Novella. Foto: Archiv der Autorin.

tanzend auf eine befremdende Weise wiederum die
Nymphe [Abb. 6]. Giorgio Vasari (1511 — 1574) be-
schreibt diese junge Frau als eine Schonheit, die nach
Florentiner Sitte die neue Ernte, Obst wie Gemiise,
vom Land in die Stadt bringt.”* Die Nymphe betritt
die Szene als ein bezaubernder Storenfried und bricht
in einen erzahlerischen Rahmen ein, der nicht der ihte
ist, aber den sie mit ihrer spontanen Gegenwart er-
schiittert, weil sie Anzgeichen der 1 ergangenbeit (all antica)
und zugleich Index der Gegenwart ist.”> Nymphen
schweben hinein als aullerzeitliche Phantome, die
in der ihnen eigenen Choreographie Vergangenheit
und Gegenwart verweben, wobei sie auf der Grenze

* LE finalmente vi ¢ una femmina che porta, all'usanza fiorentina,
[frutte e fiaschi dalla villa; la quale ¢ molto bella.” — VASARI, G.:
Le vite de pin eccellenti pittori scultori e architettori. Rome 1963,
111, S. 164. Wie Dovizia odetr Abundantia, nach Donatello’s
Skulptur, Mercato Vecchio ca. 1430 (verloren). — BLAKE
WILK, S.: Donatello’s Dovizia as an Image of Florentine
Political Propaganda. In: A##bus et Historiae, 7, 1986, No. 14,
S.9-28.

» Also verweist die Nymphe nach dem damaligen Brauch, bei
der Geburt frisches Obst zu bringen. — DIDI-HUBERMAN
2005 (wie Anm. 9), S. 348-349.

% GOMBRICH 1992 (wie Anm. 33), S. 143.

7 KOERNER, J. L.: Writing Rituals. The Case of Aby Watbutg;
In: Commwon Knowledge, 18, 2012, Nr. 1, S. 86-105.

dessen wandeln, was inhaltlich und was Pathos ist.
Die Stérung der Nymphe, die zugleich drinnen und
draulen steht — Aby Warburg nennt die Nymphe
auch ,,Elementargeist der Gittin im Exif® — bricht zu-
dem die Zeit auf, eine seltsame Unterbrechung, ein
Stilstand des Strudels der Geschichte, der mit dem
Auftritt der Nymphe implodiert und eine stiirmische
Energie freisetzt, die das Begehren kanalisiert.

Aby Warburg etrlebte diesen Vorgang als einen
personlichen Schock. Wie konnen wir dies verste-
hen?

Aby Warburgs Genius besteht in der Fihig-
keit, entscheidende Verwerfungen der Geschichte
zu lokalisieren und sie anschlieBend ausgehend
von der Kenntnis ihrer verborgenen Quellen zu
beschreiben.” Diese Verwerfungen hat er mit Hilfe
historischer Rekonstruktionen entdeckt, aber auch
in der Diskontinuitit von Stilen, im Zeitgefiihl, in
der Mode und uberall dort, wo der sakrale Raum
Pplayground of the secular wird, wie im Freskenzykle
Ghirlandaios. Obwohl seine Arbeit tiber die #ympha
nur aus Fragmenten besteht, wissen wir, dass er sein
ganzes Leben lang vom nymphischen Madchen am
rechten Bildrand der Geburt Johannes des Taufers
besessen blieb.”® Aber wer oder besser ,,was® ist
die Nymphe? Und auf welchem Weg ,infizierte®
sie Warburg und schlieBlich unsere Disziplin die
Kunstgeschichte?

Nymphen (nymphai) sind mythologische Na-
turgeister, die als schéne junge Frauen, als Briute
erscheinen.” Sie sind die Geliebten der Gotter

*# Zu diesen Fragmenten siche GOMBRICH 1992 (wie Anm.
33), S. 65, S. 106-127. Warburg hat die Nymphe von ihrer
paganen Herkunft her betrachtet: die Mdnaden des alten
Mysterienkulte, die Schlangentragerin des Dyonissos, mobil
und erotisch, ein Zusammenstol3 in der Harmonie. GOM-
BRICH 1992 (wie Anm. 33), S. 71: ,,The decper power in contra-
dictions and in the subtle challenge that images conld pose to the viewer’s
own detachment. You live yet you do me no harm.* A. WARBURG
beschreibt sie zuerst in Sandro Botticellis ,,Geburt der Venns“
und ,,Frithling* eine Untersuchung iiber die Vorstellungen von der
Antike in der italienischen Friibrenaissance. Hamburg 1893, S. 13-
16; wiederabgedruckt WARBURG, A.: Ausgewdbhlte Schriften.
Hrsg. D. WUTTKE. Baden-Baden 1992, S. 27-30. Siehe auch
MICHAUD, P-A.: Aby Warburg et l'image en monvement. Paris
1998, S. 65-79 und S. 168-223.

¥ LARSON, J. L.: Greek Nymphs: Myth, Cult, Lore. Oxford 2001,

passim.
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und Helden und leben an Gewissern, an Flussen
und Grotten und im Wald. Thr Verhalten ist sehr
ambivalent, sie kbnnen flrsorglich sein, ja sogar
miitterlich wie die Nymphe von Nysa, als sie fir
Dionysos sorgte.” Aber sie konnen auch verfithren
und ihr Gegentiber in unerwiinschte Transgressionen
zwingen.*! Hylas, der schone Geliebte des Heracles,
wurde am Fluss von einer Nymphe bedringt, die
vor Verlangen nach ihm brannte. Als er sich tber
das Wasser lehnte, kam die Nymphe niher heran,
schlang ihre Arme um seine Hals und zog ihn so
mit sich in die Tiefe des Wassers. Die Umarmung
oder vielleicht, was zuvor geschah, die anfingliche
Entzickung, wurde Hylas zum Verhidngnis und lie3
thn versinken. Es ist unklar, ob die Nymphe ihn
absichtlich mitzog oder nur das Gewicht ihres Kor-
pers, also der Kontakt mit der Nymphe, den Mann
dem Untergang weihte.* (Anders verhilt es sich bei
Narciss’ ,,Uberkippen® an der Wasseroberfliche, da
er die Liebe der Nymphe wegen seiner Selbstliebe
abweist und in der Folge an der Oberfliche bleibt
und uberlebt.”’) Ferner muss auf die bekannte
Erzihlung tiber Hermaphroditus im vierten Buch
der Metamorphosen Ovids hingewiesen werden.
Der Sohn des Hermes und der Aphrodite traf einst
auf die Nymphe Salmacide. Beim Blumenpfliicken
bemerkte sie den jungen Mann, wie er sich nackt
auf dem lauen Wasser treiben lie3, und wollte ihn
sofort besitzen. Ebenfalls nackt stellte sie thm nach

 HENRICHS, A.: Between City and Country: Cultic Dimen-
sions of Dionysus in Athens and Attica. In: GRIFFITH, M.
—MASTRONARDE, D. ]. (Hrsg.): Cabinet of the Muses: Essays
on Classical and Comparative Literature in Honor of Thomas G.
Rosenmeyer. Atlanta 1990, S. 257-277.

4

RODIO, A.: Argonantiche. Milaan 2003.

2 MAGGINI, C.: Bad Little Girls. In: Acta Biomed, 79, 2008, S.
42-51, hier S. 45.

4

o

Ibidem, S. 45.

# LONG, K. P.: Odd Bodies. Reviewing Corporeal Difference
in Early Modern Alchemy. In: Gender and Scientific Disconrse in
Early Modern Culture. Hrsg, K. P. LONG. Burlington — Ashgate
2010, S. 63-85.

4

o

Eine gleichartige Verflisssigung zwischen dem (falschen) Ich
und dem anderen findet in der Psychopathologie des (bésarti-
gen) Narzissmus (der andere ist nur eine Projektion/Injektion

24

und verflocht sich in der Gestalt einer Schlange
mit seinem Korper. Flehentlich bat sie die Gotter
den Jingling niemals wieder von ihr zu trennen. So
verschmolzen die beiden Kérper zu dem bekannten
doppelgeschlechtlichen Wesen.*

Zusammenfassend betrachtet werden an den
mythologischen Erzdhlungen zwei nicht so un-
schuldige Gefahren deutlich, die in der Begegnung
mit der Nymphe schlummern: Verschlingung und
Verschmelzung, Beiden ist gemeinsam, dass sie trans-
gressiv sind: die Grenzen von Gefiihl und Koérper
werden nicht akzeptiert, sie verfliissigen sich — nicht
selten bar des Mitleids.*

Nymphen sind also nur scheinbar unschuldig;
sie sind Freunde der Satyrn und handeln unter dem
Einfluss des Gottes Pan. Sein Einfluss betrifft das
mysterium tremendun: das Moment aufgeladener Fas-
zination — sakral, prophetisch und ekstatisch, das zu
einer prophetischen Einsicht in das Selbst fithrt, aber
das Selbst auch furchterregend mit seiner eigenen
Nichtigkeit konfrontiert (beispielsweise das Ver-
schlingen im Strudel der Nymphe, wie es Hylas bild-
lich gesprochen tiberkam).* Theocrates (ca. 270 v.
Chr.) nennt die Nymphen , furchterregende Gottheiten™;
er sagt, dass das Opfer der Nymphe nicht entfiihrt,
sondern von ihr in Besitz genommen werde, dass ihre
Kraft die stupefactio erreiche und dass es folglich die
Entfremdung oder Abhebung von der eigenen Seele
erfahre.*” Diese gefihrliche Verschlingung findet vor

des falschen Ichs und wird aufgesaugt) statt, als Variante
hierzu ist das magische Denken zu nennen, das sehr aktiv in
der religiésen Erfahrungswelt ist. Sigmund Freud beschre-
ibt dieses letzte Syndrom als “das Ocean-Gefiih!’: das Gefiihl
integral und grenzenlos verbunden — also verfliissigt — zu
sein mit den anderen und dem Kosmos. —- VERMOREL, H.
— VERMOREL, M. (Hrsg.): Sigmund Freud et Rolland Romain.
Correspondance 1923 — 1936. Paris 1993.

* MAGGINI 2008 (wie Anm. 42), S. 46.

Y7 BELIADE, M.: Patterns in Comparative Religion. New York 1958,
S.205:,, That is why it was advisable, at midday, not to go near fountains
or springs, or the shadow of certain trees. Later superstition had it that
a prophetic madness wonld seize anyone who saw a form emerging from
the water: speciem quamdam e fonte, id est effigiem Nymphae
(Festus). [...] What persists above all is the ambivalent feeling of fear
and attraction to water which at once destroys (for the fascination’ of
the nymphs brings madness, the destruction of the personality) and
germinates, which at once kills and assists birth.*



7. Tafel 5 des Bilderatlas. Repro:
WARNKE — BRINK 2008 (wie
Anm. 55).

allem in der Mittagssonne statt, wenn Pan wirklich
,»panisch® wird.*

In der archaischen Mittelmeerkultur ist der Mo-
ment, an dem die Sonne den Meridian passiert und in
ihrem Zenit steht, ein sakrales Tabu. Die Mittagszeit
ist der bedngstigende Kippmoment der Uhr ohne
Bewegung, an dem alles in einem Netz aus Licht und
befremdlicher Stille umfangen ist.* Es gibt keinen

# MAGGINI 2008 (wie Anm. 42), S. 44.

¥ CHEVALIER, J. - GHEERBAERT, A.: Dictionnaire des sym-
boles. Mythes, réves, contumes, gestes, formes, fignres, conlenrs, nombres.
Paris 1996, S. 358. Ich komme auf die Stille und den Zenit
im Abschnitt zu Salome zurtck; siehe auch Anm. 86.

Schatten. Pan schlift jetzt und alles muss ruhen. In
der Landschaft ist alles still, denn die Natur ist mit
Schweigen geschlagen. Die Ruhe bekommt die Stirke
eines heiligen Ortes; die Ruhe wird ein angsteinjagen-
der Gefiiblsranm.” Genau in dieser Verdichtung der
Mittagszeit entsteht das ,,zysterinm tremendunm. In the
experience of being possessed by the nymphs, the tremendum
and the fascinans reappear together: the marvel, the confound-

3 SCHMITZ, H.: System der Philosophie, 3. Der Raum. Der Gefiibls-
ranm. Bonn 1981, S. 264-276. Mit dem ,,Gefliblsrann* meint
der Autor den philosophischen /s der Emotionen, wie er
sich zwischen Subjekt und Welt erstreckt. In diesem Zwischen
sieht der Autor im Wind als ,,5%// und als Bewegung des
WSpiritus’ einen wichtigen Katalysator der Emotionen. Aber
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ment, and the feeling of being lost, are accompanied by the
enchanted and enraptured need to follow the nymphs, to come
close and belong to them. The tremendum remains bidden in

<51

the apparent tameness of their sacred embrace.

In einem Briefwechsel mit seinem Niederldndi-
sche Freund André Jollas in den Jahren 1898 — 1902
(also als er noch in Florenz lebte) beschreibt Aby
Warburg seine ,,Begegnung® mit der Nymphe, die
et ,,Franlein Schnellbring® nennt, in dem bereits zitier-
ten Abschnitt: ,,Hinter diesen, gerade bei der gedffneten

Ninfas Stille ist auch kosmisch. Oder wie Séren Kierkegaard es
beschrtieb: ,,Und dann gewann wiederum Stille die Oberband, so dass
es fast beangstigend war, als der Schall plotzlich abbrach und das Obr
vergeblich eine Stiitze suchte im Unendlichen.” — KIERKEGAARD,
S.: Stadien auf des Lebens Weg. Hrsg. E. HIRSCH. Diisseldorf
1958, S. 198.

' MAGGINI 2008 (wie Anm. 42), S. 4.

2 GOMBRICH 1992 (wie Anm. 33), S. 143.
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8. Tafel 6 des Bilderatlas. Repro:
WARNKE — BRINK 2008 (wie
Anm. 55).

Tiir, linft, nein fliegt, nein schwebt der Gegenstand meiner
Triume...“>* Ex beendet seinen Brief mit den im Fol-
genden paraphrasierten Worten: Nun, ich habe dort
mein Herz verloren und in den aufgewiihlten Tagen,
die darauf folgten, sah ich sie tiberall... Ich habe mich
selbst verloren... In 1918 wird Aby Warburg auf eine
solche Weise die Beute seiner Besessenheit, dass die
Psychopathologie von einer Form der Nympholepsie
zu sprechen wagen wiirde.® ;A nymph that has crossed
the centuries unharmed and has entered the austerity of a

3 MAGGINI 2008 (wie Anm. 42), S. 47:,, The memory of the never
having been, remains, the memory of a vague promise that could not be
kept, an elusive game; a state of violent emotion, esp. when associated
with a desire for something one cannot have.” Nympholeptisch
(http:/ /www.encyclo.nl/begtip/nympholeptisch): ,,Spelling
van 1858 woordelijk nimfuchtig, waanginnig, dewijl de Ouden meen-
den, dat menschen, die toevallig nimfen zagen, gewoonlijk krankzinnig
werden, maar ook fevens de gaaf der voorzegging ontvingen.” — Zur
Antiken Nympholepsie siche SWINBURNE, A. Ch.: The
Heptalogia. [s. 1] 2006; PACHE, C. O.: A Moment’s Ornament.



9. Tafel 39 des Bilderatlas. Repro:
WARNKE — BRINK 2008 (wie
Anm. 55).

Florentine room to blow her brise imaginaire.>* Warburg
sollte dennoch auch erkennen, dass die Nymphe
ihre ebenso bezaubernde, aber umso unheimlichere
Schwester im Verborgenen halt: die head hunter oder
Kopftrégerin. Diese Entwicklung wird deutlich an Aby
Warburgs Bilderatlas [Abb. 7-11]:>

* Tafel 5: Magna mater, Kybele. Beranbte Mutter (INi-
obe, Flucht und Schrecken). 1 ernichtende Mutter. Rasende

Odyssens Nympholeptos. [s.1.] 2010. Uber Genie und Pathologie
Warburgs siche BINSWANGER, L.: Krankengeschichte Aby
Warburg 1921 — 1924. Universititsarchive Tubingen, Ludwig-
Binswanger-Archiv, [; KONIGSEDER, K.: Aby Warburg im
Bellevue. In: Aby M. Warburg. Ekstatische Nymphe... tranernder
Flussgot. Potrait eines Gelebrten. Hrsg. R. GALITZ — B. REI-
MERS. Hamburg 1995, S. 74-98.

(beleidigte) Fran (Mdnade, Orphens, Penthens). Klage nm
den Toten (Sohnl). U[oergaﬂg: Unterweltsvorstellung (Ranb
d. Proserpina). Griff nach d. Kopf (Mdnade, Kassandra,
Priesterin);

* Tafel 6: Raub (Proserpina, Unterwelt (Tafel 5). Opfer
(Polyxena). Opfernde Mdnade (Priesterin). Tod des Priesters
(Laokoon). Conclamatio. Tang; des Priesters (Isis). Grabtén-
gerinnen. Achill anf Skyros (als Chorfiibrer?);

* MAGGINI 2008 (wie Anm. 42), S. 47.

> WARNKE, M. — BRINK, C. (Hrsg.): Aby Warburg. Der Bii-
deratlas Mnemosyne. Berlin 2008.
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o Tafel 39: Botticelli. 1dealstil. Baldini 1. und 2. Amor

antikisch. Pallas als Turnierfabne. 1 enusbilder. Apoll und
Dafne=V erwandlung. Horn d. Achelous,

* Tatel 41: Vernichtungspathos (Lafel 5) Opfer. Nysm-
pha als Hexe. Freiwerden des Pathos,

* Tafel 47: Ninfa als Schutzengel und als Kopfjdgerin.
Herbeitragen des Kopfes. ,,Heimkehr vom Tempel™ als
Schutz des Kindes in der Fremde (Tobiuzgzolobilder als
Votivbilder).

% AGAMBEN, G.: The Signature of All Things. On Method. New
York 2009, S. 26-32. Siehe auch OETTINGER, A.: Aby
Warburg’s Nymph and the Hypnerotomachia Poliphili: An
Episode in the Afterlife of a Romance. In: Explorations in
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10. Tafel 41 des Bilderatlas. Repro:
WARNKE — BRINK 2008 (wie
Anm. 55).

Giorgio Agamben verbindet in The Signature
of all Things. On Method Warburg’s Bilderatlas — und
genauer den prominenten Platz, den die Nymphe
in ihm einnimmt — mit der Definition und dem
Usrsprung des Paradigmas:® ,,In the paradigm, intel-
ligibility does not precede the phenomenon; it stands, so to
speak ‘beside’ it (para). According to Aristotle’s definition,
the paradigmatic gesture moves not from the particular to
the whole and from the whole to the particular but from the

Renaissance Culture, 32, 2006, Nr. 2, S. 225-247, GOUGH, K.
M.: Between the Image and Anthropology. Theatrical Lessons
from Aby Warburg’s “Nympha”. In: The Drama Review, 56,
2012, Nr. 3, S. 114-130.



11. Tafel 47 des Bilderatlas. Repro:
WARNKE — BRINK 2008 (wie
Anm. 55).

singular to the singnlar. " Nach Agamben ist es ein
Missverstindnis, wenn man die Nymphen des Bil-
deratlasses als eine ikonographische Entwicklung
auf dem kunsthistorischen Zeitstrahl liest. Warburg’s
Pathosformeln seien vielmehr selbststindige Hybride
von Archetypen. Sie besitzen alle in gleichwertiger
Weise die first-timeness (de primavoltita). Jedes Photo
des Mnemosyne-Projektes konstituiert eine arvhe und
ist somit archaisch. Nach Agamben versinnbildlicht
die Nymphe die primavoltita besonders genau: ,,The

7 AGAMBEN 2009 (wie Anm. 56), S. 27.

nymph herself is neither archaic nor contemporary; she is
undecidable in regards to diachrony and synchrony, unicity
and multiplicity. This means that the nymph is the paradigm
of which the individual nymphs are the exemplars. Or to be
more precise, in accordance with the constitutive ambiguity of
Plato’s dialectic, the nymph is the paradigm of the single im-
ages, and the single images are the paradigms of the nymph.
In other words the mymph is an Urphdnomen, an originary
phenomenon’ in Goethe’s sense of the term.**® Somit fallt
nach Agamben die Nymphe mit der Definition des

% Ibidem, S. 29.
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Paradigmas zusammen (,,There is no origin or arche;
every phenomenon is the origin, every image archare.”) und
konnte der Bilderatlas erst durch die Begegnung mit
der Nymphe entstehen. Auch als hermeneutisches
Werkzeug bleibt der Bilderatlas nymphisch, weil der
Atlas immer wieder das Urphdnomen, die Urworte ohne
Abnutzung durch den Zeitenlauf, ohne Riickbindung
des Kerns an seine Genealogie in der Geschichte
hervorruft.

Wofgang Kemp setzt Warburgs paradigma-
tische Souverinitit” mit seiner Verdopplung des
Erinnerungsbegriffs in Beziehung: mnemosyne
versus sophrosyne. Analog stellte schon Aristoteles
mneme/ memoria anamnesis/ reminiscentia gegentuber:
»Lhe ability to remember by chance something previously
experienced, allowing it to resurface in the soul versus the
power to concentrate oneself fully on something recapturing
Sfrom memory that which was forgotten.*“ Letztlich betrifft
dies auch die Konstellation Geddchtnis versus Erin-
nerung, Proust’s mémoire involontaire versus mémoire
volontaire oder Roland Barthes’ punctum versus stadinm.
Punctum ist das Detail, das Uberraschend aus dem
historischen Material Folgerungen zieht. Studium ist
das historische Material, das nach seiner Dutchsicht
zum Erreichen der eigenen Erkenntnisziele dient. Bei
Aby Warburg und seinem nymphischen Paradigma
muss die Erinnerung einen Test bestehen, um zur
Mnemosyne werden zu kénnen und also die Seite des
punctum oder der mémoire involontaire zu verdienen.”
wEach recollection must be stored in the collective memory,
where it is rooted in the primal experiences of sorrow, ecstasy,

¥ KEMP, W.: Visual Narratives, Memory, and the Medieval
Esprit du System. In: Images of Memory. On Remembering and
Representation. Hrsg. S. KUCHLER — W. MELION. Washing-
ton — Londen 1991, S. 87-108, S. 87.

% Tbidem, S. 88.

¢ DIDI-HUBERMAN, G.: Warburg’s Haunted House. In:
Common Knowledge, 18, 2012, Nr. 1, S. 50-78.

62 Ibidem, S. 50; DELEUZE, G. — GUATTARI, E: What is
Philosophy? Ubers. H. TOMLINSON — G. BURCHELL. New
York 1991, S. 20: ,,1#is as if one were casting a net, but the fisherman
always risks being swept away and finding himself in the open sea.”

% Eine Auswahl exegetischer Studien: DIBELIUS, M.: Dze

urchristliche Uberliefernng von Johannes dem Tanfer. Géttingen
1911; DE LA POTTERIE, I.: Mors Johannis Baptistae (Mc
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and passion that have left their indestructible ‘engrammes’ on
the psyche of humantkind. When a memory arises from these
depths, it must work in a ‘polarizing’ way, as ‘explosive’, as
a formula of liberation and activation. Warburg’s notion of
recollection originated in his response to the images of nymphs
who, trailing their hair and garments, seemed to burst into the
city dwellings of Florentine merchants; in themselves and as
they functioned. .. they seemed to him comparable to Pronst’s
Madeleine, something that, in Barthess sense, befalls one
and does not allow itself to be, controlled or bound, and that
sets free unsuspected energies. ...may be gathered under the
headword Anamnesis.*“'

Zusammenfassend ldsst sich sagen, wenn die
Bildgeschichte nach Aby Warburg unausweichlich
und tragisch zwischen Apollo und Dionysos mian-
dert, soll auch der ,,Gegenstand seiner Trinme' zwischen
Braut und Kopftragerin maandern. ,,In other words,
Warburg’s aptitude for the astra (concepts) ahways brought
him in proximity to the monstra (chaos).*“> Im folgenden
Abschnitt betrachte ich nun die Nihe zum Monster,
also die Kehrseite der Nymphe — ihre ambivalente
Verkérperung des Todes und des Chaos in der Figur
der tanzenden Salome.

~Das Mddchen tanzt”

Markus 4:14-29 und Matthius 14:1-21 berichten
tber den Tod Johannes des Tédufers.”” Herodes hatte
Johannes den Téufer gefangen genommen, weil die-
ser wegen der mit ihr einhergehenden Blutschande
gegen die Hochzeit des Konigs mit Herodias, der

6, 17-29). In: Verbum Domini, 44, 1966, S. 142-151; DANIE-
LOU, J.: Jean Baptiste. Témoin de agnean. Paris 1967; BLACK,
D. A.: The Text of Mark 6.20. In: New Testament Studies,
34, 1988, S. 141-145; PAPE, D. R. - GOODWIN, K.: Der
Vorlinfer. Jobannes der Ténfer, Prophet und Wegbereiter des Herrn.
Stuttgart 1991; BALEMBO, B.: L’identitité de Jésus et Jean-
Baptiste en Mc 6, 14-29. In: Recherches africaines de théologie, 12,
1991; COUFFIGNAL, R.: Le conte merveilleux du mar-
tyre de Jean-Baptiste. Etude littéraire de Marc 6, 14-29. In:
MARCHADOUR, A. (Hrsg.): L’Evangile exploré (Mélanges S.
Légasse). Paris 1996, S. 147-165; DELORME, J.-J.: La téte de
Jean-Baptiste ou la parole pervertie. Lecture d’un récit (Marc
6, 14-29). In: BEAUDE, P.-M. (Hrsg.): La bible en littérature.
Paris 1997, S. 293-311; DORMEYER, D.: Der erwaltsame
Prophetendtod des Téufers und die weiteren Umstinde (Mk.
6:17-29). In: EPITOAUTO (Mélanges P. Pokorny). Praha 1998,
S.96-100. Siehe auch BAERT, B.: Caput Johannis in disco (Essay
on a Man’s Head). Leiden 2012.



chemaligen Gattin seines Bruders, protestiert hatte.**

Wihrend eines Gastmahles tanzt die Tochter der
Herodias und bezirzt den Konig dergestalt, dass er
ihr jeden Wunsch gewihren will. Angestiftet von
ithrer Mutter bittet siec um das Haupt Johannes des
Taufers.”® Der Konig lasst ihr diesen Wunsch erfil-
len und das Madchen tibergibt den abgeschlagenen
Kopf in einer Schiissel (in disco) ihrer Mutter. Die
Schiiler des Taufers horten, was geschehen war, und
begruben den Leichnam.

Korasion horchijsameniss; das Midchen tanzt. Nur
zwei Quellen widmen sich diesen Geschehnissen.®
Wie muss man das Motiv des Tanzes in Markus’
Erzihlung begreifen? Der dullerst schlichte Bericht
steht in starkem Kontrast mit der sinnlichen Deu-
tung, in deren Licht diese Textstelle spiter gelesen
wurde.®” In Markus’ urspringlicher Version ist allet-
dings die Rede von einem Kind ohne das Verlangen
eines Erwachsenen. ,,Salome is a child. She has nothing
to do with the dance of the seven veils and other orientalia. %
René Girard entwickelte das Motiv des Tanzes in
Markus’ Erzahlung ausgehend vom ,,mimetischen
Begehren®. Das Kind ist ein unbeschriebenes Blatt
und spiegelt die Mutter, von der es den Wunsch, das
Haupt Johannes des Tdufers, iibernimmt. In dem
Augenblick dieser Nachahmung verwandelt sich das
Midchen, sie tbertritt eine Schwelle und zugleich
verindert sich die Zeiterfahrung des Textes. Das
Midchen e/t zurtick und fordert sofort das Haupt
des Taufers. Die Beschleunigung widerspiegelt die

¢ Johannes verweist nach Leviticus 20:21: ,, Nzt einer die Fran
seines Bruders, so ist das Beflecknung. Er hat die Scham seines Bruders

entblofst; sie sollen kinderlos bleiben.*

% DOTTIN-ORSINI, M.: Salomé (appelée Hérodiade ou
Hérodias). In: BRUNEL, B. (Hrsg): Dictionnaire des nythes
littéraires. Paris 1988, S. 1232-1243.

% FOCANT, C.: La téte du prophéte sur un plat ou 'anti-repas
d’alliance (Mc 6, 14-29). In: New Testament Studies, 46, 2001,
S. 334-353, S. 335.

¢ ANDERSON, J. C.: Feminist Criticism. The Dancing Daugh-
ter. In: ANDERSON, J. C. - MOORE, S. D. (Hrsg.): Mark
and Method. New Approaches in Biblical Studies. Minneapolis
(MN) 1992, S. 103-134; KURYLUK, E.: Salome and Judas in
the Cave of Sex. Evanston (IL) 1987, S. 189-258; ZAGONA,
H. G.: The Legend of Salome and the Principle of Art for Art’s Sake.
Geneve 1960, S. 129.

Intensivierung in der Handlungsfolge, die auf den
Tod des Propheten zulduft. ,, Az first she is a blank
sheet of desire, then, in one instant, she shifts to the height of
mimetic violence.”® Der Ubergang vollzieht sich ausge-
hend von der Stille wihrend des koniglichen Eides,
tber die Nachahmung der Mutter bis zur eiligen
Erfillung des Wunsches der Tochter, der eigentlich
der der Mutter ist.

Die Unschuld des Maddchens und ihre Unfahigkeit
selbst etwas zu wiinschen, birgt eine grausame Iro-
nie: Sie fordert ,,buchstiblich® das Haupt Johannes
des Taufers anstatt der Metonomie in den Worten
Rechnung zu tragen. Die tbertragene Bedeutung
der mitterlichen Worte versteht das Méidchen nicht
und sein mimetisches Begehren wird unmittelbar
erfullt.”” Die Schussel ist das Ergebnis eines Miss-
verstindnisses. Wegen eines Missverstindnisses
tbergibt das Midchen tatsichlich den Kopf, wie die
Nymphen Speisen herbeibringen. Das Haupt wird
,tragbar* gemacht, ein Fetisch wird ,,herangetragen®.
In der Schiissel konvergieren alle anderen Motive der
Erzihlung — der Geburtstag, der Eid, dies Speise
und der Tanz, sie wird zu einem alles verzehrenden
Strudel, aus dem schlieBlich die Invetsion, die an#-
-alliance und die Typologie des Opfers michtiger als
jemals zuvor hervorbrechen.

Die Hermeneutik des nymphischen Windes,
tbertragen auf die Figur der Salome und das Haupt
Johannes des Tidufers, verdeutlicht eine duBlerst
komplexe Verkniipfung zwischen der Welt der Nznfa

% GIRARD, R.: Scandal and the Dance: Salome in the Gospel
of Mark. In: New Literary History, 15,1984, Nr. 2, S. 311-324,
hier S. 314.

9 Tbidem, S. 314.

0 Ich betrachte hier die ambivalente Rolle der ,,Gelegenbeid  und
den Eid. DERRET, J. D. M.: Herod’s Oath and the Baptist’s
Head. In: Biblische Zeitschrift, 49, 1965, Nx. 9, S. 46-59, hier S.
506, verweist auf eine typisch jiidische Ironie im Ausweichen
von Regeln. Wenn an einem bestimmten Tag nach der Mi-
drasch kein Baum gefillt werden darf, sag dann nicht ,,Filke
diesen Banm!, sondern ,,Bring mir morgen die Wurgeln dieses
Banmes. Auch in der Geschichte von Markus steckt [ronie
im Ausspruch ,,Gib wir das Haupt Jobannes des Ténfers/ anstelle
von ,, Taite thn!<. Die Konigstochter ist (noch) nicht fahig, um
die Ironie wiederzuerkennen, und gibt das Haupt des T4ufers
tatsidchlich (=Metonomie).
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(des tanzenden Midchens) und der des Todes (die
Enthauptung des Propheten), zwischen ,,bewegten
Beiwerke und den schwerwiegenden Konsequenzen
dieses parergon, zwischen dem Wirbel der Verfithrung
und des Blutflusses.”! Das nymphische Paradigma
erscheint deutlicher als jemals zuvor in seiner Am-
bivalenz: Unschuld kombiniert mit Perversitit. Aber
die Hermeneutik des Windes er6ffnet noch ein ande-
res Register: die Moglichkeit, um mit dem Archetyp
pnenma dem Wesen des Bildes vor seinem Entstehen
Ausdruck zu verleihen. Im Fall der Paarung, Tanz
und Enthauptung betrifft dieses Mysterium die Idee
einer semantischen Beschleunigung, von sachgema-
Ber Eile, um die grausame Fliichtigkeit des Bildes, das
uns launisch wie der Wind entwischt, doch noch im
Netz des Seelenfingers Kiinstler festzuhalten.”
Der nymphische Tanz ist ein Motiv, das einerseits
mit dem, leeren®, begehrungslosen Midchen verbun-
den ist, andererseits aber eine seinem Medium eigene
Konvergenzbewegung ankiindigt, in der die beim
Gastmahl Anwesenden um einen Fetisch ,,zusam-
mengezogen® werden: das Haupt.” Der Tanz macht
die Verbindlichkeit oder die anfi-alliance, wie Focant
es formulierte, méglich. Girard weist daraufhin, dass
der Tanz kein Identititsmerkmal des Midchens ist,
weil die Art des Tanzes nicht beschrieben wird. Der
Tanz ist ihr nicht personlich zu Eigen, als solcher ist
er dem weiblichen Geschlecht zugeordnet. Als ein
Medium, das verbindet und hypnotisiert, ist der Tanz
das weibliche Aquivalent der minnlichen Rhetorik.

' Die Bezichung zwischen Wind und Blutfluss ist Ubrigens
Teil der meisten anthropologischen Systeme. — LOW
— HSU 2007 (wie Anm. 2). Die Idee besteht darin, dass das
sttomende Blut im Kérper verwandt ist mit der Dynamik
des Windes in der Natur. Zudem ist das FlieBen des Blutes
als Wind, der im Koérper wohnt und Lebensatem ausst63t
(cf. pneuma). Wind wird also tatsichlich als ,,Flissigkeir*
gedacht.

1
N

Siehe hierzu COLE, M.: Cellini’s Blood. In: The Art Bulletin,
81,1999, Nr. 2, S. 215-235, iiber Cellinis Perseus und Medusa
in Florenz. Der Autor entwickelt das Medusa-Paradigma. Das
Blut der Medusa wird ein Korallenriff. Die Koralle bleibt
sanft im Wasser, aber im Kontakt mit Luft versteinert sie und
wird hart. Dieser Effekt ist vergleichbar mit der Gerinnung
des Bildes oder des Entstehens der Kiinste aus dem FlieBen
des Blutes und des Pneumas/Atems/Lebensprinzips, das so
entkommt.

 GIRARD 1984 (wie Anm. 68), S. 317.
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Beide gebrauchen Schemata, um zu iiberzeugen und
eine Umkehrung zu erreichen.” Der Tanz ist jedoch
stimmlos und moralisch ambivalent. In Markus’ Ex-
zihlung geht das Stimmlose des Tanzes tiber in die
Stimmbhaftigkeit des mimetischen Vetlangens: ,,Gzb
mir sofort das Hanpt Johannes des Taufers in ezner Schiissel.”
Die Stimme, die proleptisch zum Tod der Stimme
der Stimmen fithrt: zum Tod der Stimme des letzten
Propheten. ,,Sa réduction an silence étant théatralisée en
[fin de récit par exchibition de sa téte coupée sur un plat.*™
Die Begierde, die die Nymphe ausstrahlt, wird in
threr perversesten Ausprigung thematisiert als das
scandalon, das wortlich ,,Stolperstein® bedeutet. ,, The
movements of dance seem to untangle for us the otherwise
unytelding knot of our desires. The art of the dance sinultane-
ously excites and appeases desire. Desire does its best to turn
the truth into a scandal.*"® Wo der Tanz der Ninfa auf
Entwirrung, auf die Auflésung des Knoten gerichtet
ist (wie Botticellis Grazien giirtellos tanzen), hat er
immer auch eine Kehrseite, das scandalon, den Fall
und das Verknoten.

Der Tanz der Salome wird in der Kunstgeschichte
zu einem duf3erst wichtigen Thema, das aullerhalb der
Fragestellung dieses Beitrages liegt. Ich gehe nur auf
ein Beispiel ein, um die Anthropologie des Tanzes
zu vertiefen. Fine frihe Darstellung einer tatsichlich
tanzenden Salome befindet sich in einem Missale aus
Chartres, das im 9. Jahrhundert entstand [Abb. 12].”
Das Midchen tanzt mit ethobenen Handen, wihrend
zugleich neben ihr Johannes enthauptet wird. In der

* WEBB, R.: Salomé’s Sisters. The Rhetoric and Realities of
Dance in Late Antiquity and Byzantium. In: JAMES, L.
(Hrsg.): Women, Men and Eunnchs. Gender in Byzantinm. London
1997, S. 119-148, hier S. 137: ,, The female body in motion may be
eloquent, even persuasive, but this non-verbal communication is not the
moral equivalent of the word.” Die griechischen Kirchenviter,
wie Basileos von Seleucia (4. Jahrhundert, Oratio X1/1II in
Herodiadem, PG 85, kol. 228c), erkennen im Midchen das
stimmlose weibliche Pendant des mannlichen Wortes. Sie ist
die stimmlose, objektivierte Frau, die durch den méinnlichen
Blick besteht. — Ibidem, S. 140.

» FOCANT, C.: Les mises en récit par Marc et par Flavius
Joséphe de la mort de Jean le Baptiste. In: Graphe, 16: Jean
le Baptiste. Hrsg, J.-M. VERCRUYSSE. Arras 2007, S. 15-20,
hier S. 17.

¢ GIRARD 1984 (wie Anm. 68), S. 315-316.

77 Paris, Bibliothéque Nationale, ms. lat. 9386, fol. 146v.



12. Tanzende Salome, Missale ans Chartres, erste Hdlfte des 9. Jahrbunderts. Paris, Bibliothéque national de France, ms. lat. 9386, fol. 146v. Foto:

Avrchiv der Autorin.

folgenden Szene bringt das Midchen ihrer Mutter
die Schiissel. Merkwiirdigerweise hat der Buchmaler
keinen echten Kopf gemalt, sondern zeigt eine hél-
zerne Tafel, worin er einen Johannes-Kopf gezeichnet
hat. Darunter transportieren Manner den Leichnam
des Propheten. Das Haupt Johannes des Taufers
ist kein Wesen mehr, sondern bereits , ikonisiert®.
Der Buchmaler thematisiert den Ubergang von der
Wirklichkeit in das Bild, das Entstehen des Bildes im
Bruchteil einer Sekunde, die das Ubereinkommen mit
dem neuen Verbund schlie3t. Méglicherweise geht
diese Losung auf das im Griechischen fiir ,,Schiissel
verwendete Wort zurtick: pinax (Mt. 14:8 und Mk.
6:25), das wortlich hélzerne Tafel bedeutet. Diese
Tafeln werden gebraucht, um zu schreiben oder um

8 In,,The Annunciation Revisited: Sublimation as Incarnation.
Contributions to the Concept of Wind and the Senses in Late
Medieval and Early Modern Visual Culture® in Critica d'arte (at
press) habe ich die Sublimierung des befruchtenden Windes

zu malen. Bei Lukas findet sich der Wortstamm noch
ein weiteres Mal in dem Abschnitt, in dem Zacharias
den Namen seines Sohnes auf eine Tafel, auf ein
pinakidion, schreibt (1:63). Zacharias war zwischen
Empfingnis und Geburt Johannes des Tdufers
stumm geworden. Die Stimmlosigkeit als Abwesen-
heit des Windes und des Atems, der Archetypen von
Sprache, deutet auf Unfruchtbarkeit. Das Haupt des
Téufers wird verselbststindigt auf einer pinax, auf
der sein Name preisgegeben wird. Die zwei Enden
von Johannes’ Leben werden miteinander verbunden,
genauso wie Wort (/gos) und Bild in der christlichen
Bildtheorie der Inkarnation vereinigt sind.”

Die Gelegenheit zur Enthauptung ergibt sich
rasend schnell und wird auch sofort ergriffen.

mit Bezug zur Inkarnation ausgearbeitet. Siche auch JONES,
E.: Essays in applied psycho-analysis. Vol. 2. New York 1964, S.
266-357; BERGER, K.: Zu ,,Das Wort Ward Fleisch* Joh. I
14a. In: Novum Testamentum, 16, 1974, Nr. 3, S. 161-166.
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13. Kopf Jobannes des Taufers, Tondo, spates 15. Jabrbundert, nach Dirk
Bouts. Warschau, Nationalmuseum. Foto: Archiv der Autorin.

Der Faden wird durchgeschnitten, wie auch Kai-
ros — der Gott des rechten Moments — ihn durch-
schneidet. Das Haupt des Tdufers ist die Trophie
des Momentes der Momente, geladen von einem
abscheulichen Eid, der nicht gebrochen werden
kann. Der Dies natalis, das Gastmahl, der Eid und der
Tanz fithren alle unvermeidlich zur Unabwendbarkeit
des Todes des letzten Propheten. Das Madchen ist
die Vermittlerin, unschuldig, aber sobald sie gehorcht
und die Schiissel beriihrt, trigt und tGbergibt wie
die Nymphe, kommt eine Unumkehrbarkeit zum
Vorschein — schnell, behinde, in forwind — die die
groB3tmogliche Wende markiert. Die Bedeutung einer
solchen Wende kann nur durch das Haupt der Haup-
ter verkorpert werden: das Haupt des neuen Elias,
des Vorliaufers Christi. Am Ende eines Prozesses,
der mit den simplen Worten ,,Das Mddchen tanzt*
begann, wird das Haupt in der Schussel zum Totem
der gesamten Heilsgeschichte und isoliert gefangen
als Bild. Der Wind der Nymphe, die Fihigkeit, ein

™ Es wirde mir zu weit gehen, die Assoziation zwischen Tanz
und Kopftrophie in den Bachanalen der griechischen Antike,
die im Zeichen des jungen, menstruierenden Midchens und
des cruors, des rituellen Blutflusses des Opfertieres standen,
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Bild zu verselbststindigen, hat es méglich gemacht
und symbolisiert grausame Launenhaftigkeit. Bilder
entstehen also nicht langsam, sondern unglaublich
schnell, fliehend und reiflend, wie das Blut aus dem
Hals schieBt.”

Die Beziehung zwischen der Johannesschiissel
und dem Wind ist paradox. Einerseits ist der Wind
nétig fir die nymphische List, um das Bild zum Bild
zu machen, andererseits steht dieses Bild — gewor-
den, gefangen, herausgerissen aus seinem narrativem
Zusammenhang —auf der Schwelle zur Ikonisierung,
also zur pinax, erbarmungslos am Ende des preuma
[Abb. 13].

Der Tanz der Salome ist ein Trance und Wind-
kraft generierender Ausdruck des Koérpers, der ihn
zum Verschwinden bringt; notwendig ist der Tanz,
um andere Fliehkrifte zu transportieren und zu
ermoglichen, nimlich das Entstehen des Bildes ex-
akt auf dem Wendepunkt. Das Haupt des Tdufers
ist auf einem Nullpunkt erzeugt, an dem sich der
eine Bund fiir einen neuen eintauschen muss. Der
Ubergang von der vox zum /ogos forderte ein Opfer,
das so tief in die Schopfung eingreift, dass nur die
tanzende Nymphe im Netz es vollziehen konnte.
Salomes Eilen nach dem fortstrémenden Bild ist
die Umsetzung in Trance, sodass der Wendepunkt
seine Kraft entfalten konnte. Die Teile werden so
stark beschleunigt, dass sich die Energie 16sen kann,
um eine andere Dimension jenseits der Schwelle zu
aktivieren. Die Nymphe tanzt im Rund und mit der
Energie, die ihr von ithrem Medium her zukommt,
sie webt im Netz die Traversen, die Wendepunkte
und Scharniere, kurz, die unendlichen Bildzeichen,
die endogen aus ihrer ,,Windheit hervorkommen,
wie auch die Spinne mit ihrer eigenen Exkretion
zusammenfillt.

An den Enden der christlichen Bildtheorie sind
zwei Paradigmata aktiv: Verkiindigung und Enthaup-
tung. In beiden werden die archetypischen Facetten
des Windes, Atem, Sprache und Luftsymbolik,
allerdings in Umkehrung angesprochen. Das eilig
eingefangene Bild von Johannes thematisiert, wie
der Atem stockt, die Sprache verboten wird und

zu verankern. Siehe hierzu Kap. 9 in BAERT 2012 (wie Anm.
63) und GAUTHIER, C.: Saint Jean et Salomé. Anthropologie du
Banquet d’Hérode. Tours 2008, S. 195 e. .



das Ohr kein Eingang mehr, Ausgang geworden ist.
Die Verkindigung zeigt das Bild rezeptiv und die
Enthauptung zeigt es aussto3end (Exkretion). Wih-
rend die Verkiindigung intim und introvertiert ist, ist
die Enthauptung vulgir und exhibitionistisch. Und
dennoch haben sie eine Gemeinsamkeit von grundle-
gender Bedeutung: den Archetyp des Atemhauches.
In der alttestamentarischen Tradition ist die Kehle
der Ort, an dem die bereits angesprochene nepesh
wohnt.* In dieser Hinsicht ist es sehr aufschlussreich,
dass nepesh, ein Wort mit einer gro3en semantischen
Bedeutungsbreite, oft auch mit ,,Seele” iibersetzt
wird, anfinglich die ,,Kehle* bezeichnete, also den
physischen Sitz des Lebensatem.®'

Im Hals wohnen auch die Stimme und die
Sprache, die beiden anderen Formen desselben
Archetyps. Man wird Johannes den Taufer zu recht
als den letzten Propheten, die letzte ,,Stimme* und
die letzte Verkoérperung akustischen Erkenntnissys-
tems ansprechen kénnen. Seine Enthauptung ist das

8 Siche MILGROM, J.: Lewiticus 17-22: A New Translation with
Introduction and Commentary (The Anchor Bible 3.A). [s. 1.] 2000,
S. 1472. Milgrom erklart auch, dass nefes (sic) zuerst mit
dem Atem (ruah) assoziiert wurde und nur sekundir und
in Analogie wurde eine Gleichheit mit Blut und anderen le-
bensfithrenden Organen identifiziert. Die Tradition von ruah
(Geist, Wind, Atem) ist reich und komplex. Es geht zuriick
auf den Gebrauch davon in der Genesis, aber verflicht sich
semantisch mit preumaund spiritus. Siehe fiir dieses exegetische
Problem BEST, E.: Spirit-Baptism. In: Novum Testamentum, 4,
1960, Nr. 3, S. 236-243.

8 Mit besonderem Dank an Emma Sidgwick.

# NORDENFALK, C.: Les cinq Sens dans ’art du Moyen Age.
In: Revue de l'art, 34,1976, S. 17-28.

¥ Esist bekannt, dass in den Alpen Frauen mit Johannesschiis-
seln auf dem Kopf tanzten fiir Fruchtbarkeit und gegen
Migrine. — KRETZENBACHER, L.: ,,Johannishdupter® in
Innerésterreich. Ein Beitrag zu Verehrung und Brauch um
Johannes den Taufer. In: Carinthia 1. Festschrift zur Vollendung
des 60. 1ebensjabres des Hofrates Universitatsprofessor Dr. Gotbert
Moro. Klagenfurt 1962, S. 240 ff.

8 Fsist auBerdem treffend, dass der uterine und fetale Charakter
des Gehorsinns bei Johannes dem TéAufer auf besonders in-
tensive Weise thematisiert wird, weil er schon aus dem Bauch
seiner Mutter die Stimme des Messias erkannte (Lk. 1:42).

Opfer, um den fleischgewordenen Gott sehen zu
konnen: Stimme wird Wort.*? Seine Zurschaustellung
auf der Schiissel ist eine kraftvolle Emanation wie
der kosmische meloditse Zoll.* Die Enthauptung
Johannes des Tédufers bildet das Ende des Schreiens
in der Wiiste — ein notwendiges Verstummen der
vox, die dem /Jogos Raum gibt; das Rinnen des Blutes
wie das Aushauchen des Lebensatems, der befreit
und geopfert abermals hervorkommen soll durch
cine Jungfrau® Es gibt kein groBeres Schweigen
als dieses abwartende Schweigen: Das Schweigen
der Umkeht.*> | Schweigen ist ein doppelter Nullpunkt
der Sprache, ans dem das Sprechen stammt, in den das
sprechen miindet. Nur in der kosmischen Wende wird
die absolute Windstille Realitit: das ist die angoisse
solsticiale, die sich Uber die Natur legt und die wir
schon in der panischen Mittagsstunde erkannten, in
der die Nymphe erscheint.*® Dies fihrt zum letzten
Abschnitt: Ist eine Ikonologie des Nymphischen
moglich, zumindest skizzenhaft?

% WULE, Ch. — KAMPER, D. (Hrsg.): Logik und Leidenschaft.

Ertrige Historischer Anthropologie. Berlin 2002, S. 868.
8 Absolute Windstille ist ein angsteinjagendes Phantasmaton.
Die Natur ertrigt sie nicht, wenn sie sich nicht selbst in ihrer
eigenen Macht Ubertrifft, wie bei den Sonnenwenden in Juni
und Dezember. In diesem Zusammenhang spricht Claude
Gaignebet tber das Phinomen der ,,angoisses solsticiales™ in
West-Europa. Der Autor stellt fest, dass die Phasen von
Spannung und erhéhtem Stress zwischen Natur und Mensch,
sich an der Kehle konzentrieren. Angst greift nach der Kehle.
51! nous fant rechercher anx: deux: solstices des faits, des rites on des croy-
ances qui associeratent ces périodes a la gorge.”“ Die rémische Gottin
der Sonnenwende, Angerona, befreit die Rémer nicht ohne
Gegenleistung von ihren Angsten vor Halskrankheiten, wie
der Krupp, und sie wird dargestellt mit einem Finger auf dem
Mund und dem Anus, auf den zwei Offnungen, die Geriusch
und Wind hervorbringen. Angerona soll eine Verballhornung
der romischen Gottin der Stille Acca Larentia sein, die auch
die Unterweltgottin war. Sie wurde in der Form eines mzundus-
-Grabes verehrt: ein Grab, dass wihrend der Feste fur die
Unterweltgéttin gedffnet und geschlossen werden konnte.
Man glaubte, dass der schmale Durchgang — Wagenvoort
bezeichnet die Offnung wortlich als narrow — cine Passage
direkt in die Unterwelt war. — GAIGNEBET, C.: A plus hanlt
sens. Bd. 1. Paris 1986, S. 347-351; WAGENVOORT, H.: Diva
Angerona. In: Pietas: Selected Studies in Roman Religion. Leiden
1980, S. 21-24.

35



Auf dem Weg zu einer Ikonologie des
nympholeptischen Bildes

Die Nymphe hat ihren eigenen genius loci:¥ an
den Ufern und Grotten, in der urwiichsigen Natur,
die von Mysterien und Verlangen girt, das seinen
Ho6hepunkt beim Zenit der Sonne erreicht. Das
grellste Licht und die driickendste Hitze formen
ihr natiirliches Medium. Auch im visuellen Medium
nimmt die Nymphe ihren eigenen genius loci ein, den
ich in diesem Abschnitt in seinem Kern beschreiben
mochte.

Wir haben die Nymphe mit Blick auf Ghirlandaios
Zyklus einen ,,Storsender oder einen ,,Exilanten®
(Exil, Aby Warburg) genannt. Sie taucht plotzlich auf
und ist anders da. Georges Didi-Huberman formu-
liert dies so: ,,Was ist schlieflich dieser Wind, den sie mit
sich bringt? Dieser Wind aus anderer Zeit, der die Gewdnder
in einem geschlossenen Raum so unrealistisch bewegt? |[...]
So gesehen ist sie zwiefach fliissig: unstet und ausgreifend wie
das 1eben, ansteckend und ungreifbar wie der Tod. In jedem
Falle ,psychisch’. So muss man wobl diesen seltsamen Wind
verstehen, der Ninfa iiberliefert — nnd sie uns ansliefert.“*®
Die Ambivalenz (gwiefach fliissig) wird durch die Sug-
gestion von (beinahe) Durchsichtigkeit (lichtgebend,
diaphan) einerseits und der pathetischen Tanzbewe-
gung andererseits im Bild angedeutet.

Die Neigung zum Durchsichtigen ist sowohl ein
Begriff der antiken Philosophie als auch eine maleri-
sche Technik. Durchsichtigkeit in der Malerei gehort
— ebenso wie Bewegung und Wind — zur ekphrasis.
Aristoteles sagt, dass neben dem Festen und dem
Licht, das wir wahrnehmen, ein fertium guid besteht:
das Diaphane. Diaphanos ist ein Tor, eine Offnung
zwischen Menschen und der Welt. ,,Ie diaphane dessine

87 Light reveals the genius loci of a place.“— PATTERSON, B.: The
Art of Conversation with the Genins Loci. Milverton 2005.

% DIDI-HUBERMAN 2005 (wie Anm. 9), S. 356.

¥ VASILIU, A.: Du Diaphane. Image, milien, lumiére dans la pensée
antique et médidvale. Paris 1997, S. 277-300, hier S. 277.

% Thidem, S. 278.
' Tbidem, S. 279-280.

2 Tbidem, S. 282.
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done proprement une oblicité, ce trajet en forme d'arc-boutant
gui relie et supporte l'un pour Lautre.* Ist die oblicité
rdumlich? Ist sie fihlbar und intelligibel? Hat sie
einen Jocus im Universum? Nach Platon (427 — 347 v.
Chr.) besetzt das dritte Element den Raum der chora
mit einer 4sthetischen und einer epiphanen Rolle.”
Aristoteles unterscheidet das Durchsichtige in drei
Funktionen.’! Das Diaphane bestimmt die Sichtbar-
keit selbst (wimesis), es determiniert das Licht (paron-
sia) und die Luminositit (¢piphanie). Das Diaphane
ist eine dauerhafte | wédiatrice entre ‘méme’ et autre, en
Lidentité immiédiate du visible et I'altérité radicalement séparée
de la lumiere” ** Aristoteles fuhrt in De anima weiter
aus: ,,By diaphanouns I mean that which is visible, althongh
not in itself, and absolutely, but only by means of an agent,
namely color. Of such nature are air and water and many
other bodies. Water and air are not diaphanouns, but becanse
there is in both these elements the same property that is found
in the eternal activity of the diaphanons.*”> Das Diaphane
heftet sich in der Natur an Wasser und Wind fest.
Als durchsichtige Elemente — und folglich als ,,un-
malbar® betrachtet — wurden sie aufgeladen mit der
symbolischen Funktion, eine Grenze der Malerei im
Angesicht Gottes zu definieren.”

Wasser und Luft wurden wihrend des Quat-
trocento sowohl vom technischen als auch vom
theoretisch-ikonophilen Standpunkt wichtige bild-
gestalterische Herausforderungen. Vor allem Leo-
nardo trieb, wie schon zuvor ausgefiihrt, diese Frage
theoretisch wie praktisch um. Seine Ubungen und
seine Motivation dazu gingen dabei tiefer als eine
blof3 technische Betrachtung und Aneignung, denn
er wusste, dass im kiinstlerischen Diaphanen das Tor
zwischen Mensch und Welt ge6ffnet wird: Wind und
pneuma, chora und das dritte Element.”

% Das Zitat ist ibernomman aus NOVA 2011 (wie Anm. 2), S.
35-36.

% Ibidem, S. 37, verweist unter anderem nach den Apologien
des Ephrem von Syrié (306 — 373).

% Die Sfumato-Technik Leonardos kann mit Affekten dieses
,dritten Elementes® verglichen werden. - FEHRENBACH,
F:: Der oszillierende Blick. Sfumato und die Optik des spiten
Leonardo. In: Zeitschrift fiir Kunstgeschichte, 65, 2002, Nr. 4, S.
522-544, hier S. 543: ,,Sfumato zeigt genan dies: Unser Sehen endet
an den Oberflachen; diese geben anf den bewegten Punkt zuriick und

sind selbst veranderlich. Die Grenzen veranderlicher, bewegter Kirper



Betrachtet man das Diaphane bei der Nymphe
des Quattrocento, wird die diaphan gemalte aufge-
laden mit Qualitdten der antiken Philosophie des
tertium quid und ihre nympholeptischen Charakter-
zige werden noch verstirkt. Da die Nymphe der
Quattrocento-Malerei, die als diaphanes Wesen
zwischen dem Subjekt und der Welt verstanden Mi-
mesis, Parousie und Epiphanie vermittelt, von der
kulturellen, optischen und philosophischen Symbolik
getragen wird, muss man sie auch aus ihrem antiken
Lebensraum, den mediterranen Grotten und Flussen,
ziechen und als ,,Elementargeist der Gottin im Exif in
den humanistisch-ikonischen Raum projizieren.
Vom spielerischen Midchen wird sie zur Trigerin
des Mediums Malerei. Vielleicht ist das Nach-oben-
Ziehen, das hierin eingeschlossen ist, genau die Rolle
des parergon, der am Anfang dieses Beitrages stand
— des ,,Beiwerks®, das verhillt und enthullt. Das
fihrt zum zweiten Charakterzug der Nymphe — die
pathische (Tanz-)Bewegung.

Die Pathosformel der Nymphe ist eine merkwiirdige
Kraftkonzentration und ein pulsierendes Konzentrat
im narrativen und ikonischen Raum. Die innerhalb
des Raumes mit den ibrigen Figuren kontrastie-
rende Bewegung — ,,Friulein Schnellbring® — kann
am besten mit Neologismen beschrieben werden:
Verrunzelung, Verfiltelung, Inflektion,” sogar eine
Art Uberfrierende ,,Verbriesung* (Briese und vereist)
des parergon um den Korper. Die Launenhaftigkeit
und Irrationalitit dieses Vorgangs kulminieren in den
Kopfirdgerinnen, wie der Judith (1469 — 1470) Botticellis
[Abb. 14].”” Obwohl vor det IVenusund der Primavera
gefertigt, ist die Ekstase dieser Figur so stirmisch,
dass der Stil das Motiv der Enthauptung und des
Tanzes von ihrem Innersten her stirker pervertiert,

lassen sich nicht eindentigen Raumstellen snordnen: sie ,vibrieren’...
Im dynamisierten Sehen des Betrachters wiedernm bilt das Sfumato
Jene motorische Lebendigkeit in Gang, deren ntopische, die Natur
sibersteigende Unabschliefbarkeit das Bild fiir sich beansprucht. In
diesem Zusammenhang ist auch die folgende Uberlegung
interessant — INGOLD, T.: The Eye of the Storm. Visual
Perception and the Weather. In: Visual Studies, 20, 2005, Nr.
2,S.97-104, v. a. S. 103-104, hier S. 103: ,,We see and hear the
windy day, while I could feel the windy I conld not touch i, for we touch
IN the wind. Wind is an experience of feeling. |[...] Painters know
that. We can learn from them.

% Dieser Neologismus ist entlehnt von DELEUZE, G.: Le pi.
Paris 1991, passim.

14. Sandro Botticelli: Judith, 1469 — 1470. Florenz, Ulffizien. Foto:
Archiv der Antorin.

als es das Motiv erfordert. Der Tanz und der parer-
gon werden zu performativen Trigern, die dem Tod
Ausdruck vetleihen, sodass sich eine ideale bildliche
Bedeutungsversschmelzung vollzieht, eine Herma-
phrodite aus Stil und Inhalt entsteht: das nympho-

7 Die Hermeneutik der Auffiltelung besteht im seriellen Entfal-
ten der inneren Denkfalten, die wit mit Deleuze Inflektionen
statt Reflektionen nennen kénnen. Die Inflektionen erinnern
an Aldous Huxley (1894 — 1963), der sehr ausfihtlich in The
doors of perception (1954) beschreibt, wie der gefaltete Stoff
von Botticellis Judith ihn in einem unerwarteten Zustand
der Verriickung bringt. Er geht davon aus, dass die Falte das
Atmungsorgan der Unendlichkeit in sich trdgt und in ihm eine
Epiphanie, ein Begreifen von allem, in ihm erweckte, dass er
nur mit der mystischen Erfahrung der Iszgkeit des Mystikers
Meister Eckhardt vergleichen konnte. — CORNELL, P: De
Paden naar het paradjjs. Noten bij een verloren manuscript. Amster-
dam 2003, S. 19.
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leptische Bild ist geboren.” Dieses Bild kennt keine
Grenzen, sondern nur Auflésung und Verflussigung:
seine verschlingende Wirkung ist essentiell, es ist
ein verschmelzendes Bild der Einswerdung und der
Vernichtung wie die Nymphe selbst.”

Ubertragen wir diese Dynamik nun auf die Bild-
sprache Botticellis. Botticelli hat die Identitit der
Ninfa in einem Exzess sowohl der stilistischen als
auch der inhaltlichen Bedeutung emuliert. Der Fluss
der Kleidung, die Flut des weiblichen Tanzes und der
Ozean der Bildoberfliche — grenzenlos, verflissigt
und verflissigend zugleich — bringt eine nymphische
Handschrift hervor, die erschiittert wie die das pani-
sche mysterinm fascinans. Der Kunstler hat das Gefiihl
des kiinstlerischen Zeztgeistes von den Vibrationen in
der Tiefe des Bauches in ungekannte Hohen getrie-
ben, wie sehr diese Kunst auch augenscheinlich bei
threm Gegenteil ansetzt: dem VerstandesmafBigen
des humanistischen Ideals.'”

Wir wissen, dass der Begriff Zeitgeist heutzutage
als zu beladen betrachtet wird, ja reaktiondr klingt.
Nichtsdestotrotz schafft diese Perspektive eine erste
Hinwendung zum nymphischen Affekt, die Paul Van-
denbroeck kiirzlich ausgehend vom Phinomen des
Stilbruchs und dem /locus einer Schwelle im |, Fiiblen
der Formen® weiter vorangetrieben hat.'” Die Nymphe
des Quattrocento wie die Judith Botticellis betreffen
die Essenz einer kiinstlerischen Handschrift, die

% Geotges Didi-Huberman verbindet die Nymphe schlieBlich
mit dem Tod (supra): ,,So geseben ist sie zwiefach fliissig: unstet und
ansgreifend wie das Leben, ansteckend und ungreifbar wie der Tod.*

% Siehe auch QUACKENBOS, J.: The Transliminal. In: The
North American Review, 183, 1906, Nt. 597, S. 237-249, hier S.
237: ,, Transliminal means across the threshold. It supposes a dividing-
line (limen) between the every-day waking and working mind, conscions
of its own acts and states, and an extended realn: of spirit beyond the
region of sense and remote from man's objective ken.

1WCRUM, R. J.: Judith between the Private and Public Realms
in Renaissance Florence. In: The Sword of Judith. Judith Studies
across Disciplines. Hrsg. K. R. BRINE u. a. Cambridge 2010,
S. 291-306.

MYVANDENBROECK, P: Late Gothic Mannerism in Antwerp:
On the Significance of a ‘Contrived’ Style. In: Antwerp
Royal Musenm Annual, 2004 — 2005, S. 301-330. Siche auch
MUCHEMBLED, R.: The Order of Gestures. A Social
History of Sensibilities under the Ancien régime in France.
In: ROODENBERG, H. u. a. (Hrsg): A Cultural History of
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Dezentralisierung, Fragmentierung, Uberwuche-
rung, ausladende Konturen und Untibersichtlichkeit
huldigt. Diese Charakteristika des bewegten Beiwerks
dirfen dann auch verfithren und beunruhigen. Die
Hyperemotinalitit dieser ,,Aufwithlungen® scheinen
sich sympathetisch in eine Korperlichkeit zu trans-
formieren, die die alte Formensprache sprengt. Nach
Vandenbroeck entstehen solche (scheinbaren) Ano-
malien oder Uberginge in der Kunstentwicklung,
immer wenn ein herrschender Blick nicht mehr zu
gentigen vermag und die kiinstlerische psyché auf die
Suche nach neuen Wegen geht.'”” Solch ein Prozess,
ein Stilwechsel, sorgt dafiir, dass neue kiinstlerische
Freirdume erschlossen werden miissen, in unserem
Fall die ekphrasis.

Vandenbroek vergleicht den neuen genius loci des
Stils mit der kinstlerischen chora:'" der Schauplatz
eines souveranen und bedeutungsgeladenen Beitrags
des Kinstlers, der zugleich auch eine Fundstitte
spontanen, teilweise unbewussten Formenausdrucks
ist.'"™ Auch hier hduft sich die Proliferation des
kiinstlerischen Freiraums — das schon oft erwihnte
Beiwerk —im Motiv der Nymphe. Diese neue rebel-
lierende Handschrift huldigt der Dezentralisierung,
der Fragmentierung und Uberwucherung, wird eine
nympholeptische Bildsprache.

Der Stérsender in Ghirlandaios Zyklus setzte
tatsdchlich neue Pulsschlige frei, die ihren Ursprung

Gesture. Cambridge 1991, S. 129-151; NOVA, A.: Folengo and
Romanino. The ‘Questione della lengua’ and Its Eccentric
Trends. In: Azt Bulletin, 76, 1994, S. 664-679; OTTINGER,
K.: Laube, Garten und Wald. Zu einer Theotie der siddeut-
schen Sakralkunst 1470 — 1520. In: Festschrift fiir Hans Sedlmayr.
Miinchen 1962, S. 78-98, 201-228; GOLSENNE, Th.: Les
miracles de la peau. Figures de l'incarnation dans les arts
visuels (XIVe — XVe siecles). In: Extremities and Excrescences
of the Body (=Micrologus, 20). Milano 2012, S. 433-450.

"2Der Autor geht hierin weiter, als wir beabsichtigen, und
versteht den herrschenden Blick auch als einen fixierenden
fallozentrischen.

1% Chora (Khora) ist nach Platons Timaens ein Ort, ein Intervall der
Potentialitit, wie Matrix und Uterus. Sieche auch DERRIDA,
J.: Khora. In: DUTOIT, T. (Hrsg): On the Name. Stanford
— Paris 1995.

1Y MARGARONI, M.: The Lost Foundation: Kristeva’s Semi-
otic Chora and Its Ambiguous Legacy. In: Hypatia, 20, 2005,
S. 78-98.



in der chora finden. Sie fihrte eine neue Grammatik
der Affektgeladenheit ein, die entsteht, wenn sich das
Stilgefiihlt einer Kultur verindert. Der alte Stil wird
als leer und unpassend empfunden. In Ghirlanda-
ios Zyklus ist die tanzende Nymphe aber noch ein
Schwellenwesen, das den Ubergang zwischen zwei
Generationen innerhalb der Quattrocentro-Malerei
anktndigt und vorsichtig im ikonischen Raum mar-
kiert. Bei Botticelli ist dieser Humus zur psychzj imp-
lodiert, die Vandenbroeck als die excessive Belebung
der chora deutet: nicht verunreinigt, transitorisch,
transgressif, ja, ,,verbriesend“.'"

Wie entleert und theatralisch diese Bildsprache
auch scheint, sie vermittelt dennoch die Epiphanie
der unfasslichen Essenz, die die Nymphe selbst ist:
an der Oberfliche, aber prophetisch zugleich. Tau-
sche Dich nicht in Ninfa, der Irrefithrenden. Sie wird
— anders als ihre zeitgendssischen Bewunderer und
sogar der moderne Betrachter — niemals in die Tiefe
des Abyss taumeln. Als nympholeptisches Wesen hat
sie die Kraft, allem und jedem zu entwischen, auch
dem Zuschauer, der sie zufillig ,,trifft“.'” Denn sie
ist schwer und leicht zugleich, plastisch und diaphan,
aus Fleisch und blof3em Stoff, aus Wind und Schaum.
Thre immanente Doppeldeutigkeit hatte schon die
Kultur des Quattrocento erkannt, die sich ihrer Schi-
zophrenie bedient: Das Midchen tanzend mit der
Obsternte anlisslich einer freudigen Geburt und die
Kopftragerin, in deren intimen tinzerischen Raum das
Blut eines Mannes stréomte. Mit ihrem Doppelcha-

%Vielleicht erklirt dieser eruptive Charakter auch, dass der
nympholeptische Stil zwar heftig war, aber nur kurze Zeit
andauerte, eine Aufruhr, die vom horror vacui der Internatio-
nalen Gotik des Quattrocento sehr schnell beruhigt wurde.
Siehe auch KEMP, M.: From Mimesis to Fantasia: The Qu-
attrocento Vocabulary of Creation, Inspiration and Genius

in the Visual Arts. In: Viator, 7, 1977, S. 347-398.

%Tch kann hier den Topos vom Zusammentreffen mit der
schlafenden Nymphe nur streifen. Dieser wurde im 15. Jahrhun-
dert ausgehend vom Geriicht, dass irgendwo an der Donau
ein Bild der schlafenden Nymphe mit einer merkwiirdigen
Inschrift zu besuchen sei, entwickelt. Die Nymphe bat den
Zuschauer, sie schlafen und ruhig von ihrer Quelle trinken
zu lassen. Das Motiv des Schlafes und der Stille, wie auch die
Beziehung mit dem nymphischen /ocus genui als einer Metapher
fir den Ort der Kunste und der Beziehung zu dem Besu-
cher-Voyeur, der diese Kiinste aktivieren, aber auch in ihrer
Immanenz respektieren kann (der Schlaf, der Traumzustand,
der Akt), werde ich andern Orts darlegen. Siehe KURZ, O.:

rakter bildet das Bose eine Luftspiegelung vor dem
Guten und wmgekebrt. Sie ist eine Sinnenbezauberin
in Zeit und Raum, in diesem Sinn hermeneutisch
unerreichbar: nympholeptisch.

Sobald unser ,,Elementargeist der Gattin im Exil
den Ubertritt von ihrem alten mythischen geninus
loci zu ihrem neuen bildkiinstlerischen genius loci in
Florenz vollzogen hatte, sollte sie ihn mit der ihr
cigentimlichen Magie bekriftigen: Begeisterung
und Verwirrung, Nach Aby Warburg ist seine Ninfa
auch eine Quintessenz der Seelenregung. Dieses Epi-
theton formt eine seiner vielen Versuche, sie endlich
beschreiben zu kénnen: er beruft sich nimlich auf
das Bild des Schmetterlings. Ich zitiere aus einem
Protokoll von Doktor Ludwig Binswanger in Kreuz-
lingen, wo Aby Warburg sich von 1821 bis 1824
aufhielt: ,,Der Patient beschdftigt sich mit der 1 erehrung
von Motten und Schmetterlingen, die nachts in seine Kammer
Jliegen. Stundenlang spricht er mit thnen; er nennt sie kleine
Seelentierchen und er erzablt ibnen diber sein Leiden.” Und
Aby Warburg selbst: ,,Der schinste Schmetterling, den ich
Jemals fing, entkam plotzlich aus dem Glas und flog heiter
davon, aufwarts in den blanen Himmel. Jetzt miisste ich thn
abermals fangen, aber ich bin nicht ansgerubt genng fiir solche
zur Erde gehaltene Bewegungskraft. Oder um mich genaner
ansudriicken: ich wiirde war wollen, aber mein geistiger
Zustand erlanbt es mir nicht. |[...] Ich wiirde so gerne, bei
der Annéihernng unseres leichtfiifSigen Mdidchens, froblich mit
thr mit flattern, aber solch hochfliegenden Bewegungen sind
miir nicht geschenfet. """

Huius Nympha Loci. A Pseudo-Classical Inscription and a
Drawing by Direr. In: Journal of the Warburg and Courtanld
Institutes, 16, 1953, Nr. 3-4, S. 171-177; BARKAN, L.: The
Beholder’s Tale: Ancient Sculpture, Renaissance Narratives.
In: Representations, 44, 1993, S. 133-166.

17Siehe auch Anm. 53; mit Dank an Prof. Dr. Stéphane Symons,
K. U. Leuven, der eine Verétfentlichung vorbereitet — SY-
MONS, S.: Butterflies and Souls in/ as Movement: Aby Warburg’s
Seelentierchen. Siehe auch CAILLOIS, R.: Méduse et Cie.
In: CAILLOIS, R.: Euvres. Paris, 2008, S. 479-558, der in
seinem Aufsatz die Verbindung zwischen Medusa und der
flatternden, austricksenden und vibrierenden Bewegungen
des Schmetterlingsfiigels zieht. Der Schmetterling oder die
Motte als Seelentierchen, dass ein Bild fiir die Psycho-An-
thropologie der Laune und der Launenhaftigkeit ist, wurde
erforscht von VANDENBROECK, P.: Zur Herkunft und
Verwurzelung der ,,Grillen®. In: De geventiende eeuw, 3, 1987,
S. 52-84. Der Schmetterling als nymphische Phantasie ist ver-
wurzelt in der Tatsache, dass im Griechischen Schmetterling,
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Wie Raupe als Schmetterling aus ithrem Kokon
schliipft und ein Seelentierchen wird, ein Bild der Seele,
so ist die Nymphe ein Bild der psychzj, die sich befreit,
heraufzieht und in Bewegung setzt. Aber als sie in
das Zimmer in Santa Maria Novella hereintanzt, mit
der neuen Ernte auf ihrem Kopf — schnell, schnell,
sodass sie nicht zu faulen beginnt, kam ihre eman-
zipatorische Energie noch zu frih. Niemand im
ikonischen Raum wurde ihr gewahr. Niemand hob
seinen Blick. Sie blieb von ihrer eigenen bildlichen
Umgebung unbemerkt: ein Fremdkirper, wie ihn ihr
Schopfer intendierte, bis Jahrhunderte spater jemand

die Kirche besuchte und schrieb: ,,Ich habe mich selbst
verloren.*

»Dite, oimee, ditelo al fine:
Deggio vivere o morir?
Sta mia vita in sul confine,
Pronta ¢ gia l'alma ad uscir'*
La fida ninfa 111, 10
(Vivaldi)'®

Ubersetzung ans dem Niederlindischen
von D. E. Delarue

Nymfa (Vietor). Priestor medzi motivom a afektom v ranom novoveku
(Zaroven aj prispevok k warburgovskému vyskumu)

Resumé

Pritomnost’ a vyznam nymfy v neskorostredo-
vekom a ranonovovekom umeni prekracuje rovinu
modnej recepcie antického motivu. A bol to prave
Aby Warburg (1866 — 1929), kto sa vasnivo zaoberal
tymto bozskym dievéatom — jej meno je etymolo-
gicky previazané so slovom ,,nevesta® —, tilajicim sa
v blizkosti bukolickych pramenov a jaskyn. Vo svojej
stadii sa nevenujem ikonografickej tradicii nymfy. Za-
ujima ma otazka jej obrazovej identity v ranom huma-
nizme, otvarajuca diskurz o pohybe a vetre vo vizu-
alnom médiu, o obrazovych ,,naruseniach, o vplyve
zobrazenia nymfy na divaka a o jej (seba-)reflexii vo
vytvarnom umeni, predovsetkym maliarstve.

Vyznam prac Abyho Warburga pre rozpoznanie
a interpretaciu motivu nymfy v maliarstve quattro-
centa je nespochybnitelny. V prvej casti textu sa
preto zaoberam Warburgovou paradigmou. Dobovi

psyehijund Seele semantisch verwandt sind. Die psyehsj wird als
Midchen mit Fliigeln dargestellt. Auch die judische Tradition
im Bestattungskontext verbindet den Schmetterling mit der
wegfliegenden Seele. Kurz, der Schmetterling mit seiner
transzendenten oder transistorischen Bedeutung betrifft die
Seele 7n Bewegnng, dieser Gedankengang wurde mir von Prof.
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maliari zacali vyuzivat’ motiv nymfy z formalnej
(a teda nevedomej) tuzby po tanecnej Pathosformel,
ako aj z humanistickej (a teda vedomej) tizby po
ekphrasis. 'To priamo poukazuje na prva formu
ambivalencie v identite nymfy: zda sa, ze sa potaca
medzi Stylistickym afektom (vietor) a ikonografic-
kym motivom (tancujuce dievéa). Je ,,hrani¢cnou
bytost’ou®. Pohybujic sa medzi zrodenim a smrt’ou,
svetlom a tmou, medzi falo§nym a povznasajicim,
medi bohyniou a nevestou, medzi Venusou a Panom,
ziskava nymfa rézne podoby, v sulade s duchom
doby (a muzskou predstavivost’ou). V §tadii sa tiez
zaoberam postavou Salome v 15. storo¢i, postavou,
ktora patri k najextrémnej$im a najambivalentnejsim
sestram nymfy. Salome ukazuje vzt'ah medzi nymfou
a tancom, obetou a krvou; je Kopftragerin. Na zaver sa
pokasam o definovanie ikonolégie ,,nymfického®.

Dr. Adam BZoch, Bratislava nahe gebracht. — RIEGLER, R.:
Schmetterling, In: Handwirterbuch des dentschen Aberglaubens.
Bd. 7. Berlin — Leipzig 1937, kol. 1237-1254; LURKER, M.:
Warterbuch der Symbolik. Stuttgart 1991, S. 651.

% Libretto Francesco Scipione Maffei (1675 — 1755).



Len jedno umelecké obdobie — a v skutocnosti
iba jedna generacia umelcov — zuzitkovalo vsetky
virtuézne aspekty vetra v mal'be, a to tym najnevia-
zanej$im sposobom: zvirenymi satmi, kmasanymi
stromami, povievajucimi vlasmi. Bola to generacia
maliarov quattrocenta na cele s takymi osobnost’a-
mi ako Sandro Botticelli (cca 1445 — 1515), Filippo
Lippi (1406 — 1465) a Domenico Ghirlandaio (1449
— 1549). V ¢lanku ,,Bewegende Bewegungen sa
Georges Didi-Huberman hibkovo zaobera Warbur-
govou interpretaciou tohto fenoménu z roku 1893,
ktora stavala na rozbore Botticelliho obrazov IVenusa
(1486) a Primavera (cca 1482). Aby Warburg bol
ohromeny ,,Ziwym pohybom‘ na okrajoch tela. Pojem,
ktory zahfna obrazovy efekt ,,bewegende Beiwerke™,
je parergon (posun, zmena), vyvinuty Warburgom
v suvislosti s Pathosformel nymfy (Ninfa) florentského
quattrocenta. Nymfa je Markenzeichen antickej manie-
ry, je jej zakladnym kamenom v savislosti s ekphrasis.
V korespondencii so svojim holandskym priatel'om
Andréem Jollasom z rokov 1898 — 1902 opisuje
Aby Warburg (zijuci vtedy vo Florencii) ,,stretnutie®
s nymfou, ktora volal ,,Fraulein Schnellbring, ako
osobny sok: ,,Ich bin verloren.

Warburgova genialita spociva v schopnosti lo-
kalizovat’ kI'icové zlomy a, ¢o je eSte dolezitejsie,
definovat’ ich na zaklade skrytych poznatkov a pra-
menov. Objavuje ich prostrednictvom historicke;
rekonstrukcie, v odlisnostiach stylu, dobového ducha
a odevu, kedy sa sakralne stava priestorom pre seku-
larne, ako napriklad v pripade Ghirlandaiovho cyklu.
Na druhej strane jeho genialita spociva tiez v schop-
nosti pracovat’ s konceptom ,,analégie”. Warburg
na jeho zaklade hl'ada genericky obraz, ,potvrdente,
Se obrazgy, javiace sa ako jedinelné, sa lasovo aj miestne opa-
kujii... $1i navzdjom prepojené prostrednictvom analogickych
momentor...* Kazda fotografia vo Warburgovom obra-
zovom projekte Mnemosyne vytvara arch a je preto
archaicka. Podl'a Giorgia Agambena nymfa definuje
podstatu tejto primavoltita. Nymfa nikdy nie je ani
archaicka, ani sucasna; vo vztahu k diachrénnosti
a synchronnsti, jednozna¢nosti a mnohoznac¢nosti
je nezaraditelna. Znamena to, ze nymfa je paradig-
mou, ktorej prikladmi su jednotlivé nymfy. Alebo
presnejsie, v sulade so zakladnou dvojznacnost’ou
Platénovej dialektiky, nymfa je paradigmou jednot-
livych obrazov a jednotlivé obrazy st paradigmami
nymfy. Inymi slovami, nymfa je Urphdanomen.

Tak ako sa podl'a Abyho Warburga dejiny obrazov
nevyhnutne a tragicky potacaju medzi Apolénom
a Dionyzom, aj ,,0bjekt jeho snov* osciluje medzi ne-
vestou a Kopftrégerin.

Evanjelisti Marek (6:14-29) a Matas (14:1-21) po-
davaji o smrti Jana Krstitel'a nasledujuce informacie.
Herodes uviznil Jana Krstitela, pretoze ten protes-
toval proti jeho incestnému manzelstvu s Herodias,
byvalou manzelkou jeho brata. Na slavnosti tancuje
Salome, dcéra Herodias, tak, ze uchvateny kral jej
sI'abi v8etko, ¢o si bude priat’. Na nalichanie matky
si zela hlavu Jana Krstitel'a. Kral’ jej Zelanie splni
a dievéa na podnose (i disco) matke poda odt’atd
hlavu. Nasledovnici Jana Krstitel'a sa dozvedia, ¢o
sa stalo, a pochovaju jeho telo.

Nevinnost’ dievcat’a a jej neschopnost’ zelat’ si
nieco iba pre seba vedu k straslivej irénii: “doslo-
va” sa domaha Janovej hlavy. To spésobuje cosi,
¢o mozno nazvat’ menotymiou. Preneseny zmysel
matkinych slov je dezinterpretovany a mimeticka
tuzba je splnena priamo. Hlava na podnose je vysled-
kom nedorozumenia. Kvoli tomuto nepochopeniu
dievca skutocne prinasa hlavu, tak ako nymfa sku-
tocne prinasa jedlo. Hlava sa stava ,,(z)nesitel'nou®;
fetis je ,,prezentovany®. Podnos spésobuje spojenie
vsetkych motivov pribehu — narodenin, sl'ubu, jedla
a tanca — do strhujiaceho viru, z ktorého inverzia,
anti-aliancia a typoldgia obety vyplyvaji omnoho
vyraznejsie.

Hermeneutika nymfického vetra, aplikovana na
postavu Salome a na hlavu Jana Krstitel'a, otvara
extrémne komplexnu prepojenost’ medzi svetom
Ninfy (tancujuce dievca) a svetom smrti (st’atie
proroka), medzi ,,bewegende Beiwerke a masfvnymi
dosledkami tohto parergon, medzi viriacim zvadzanim
a zvirenym pradom krvi. Nymficka paradigma sa tu
v dvojtvarnosti Salome — nevinnost” kombinovana
so zvratenost’ou — zjavuje jasnejsie nez kedykol'vek
predtym. Hermeneutika vetra vsak otvara este d’alsi
interpretac¢ny priestor: moznost’ vyjadrit’ obraz
pred jeho vytvorenim prostrednictvom archetypu
pnenmy. N pripade spojenia ,,tanca a st’atia™ sa toto
mystérium dotyka idey sémantickej akceleracie, pro-
fesionalnej nahlivosti krutej pominutelnosti obrazu,
ktory nam rozmarne unika ako vietor, polapitel'ny
iba ,Japacom dusi® sféry umenia.

Pathosformel nymfy sa javi ako zvlastny subor sil,
pulzujuci koncentrat v naracii a ikonickom priestore.
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V ramci tohto priestoru a s ohfadom na vyrazne
kontrastujice pohyby ostatnych postav, mozno
wFrautein Schnellbring opisat’ takymi neologizmami
ako scerenost’, zriasnenost’, ohybnost’, dokonca
,vanutie (vanok a mraz) parergonu okolo tela. Ich
rozmarnost’ a iracionalita su podla méjho nazoru
posavané k vyvrcholeniu v Kopftréigerinnen, napriklad
Boticelliho Judite (1469 — 1470). Hoci obraz vznikol
skor ako Venusa a Primavera, tu prezentovana extaza
je tak neviazand, ze §tyl sa skor vnatorne premiesia,
nez by definoval motiv st’atia a tanca. Tanec a parergon
sa stavaju podpornymi zobrazovacimi prvkami pre
vyjadrenie smrti, a tak moze nastat’ idealna obrazova
fazia vyznamu (hermafrodit medzi Stylom a obsa-
hom): rodi sa nymfolepticky obraz. Nymfolepticky
obraz nepozna obmedzenia, pozna iba splyvanie:
pohlcujuci afekt ma zasadny vyznam; ide tu o roz-
plyvajuci sa obraz zjednotenia, ,,destrukcie®, ako
nymfa sama.

Prenesme teraz tuto dynamiku spit’ k obrazove;j
re¢i Botticelliho Judity. Botticelli modeloval identi-
tu Ninfy s dostatocnym stylistickfm a obsahovym
zazemim. Splyvanie latky, tancujica Zena a zaplava
obrazovych prvkov — neobmedzenych a splyvajacich
—davaju vzniknat’ nymfickému vyjavu, ktory ohromi,
ako panické mysterium fascinans. Alebo inac¢: umelec
nasmeroval sposoby vnimania umeleckého Zeitgeist
k horiackovitému vyvrcholeniu prostrednictvom vib-
racif nizkeho tela, jeho umenie sa vSak z vicsej casti
obracia prave k protikladu tela — k rozumovému,
humanistickému idealu.

Nymfy quattrocenta, ako Botticelliho Judita, sa
v podstate dotykaju ériture, ktora vzdava hold de-
centralizacii, fragmentacii, prebujnelym, chvejiucim
sa kontdram a neuchopitelnosti. Tieto priznaky
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vedlajsich efektov pohybu su sice vabivé, no v dru-
hom plane posobia rusivo. Zda sa, ze hypermobilita
tychto ,,podnetov* sa priaznivo premieta do teles-
nosti, ktora uz viac nepatri do starého formalneho
jazyka. Podl'a antropologa a umeleckého historika
Paula Vandenbroecka sa také (zjavné) anomalie alebo
premeny v umeleckom vyvine objavuja vtedy, ked
je kontrolny mechanizmus povazovany uz za nedo-
stato¢ny a umelecka psyché zbavena kontroly horac-
kovito hl'ada nové smery. Takyto proces — vlastne
stylova revolucia — zabezpecuje preskimanie a vy-
uzitie novych autonémnych umeleckych zé6n (ako
napriklad nasej ekphrasis).

Vandenbroeck prirovnava tento novy genius loci
stylu k obrazovému chora (priestor umelecovho pri-
nosu, suverénneho a nabitého vyznamami, zaroven
vsak aj novy priestor, ktory moéze sluzit” ako zdroj
spontannych, scasti nevedomych expresivnych
foriem). Aj tu sa rozsirovanie autonémnej umelec-
kej zény — v tejto studii casto citovany ,,doplnok®
— buduje prostrednictvom motivu nymfy. Tato
nova, rebelantska éeriture vzdava hold decentralizAcii,
fragmentacii a prudkému rastu, stavajuc sa pritom
nymfoleptickou obrazovou recou.

Ak sa pokuisime zjednodusit’ koncept warbur-
govskej nymfy, zistime, ze nasa tazba porozumiet’
jej identite je zakorenena v ,,patologii®. A to kvoli
vzt'ahu k pojmu patos, kvoli vzt’ahu k idei sympto-
matického a fantomatického a kvoli slovam: |, Ich bin
verloren.” Nymfa odzrkadlnje identitu ako problematic-
ky, ve¢ne unikajuaci problém. Nymfa odbaluje identitu
v jej perverzite a paradoxnosti (Kopftrigerin). Nymfa
stelestiuje identitu ako td najprchavejsiu a najkomplex-
nejsiu paradigmu, aké kedy bola v ramci dejin umenia
objavena. Je totiz fantémom tazby.

Preklad  anglicting M. Hrdina
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Iconographic Studies of Bas-reliefs

and Ivories by Paul Egell’

Stefanie LEIBETSEDER

Introduction

Paul Egell (1691 — 1752) collaborated around the
year 1717 with Balthasar Permoser in Dresden at the
time of the Zwinger decorations. From the year 1720
he worked at the Palatine court in Mannheim. Dur-
ing this time he produced bas-reliefs from ivory and
lime wood which stand out among his sculptures due
to their sophisticated mastery of their material. The
discussion of Egell’s reliefs and ceuvres began after
the First World War, when the movement of the Ger-
man expressionism furthered the interest of German
art historians in the expression inherent to sculptural
works of the Baroque and Rococo. Outstanding
scholars like Adolf Feulner? and Theodor Demmler
first commented upon the aesthetic values of Egell’s
reliefs as stated by Demmler (1922): ... the asymmetric
composition in triangular shape that is emphasized by heavy
relief in the lower part dies away as a delicate echo at the top,

! I would like to thank Donna Krause for her support with the
revision of the essay. Mathis Leibetseder has been my first
and most thoughtful reader.

2 FEULNER, A.: Skulptur und Malerei des 18. Jahrbunderts in
Deutschland (=Handbuch der Kunstwissenschaft, 16). Pots-
dam-Wildpark 1929, p. 99.

* <. die asymmetrische Dreieckskomposition, die unten in starkem Relief

betont wird, oben in zarten Nachklang verhallt, die Benntzung der freien

Fléchen, das Mitschwingen der ganzen Kirper in der Erregung, die

harmonische V erkniipfung und Verschmelzung aller Motive zu einem

Gesamteindruck, der sich blitzartig einpragt”” — DEMMLER, T.:

Der Bildhauer Paul Egell in Mannheim (1691 — 1752). In:

Jabrbuch der preufSischen Museen. Berlin 1922, p. 160. Still works

are ascribed to Egell due to their high artistic quality, for

the use of empty surfaces... the harmonic connection and the
amalgamation of all motives into an impression of the whole
punches in a flash.””> Although much research on Egell
has been done since the 1960s and Klaus Lankheit
published a catalogue raisonné of Egell’s ceuvres
in 1988, including a survey of archival sources,
it is yet a critique of style that is prevailing within
the discussion of Egell’s works.* Along with many
other questions, their iconography still needs to be
analyzed in depth. There are three bas-reliefs of small
size: an Ecce Homo [Fig. 1] from the year of 1725, a
Lamentation scene from 1723 — 1725 [Fig. 2] and a
Deposition from the Cross® [Fig. 3] from the year 1744.

The Historic Development
of Passion Images

Egell’s bas-reliefs of the Ecce Home and the Lan-
entation of Christboth originate around the middle of

instance the Memento Mori Head on the front cover of an
issue of the Weltkunst in 2002 (Weltkunst, 72, 2002, No. 2).
KAMMEL, F. M.: Dem Tod ins Auge geschaut. Verginglich-
keit als Thema barocker Bildwerke. In: Memento Mori. Ed. G.
LAUE. Miinchen 2002, p. 14.

~

LANKHEIT, K.: Der kurpfalzische Hofbildhaner Panl Egell (1691
— 1752). 2 vols. Miinchen 1988.

w

Die Bildwerke der Fiirstlich Hobenzollernschen Sammiung Sigmaringen.
Ed. H. SPRINZ. Stuttgart — Ziirich 1925, pl. 66; BUCKLING,
M.: Gastspiel. Das Bodemmusenm Berlin in 1iebighans Frankfurt. Enro-
péiische Bildbanerknnst von 800 bis 1800. Eine Kooperation des Liebig-
hauses — Musenm Alter Plastik mit den Staatlichen Museen n Berlin,
PreufSischer Kulturbesitz, Skulpturensammilung und Musenm fiir Byzan-
tinische Kunst. Eds. H. BECK et al. Frankfurt a. M. 2000, p. 146.
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1. Ecce Homo, ascribed to Panl Egell, aronnd 1725, 17.7 X 13.7 cm with
Sframe, ivory oval with wooden frame, excellent condition, the frame several
times broken and pieces missing. V'ienna, Art Historical Musenm, Secular
and Ecclesiastical Treasury, Inv. No. 3660. Repro: LANKHEIT 1988
(see in note 4), V'ol. 2, pl. 35.

the 1720s. They are made from ivory® and embedded
in wooden frames decorated with fine ornamenta-
tion. The Deposition from the Cross scene, however, was

German carvers of ivory were appreciated even in Italy for
their mastery of the material. - KREMPEL, L.: Georg Pete/
1601/02 — 1634. Bildbaner im DreifSigjibrigen Krieg. [Exhib. Cat.]
Minchen, Haus der Kunst. Miinchen 2007, pp. 21-22.

-

BAXANDALL, M.: Die Kunst der Bildschnitzer. Tilmann Riemen-
schneider, Veit Stoff u. ibre Zeitgenossen. Frankfurt a. M. 1984.

©

“Car la téte sera penchée du coté du coenr, et le sourcils élevés en haut, et la
prunelle sera de méme. La téte penchée comme je viens de dire, semble marquer
Labaissement de l'ame.” — LE BRUN, C.: L’Expression des Passions et
antres conférences. Correspondance. Paris 1994 (1% ed. 1727), p. 72. See
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worked twenty years after, but its contents are closely
related to that of the bas-relief with the Lamentation
of Christ. Contrary to the two other bas-reliefs it is
carved from lime wood, 2 medium which has been
favoured by German carvers since medieval times.”

Starting with the analysis of the Ecee Homo tablet
[Fig. 1], one finds that the expression of the face of
Christ within the image may have been shaped in
analogy to the expression of rapture. It is described
by Charles Le Brun: “... the head is bended towards the
heart, the eyebrows are drawn upwards, also the pupils. The
eyes are directed towards the sky. .. The balf open mouth has
an appeal of subjection and the attention of a soul towards
something that is regarded to be superior.””® Although the
expression is very close to the one described, it
becomes clear from the expression of Christ’s face
that it is modeled after paintings by Guido Reni. Like
them, Egell’s tablet represents the Lord in suffering
instead of rapture. This is emphasized by the bags
under his eyes as well as his hollow cheeks. The
mouth with corners turned down, is half open as
if to sigh. The half-length hair with curly ends and
his little chin-beard emphasize the youthfulness of
the figure of Christ. A piece of cloth with ragged,
acute ends that reach across the wooden frame is
thrown around his shoulders. The garmentis closed
by a chain. It underlines the meagerness of his ap-
pearance. Rather unusual for this kind of depiction
is the sad looking cherub, half covered by a piece
of cloth, beneath Christ’s left shoulder. The cane,
held by the Cherub, was given to Christ instead of a
scepter during the Coronation of Thorns. Together
with the chain and the Crown of Thorns it repre-
sents some of the instruments of passion or arma
Christz, by which the iconographic type of the Ece
Homo is defined.” Also the youthful type of the face

in general HENNING, A. — WEBER, G. ]. M.: Die Physiog-
nomie der Vision, Inspiration und Anbetung, In: Der himmelnde
Blick. Zur Geschichte eines Bildmotivs von Raffael bis Rotari. [Exhib.
Cat.] Dresden, Staatliche Kunstsammlungen. Dresden 1999.

According to Erwin Panofsky the arma Christi promise mercy
to the sinner, but if he does not accept the sacrifice of Christ,
they will turn against him at the day of the Last Judgement.
— PANOFSKY, E.: Imago Pietatis. Ein Beitrag zur Typenge-
schichte des ,,Schmerzenmanns‘‘ und der ,,Maria Mediatrix*.
In: Tkonggraphie (Nene Wege der Forschung). Ed. S. POESCHEL.
Darmstadt 2010, p. 129.



of Christ was modeled after paintings by Reni. The
type of the Ecce Homo developed from medieval Pas-
sion-cycles, where it replaced the iconographic type
of the Coronation of Thorns. The main difference
between the iconography of the closely related type
of the Man of Sorrows'" and the Eee Homo is the
lacking of the stigmata in the latter." The growing
reduction of the aspect of suffering in the develop-
ment of the type of the Ewe Homo may be the reason
why Egell emphasized the chain and the Crown of
Thorns by carving them pierced and a little more
elevated. The image is enclosed by a corresponding
wooden frame with moulds that are decorated with
carved ornaments at its top as well as its bottom. At
the top of the frame is a horizontal ornament with
a c-curve at each side.

It is covered with a thombic decoration that is
very similar to the one at the centre of the Wit-
telsbach coat of arms which was developed in year
1247. The fact that the Elector Prince Palatine came
from a side of the House of Wittelsbach could hint
at a member of the Bavarian dynasty as original
owner of the relief. At the frame’s centre of the
horizontal ornament two cherubs accompanied by
palmettos continue the motive of the mourning
cherub from the central image. The bottom of the
frame is decorated with foliage that frames the cor-
ners of Christ’s garments. Its decoration connects
the ivory image and its wooden frame to each other.
This leads to the assumption that it was also carved
by Egell.

The relief of a Lamentation of Christ-scene [Fig,
2] was ascribed to Egell early on by Adolf Feulner
(1929) because of its high artistic quality.'* Therefore,
Lankheit suspected it was presented to the Elector
Prince by Egell in order to become court sculptor
at Mannheim." Its foreground is dominated by the
mannerist elongated, nearly naked body of Christ
presenting his wounds. The Crown of Thorns and
the titular have fallen from his hands. Adam and Eve

' Schmerzensmann. In: Christliche Lkonographie in Stichworten.
Eds. H. SACHS — E. BADSTUBNER — H. NEUMANN.
Miinchen — Berlin 1998, p. 314.

" Ecce Homo. In: Ibidem, p. 108; WIRTH, K.-A. - VAN DER
OSTEN, G.: Ecce Homo. In: Reallexikon zur Deutschen Kunst-
geschichte. Vol. 4. Eds. E. GALL — L. H. HEYDENREICH.

2. Lamentation of Christ, ascribed to Paul Egell, aronnd 1723 — 1725,
vory: 18.5 X 10.8 cm, frame: 26 X 18.5 cm, bas-relief, excellent con-
dition. Cologne, Museum of Decorative Arts, Inv. No. B 73. Repro:
LANKHEIT 1988 (see in note 4), 1'ol. 2, pl. 36.

from the Old Testament have sunken to their knees
in compassion to the Lord, which is very unusual
for a lamentation group. Some weeping cherubs
above the head of the dead, who is surrounded by
an aureole, mourn his death. The placing of the
lamentation group is such that the relief is viewed
from the right to the left side. At the same time it
stresses the asymmetric composition of the tablet.

Stuttgart 1956, col. 675. See also KRAUSE, S.: Die Elfen-
beinstatuette Christus an der Geifselsanle im Grinen Gewdlbe in
Dresden — ein unbekanntes Werk von Paul Egell? In: Dresdner
Kunstblitter, 49, 2005, No. 5, pp. 307-313.

2 FEULNER 1929 (see in note 2), p. 99.
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The typological connection between Old and New
Testament is continued by the shroud thatis wrapped
around the base of the crucifix. The crucifix rests on
the Tree of Knowledge of Good and Evil which is
represented as an apple tree, and thus a living tree or
the Tree of Life. Also the physiognomic similarity
between Adam and Christ symbolizes the fulfillment
of the Old Testament by the New Testament: Christ
becomes the new Adam." The Tree and the crucifix
form, as on the later Deposition from the Cross scene,
the longitudinal axis of the composition. Itis shaped
as a triangle, which represents the holiest symbol
within Christianity after the cross within Christian-
ity and alludes to the Holy Trinity."® The crucifix as
Symbol of the “New Convenant” is stated superior
to the Tree of Life symbolizing the “Old Convenant”
because symmetric forms are always ranked higher
compared to asymmetric forms.

The framing of the image was also most prob-
ably carved out by the artist. It is decorated with
fine poles on each side with, tendrils of leaves and
rose blossoms winding up. They develop from shell
motives which roll up at the bottom of the frame.
The narrower top end of the frame is decorated
with a female mask as the crest of an ornament and
consists of Baroque strap work and acanthus. It is
paralleled by a c-curve at the center of the bottom
of the frame that depicts the facial profile of Adam
with the apple of sin in his mouth set in a shell. A
dead snake is hanging over its border, emphasizing

5 LANKHEIT 1988 (see in note 4), Vol. 1, p. 43; LANKHEIT,
K.: Der kurpfilzische Hofbildhauer Johann Paul Egell (1691
—1752). In: Barock in Baden-Wiirttemberg. Vom Ende des Dreifsig-

jahrigen Krieges zur Frangisischen Revolution. Vol. 2. [Exhib. Cat.]
Katlsruhe 1981, p. 44.

" LANKHEIT 1988 (see in note 4), Vol. 1, p. 42. The physi-
ognomy of Christ and its elaborateness resembles very much
that of the Christ at the Colunn of Flagellation at the Green Vault
at Dresden. — KRAUSE 2005 (see in note 11), p. 310.

15 Geometrische Figuren. In: Christliche Tkonographie in Stichworten
(see in note 10), pp. 149-151.

16 “Ihr [der Rahmung] eignet etwas vom Geist franzisischer Elegang;
und Formenstrenge” — LEGNER, A.: Bildwerke der Barockzeit aus
dem Liebighans. Frankfurt a. M. 1963, No. 50.

7 Another carved wooden frame that was attributed to Egell is
decorated with a skull atits base. — KRISS-RETTENBECK,
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again the meaning of Christ as the new Adam. The
ornaments have been identified as of French origin'®
being popular around the second quarter of the 18"
century in France as well as the German countries
of the Holy Roman Empire."”

The interest in typological thinking that becomes
apparent in Egell’s Lamentation scene derives from
the medieval tradition. Yet depicting Adam and Eve
from the Old Testament in adoration of the dead
Lord instead of the mourning Mother of God, St.
John and Mary Magdalene, Egell connected the
iconographic type of Adoration of the Infant Jesus by
the Shepherds with that of a Lamentation scene.'

He did the same with the closely related icono-
graphic type of the Deposition from the Cross [Fig. 3],
which he depicted on the third bas-relief in discus-
sion. The composition of the Deposition from the Cross
derives from the Lamentation scene, bearing only
some slight alterations of composition. The crucifix
is shown with the ladder leaned against it, because
until the 18" century it was a part of adoration not
only for means for depositing the dead but also as
patt of the crucifixion.” At the base of the crucifix
is a sarcophagus that is covered with a shroud. As
is usual for the so-called type of the scenic relief,
the sunken corpse of Christ in the foreground is
supported by Joseph of Aritmathda and St. John,
whose heads are carved more elevated like that of
Christ.” Their group is surmounted by the Mother
of God in clothing similar to a nun’s habit. Behind

L.: Bayerisches Nationalmuseum. In: Miinchner Jahrbuch der
bildenden Kunst. Dritte Folge, 34, 1983, p. 16.

'8 HEgell demonstrated with help of the attitude of Adam and
Eve, how one should practice his or her religion.

19 < Sie [die Leitet] war durchans nicht nur ein Mittel der Krenzabnabmre,
sondern auch der Kreuzanbeftung; noch im 18. Jabrbundert war eine
Komposition verbreitet, auf der sie sebr betont als bei dieser gedient
habend fortgetragen wird” — BERLINER, R.: Arma Christi. In:
Rudolf Berliner (1886 — 1967). The Freedom of Medieval Art und
andere Studien zum christlichen Bild. EA. R. SUCKALE. Betlin
2003, p. 108.

2

In this kind of depiction Joseph von Arithmatia replaces
other mourners like Nikodemus or Mary. — VAN DER
OSTEN, G.: Beweinung Christi. In: Reallexikon zur Deutschen
Kunstgeschichte. Vol. 2. Ed. O. SCHMITT. Stuttgart 1939,
col. 466.



the stem of the cross there is the bowed head of an
unidentifiable woman to be seen, dressed in similar
clothing.

By presenting the dead body of Christ with his
wounds?' before a shroud Egell changed the icono-
graphic type of a Deposition from the Cross into that
of a Pieta.”? The special iconographic type of Pieta
that Egell chose derives from the type of the Pieta
with Angels. It was very popular in medieval times,
because it was modeled after the imago pietatis, an
image with three-figures that was popular in France
and Italy from the 13™ century onwards.” Accord-
ing to Rudolf Berliner it was a complex type that
included motives from the iconographic type of the
Lamentation of Mary or Marienklage. Motives of great
importance were not, in his opinion, recognized by
researchers of this time: Mary’s pain and compassion,
as part of Christ’s deepest sorrow, form a portentous
“weapon” of Christ. Also, Mary had to sacrifice her
son humbly at God’s will.** The diverse reactions of
Mary towards the sacrifice of her son are, on one
hand, expressed by her elevated position within the
composition, showing her with bowed head and
folded hands devoted to God’s will. However, the
woman similar to her standing behind the cross bows
her head in mourning. This representation prob-
ably also depicts Mary. Egell, I would assume, tried
to indicate the twofold nature of God. He is to be
represented as a human being and also as God by the
two different representations of Mary: mourning her
dead son and also worshiping him as God.

The Ornamentation and Composition
of Egell’s Lamentation Scene Regarding
Contemporary French Art of the Régence

Since it has been argued that the motives of the
frame of Egell’s bas-relief of the Lamentation of Christ

! The lamentation of the Five Wounds of Christis also a central
part of the liturgy of Good Friday and also of meditation. See
MARROW, J. H.: Passion Iconography in Northern European Art of
the Late Middle Ages and Early Renaissance (=Ars Neetlandica,
1). Bruxelles 1979, p. 33.

** From the Lamentation of Christwith Christ standing, supported
by Mary and St. John developed the type of the Man of Sorrows
within northern-alpine art. — Beweinung Christi. In: Christliche
Tkonographie in Stichworten (see in note 10), p. 63.

28.0 cm, lime wood, bas-relief, exccellent condition. Frankfurt a. M., City
Gallery Liebighaus, Inv. No. 922. Repro: LANKHEIT 1988 (see in
note 4), Vol. 2, pl. 257.

[Fig. 2] are closely connected to its contents and its
further ornamentation is of French origin, some
remarks on its development shall be made before
discussing the composition of the tablet.

# Vesperbild. In: Ibidem, p. 368.

*“Motive von grifster inbaltlicher Bedeutung bleihen unbeachtet: daff Marias
Schmery und Mitleiden, als zu Christi schwersten Leiden gehirend eine
bedentungsschwere ,,Waffe,, Christi darstellten, daf§ aber andererseits
Maria das Opfer ihres Sobnes. .. sich unter den Willen Gottes demiitig
bengend, darbringen. . . mochte”” Most illuminating with regard to the
iconographic types discussed within this essay — BERLINER,
R.: Bemerkungen zu einigen Darstellungen des Erlosers als
Schmerzensmann. In: Rudolf Berliner (see in note 19), p. 208.
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During the infancy of King Louis XV the land
was governed by a Regent Philippe d’Orléans, the
nephew of Louis XIV of France, who gave this
period its name: Régence.” Louis XIV’s succession
brought a change in the court artists and general
artistic fashion. By the end of his reign, rich Ba-
roque designs had given way to lighter elements
with more curves and natural patterns. New artistic
tendencies developed first in the decorative arts and
interior design that gave way to the later Rococo
style. The 1730s, when Egell carved his Lamentation
scene,” represented the height of the development
of Rococo ornamentation in France. It still main-
tained the Baroque taste for complex forms and
intricate patterns but by this point, it had begun to
integrate a variety of diverse characteristics, includ-
ing a taste for asymmetric compositions as Egell’s
relief demonstrates. The distinctive French character
of his ornament makes it assumable he had direct
access to engravings of French ornaments early
on.” The strap opera work used on the frame of
the Lamentation scene was developed by Jean Bérain
(1637 — 1711) by connecting the ornaments of the
arabesque and grotesque as well as the scrollwork. It
was intermediated to the German countries of the

» During the Regency there was the Polysynody which was
the system of government in use in France between 1715
and 1718 and in which each minister (secretary of state) was
replaced by a council. The Regent also introduced the syszeme
de Law which transformed the finances of the bankrupted
kingdom and its aristocracy.

% The ornamentation of Egell’s altarpieces, the Hildesheimer

Altar (1729 — 1731) and the fragment of the Mannheim

altarpiece (1738 — 1741), also follows drawings by Oppe-

nord. — KRAUSE, S.: Der Mannheimer Hochaltar von Paul

Egell. Uberlegungen zur Rezeption rémischer Basreliefs und

Wandretabel im frithen 18. Jahrhundert. In: Jabrbuch der Berliner

Museen. Nene Folge, 48, 2006, p. 69.

¥ DORY, L.: Drei unbekannte Zeichnungen von Johann Paul
Egell. Versuch ihrer chronologischen Einordnung, In: Fesr-
schrift fiir Harald Keller. Ed. H. M. FREIHERR VON ERFFA
—E. HERGET. Darmstadt 1963, p. 384. Zimmermann took
up Déry’s argument linking the shell-motive at the bottom
of the framing to other ornamentally decorated works by
Paul Egell thus dating the relief around the year 1730: “Seine
Ornamentik zeigt neben strengen Régence-Formen ein Muschelmotiy,
das dhnlich wie bei Egells Allegorien des Wassers von 1729 — 1730
im Treppenhans des Mannbeimer Schlosses wiederkebrt.” — E. ZIM-
MERMANN in Barock in Baden-Wiirttemberg. Vom Ende des
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Holy Roman Empire by influential engravers such
as Albrecht Biller (1663 — 1703) and Paul Decker (t
1713), whose Fiirstlicher Baumeisterwas published one
year after the release of the ceuvre of Jean Bérain
and part of the library at Mannheim court. Also
the female mask at the crest of the frame originates
within the work of Bérain.”

Yet, the composition of the reliefs depicting the
Lamentation and also the Deposition from the Cross could
have been inspired by a design for an altarpiece by
Gilles-Marie Oppenord (1672 — 1742) [Fig, 4]. It is
reduced on key elements of the depicted scenes: the
sprawled body of Christ and the kneeling Mother
of God in adoration before the cross. The “empty”
image carrier of Oppenord’s design and also Egell’s
bas-reliefs symbolizes the everlastingness of a time
transcending reality, as the golden background of me-
dieval paintings does. This may be regarded as a result
of the reception of antique bas-reliefs of the Cae-
sarean era, published for the first time by the painter
and engraver Pietro Santé Bartoli, a pupil of Nicolas
Poussin in 1690, and spread in print throughout Eu-
rope at that time.”” Drawings by Bartoli were also kept
at the Graphic collections of Mannheim palace; the
date of their acquisition again is not known.”

Dreifsigjibrigen Krieges zur Franzdsischen Revolution. Vol. 1. [Exhib.
Cat.] Katrlsruhe 1981, pp. 171-172.

# Regarding Bérain, see BLEIBAUM, E.: Bandelwerk. In: Rea/l-
xikon zur Dentschen Kunstwissenschaft. Vol. 1. Ed. O. SCHMITT.
Stuttgart 1939, col. 1435-1436. Deckers Fiirstlicher Banmeisterwas
acquired by Elector Johann Willhelm IT (Jan Wellem) and later
a part of the library at Mannheim Palace, before taken to the
Bibliotheca Palatina at Diisseldorf. - SCHULER, J.: Ein fiirst-
liches Geschenk fiir Disseldorfs ,,6ffentliche Bibliotheque®.
Dubletten der Mannheimer Hofbibliothek. In: Biicher fiir die
Wissenschaft. Bibliotheken swischen Tradition und Fortschritt. Festschrift

Siir Giinter Gattermann gum 65. Geburtstag. Eds. G. KAISER etal.
Minchen — New Providence — London — Paris 1994, p. 247.

# See in detail KRAUSE 2006 (see in note 26), p. 64.

* The Inventory of 1780 enumerates the following works
on p. 4, No. 19: “Petrus Bartoli, Ein port des fenilles mit anti-
quen Mableréyen von Zeiten des Antonius Pii, Vorlagen sind in der
Vatikanischen Bibliothec in einem Manuscript erfunden, 58 Stiick.”
— HStA Miinchen, Geheimes Hausarchiv (Main State Archi-
ves Munich, Privy Archives; hereinafter HStA Minchen),
Abt. III. Compare BARTOLI, P. S.: Adwiranda Romanarum
antiguitatum ac veteris sculpturae vestigia: anaghyphico opere elaborata
ex manoreis exemplaribus guae Romae adbue extant. Romae 1693,
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4. Design for a side altar of the Church of the Sorbonne at Paris by
Gilles-Marie Oppenord. Repro: (Buvres de Gilles-Marie Oppenord
(Grand Oppenord). Paris 1748, pl. CXIV.

The reproduction of antique bas-reliefs by Bar-
toli also led to their discussion by art theoreticians
throughout Europe. Regarding Egell’s intermedia-
tion of the religious contents on his works Gérard de
Lairesses thoughts on the use of the relief are most
lluminating: the most important figures are to be
placed at the foreground, the least important at the

pl. 4. Due to difficulties in reproducing sculptural elements
within the technique of engraving, Bartolis’ engravings arise
the impression of being full sculptural worked out in relief.
The antique reliefs are also imprecisely reproduced.

<. das vornehmste Bild des Werckes [soll] eine Erbabenbeit bebaite [n];
und welches am wenigsten u sagen hat, das schwdchste oder flacheste
werde[n], und in dem Grunde sitzend bleibfen]. Daf§ die meiste Bewe-
gung und Wirckung der Bilder im Profil oder auf der Seite geschebe;
Jedoch mnf§ keine Verkiirzung der Glieder da sein”” — LAIRESSE,
G. de: Grosses Mabler=Buch. Nurnberg 1728 — 1730, p. 64. See
KRAUSE 2006 (see in note 26), n. 65.

background. Movement should be only from profile.
There should not be a shortening of the limbs.” That
is why the head of Christ at the Ece Homo and his
body on the Lamentation and the Deposition from the
Cross tablets are carved more elevated and placed in
the foreground without shortening, as well as the
figures of Adam and Joseph of Aritmathéda. They
are shown in profile kneeling at his side.

Egell could have been in contact with Berain’s™
and Oppenord’s work via engravings and drawings
that were preserved at the library and the collec-
tion of prints and drawings at Mannheim palace.
Despite the fact that these were inventoried much
later in 1738 and in 1780, it is to be assumed that
these drawings were acquired earlier on, because
catalogues were written only from time to time.” The
reason for collecting court art of the Régence at the
Mannheim court may be seen within close dynastic
relations between the Palatinate and France: they
set off when Elizabeth Charlotte of the Palatinate
(1652 —1722) became the wife of Philippe Duke of
Orleans, younger brother of Louis XIV. After his
death in 1715 her son Philipp became the Regent
of France.

Conclusion

Egell’s works represent an intellectual tendency
in pervading the original significance of the icono-
graphic types of medieval passion-images. It is con-
nected with a strong interest in typological thinking
being essential for medieval art. He combined the
original iconographic patterns with contents that are
closely related to them. By this Egell developed new
iconographic solutions. This is made obvious for
instance by his treatment of the fOigures of Adam

*2 The library catalogue od Mannheim palace mentions: “Berain,
Ornemens fol.” — HStA Minchen, Abt. III, No. 67.

3 OPPENORD, G.-M.: Recueil des anvres de Gilles-Marie Oppenord.
Livre d’Autels et Tombeaux (=1’ Art decoratif appliqué 4 Iart
industriel). Frankfurt a. M. 1880, pl. CXIV. The inventory of
engravings from 1780 names on p. 20: “INr. 20 Oppenord: Ein
dito mit verschiedenen Zeichnungen, 111 Stiick.” — HStA Miinchen,
Abt. III. However, these drawings cannot be verified within
the present holdings of the State Graphic Collection at
Munich (Minchen, State Graphic Collection, Dr. Kurt
Zeitler).
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and Eve within the Lamentation scene. His works also
demonstrate a strong interest in the depiction of the
twofold nature of God, as is shown by his Deposition
from the Cross. 1t is also significant, that the Lamentation
scene and the relief of the Deposition from the Cross

depict only a small number of saints, when com-
pared to older ones. The number of the arma Christi
represented is also few, however as Rudolf Berliner
stated, these kept their power in symbolizing essential
contents of belief on the catholic mind.**

Ikonografické stadie basreliéfov a slonovin od Paula Egella

Resumé

Dvorny sochar Paul Egell (1691 — 1752) patri
medzi najvynikajicejsich umelcov juhonemeckého
rokoka prvej polovice 18. storocia. Vd’aka dokona-
lému zvladnutiu rezbarskeho remesla a vyuzivaniu
vzacnych materialov boli jeho malé drevené a slono-
vinové reliéfy vzdy vysoko cenené. Hoci zobrazuju
pasiové scény, ich ikonografia nebola doteraz hlbsie
skiimana. Vo svojej stadii sa preto zameriavam prave
na podrobny rozbor vyvoja ikonografie Egellovych
diel.

Okolo roku 1717 spolupracoval Paul Egell
s Balthasarom Permoserom v Drazd’anoch, v ¢ase
vyzdobnych prac v Zwingeri. Od roku 1720 pracoval
na falckrabskom dvore v Mannheime. V tomto ob-
dobi vytvoril rad basreliéfov zo slonoviny a lipového
dreva, vy¢nievajucich spomedzi jeho socharskych
prac vynimocne dokonalym spracovanim.

Diskurz o Egellovych reliéfoch a dalsich pracach
odstartoval po prvej svetovej vojne, kedy hnutie
nemeckého expresionizmu podnietilo zaujem ne-
meckych historikov umenia o expresfvnost’ vlastnu
socharskym pracam baroka a rokoka. Ako prvi sa
k estetickym hodnotam Egellovych reliéfov vyjadrili
vyznacni vedci Adolf Feulner a Theodor Demmler.
T. Demmler v roku 1922 napisal: ,,... asymetrickd
trojubolnikovd kompozicia, vyraznend masivnym reliéfom
v dolne last, dognieva ako delikdtna ogvena na horne
strane, ... harmonické spojenie a stmelenie vSetkych motivov
do jednotného vyrazn, ktory udrie do 07" Hoci Egellovo
dielo bolo od 60. rokov 20. storocia predmetom
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pomerne podrobného skimania (v roku 1988 publi-
koval Klaus Lankheit catalogue raisonné umelcovych
prac, vratane supisu archivnych pramenov), vicsina
studif sa zaobera $tylovou kritikou jeho skulpur.
Popri mnohych injch problémoch treba preto hib-
kovo analyzovat’ aj tie ikonografické. Existuje trojica
bastreliéfov malého rozmetru: Ecce Homo z roku 1725,
Oplakdvanie Krista z rokov 1723 — 1725 a Snimanie
g kriza z roku 1744,

Egellove prace reprezentuju intelektualnu tenden-
ciu prieniku do p6vodného vyznamu ikonografickych
typov stredovekych pasiovych vyjavov. T4 je spojena
s intenzivhym zaujmom o typologické myslenie
vlastné stredovekému umeniu. Egell kombinoval
originalne ikonografické vzory s obsahmi, ktoré st
s nimi blizko spité. Tymto spésobom vyvinul nové
ikonografické riesenia, zjavné napriklad v zahrnuti
postav Adama a Evy do scény Oplakdvania. Jeho
prace tiez ukazuji vyrazny zaujem o zobrazenie
dvojitej podstaty Boha, vid’ reli¢f Snimanie 3 kriza. Je
tiez pozoruhodné, ze scény Oplakdvania a Snimania
g kri%a zobrazuji v porovnani so starsimi rieSeniami
iba maly pocet svitych. Pocet vyobrazenych arma
Christi je tiez maly, no, ako poznamenal Rudolf Ber-
liner, moc symbolizovat’ zakladny obsah katolickej
viery si stale uchovavaju.

Preklad g anglictiny M. Hrdina

* BERLINER 2003 (see in note 19), p. 177.
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Ple¢nik, Prague, and Palatine

Jan BAZANT

Josip Plecnik was the architect of Prague Castle
from October 5, 1920. At that time, ministerial of-
fices left the Castle, and it became the president’s
residence.' T. G. Masaryk, the first president of the
Czechoslovak Republic, encouraged in every respect
the new democratic ceremonies and state symbols.
In his testament, he declared that he wishes “/o make
of the Castle the residence of democratic president. The entire
reconstruction of the Castle’s exterior and interior must be
restrained, but artistically impressive, it must be a sign of the
idea of state sovereignty and democracy. .. Nation looks at the
Castle as a national matter. The conception and construction
of the Castle were monarchic, and not only president, but also
the government must pay attention to its transformation into
a democratic Castle’”

Masaryk and his daughter Alice, who substituted
her ailing mother in the role of the first lady of the
republic, wholly approved all Plecnik’s projects for
the Castle. They considered them to be entirely in
keeping with Masaryk’s concept of democratic archi-
tecture. Karel Capek brought up this attitude among

! On Ple¢nik and Prague castle, cf. PRELOVSEK, D.: Ar
chitekt Josip Plecnik. Prace pro presidenta Masaryka. Praha 2001;
GULLENDI-CIMPRICHOVA, Z.: Architekt Josip Pletnik
und seine Unternebmungen in Prag im Spannungsfeld zavischen dente-
malpflegerischen Pringipien und politischer Indienstnabme. [Diss.]
Bamberg 2010 (http://www.opus-bayern.de/uni-bamberg/
volltexte/2011/314/pdf/1DissCimprTextopusneuseA2.
pdf). This work was supporetd by grant No. IAA800090902
Antickd inspirace v éeském baroknin uméni of the Grant Agency
of the Academy of Sciences of the Czech Republic.

2 The document is dated to April 20, 1925, and signed by T.
G. Masaryk (Institute of T. G. Masaryk in Prague, Inv. No.
TGM-R, KPR 370/10); cf. MASARYK, T. G.: Svétovd revoluce.
Praha 1925, p. 563; CAPEK, K. Howvory s T. G. Masarykenm.
Praha 1990 (1* ed. 1931), p. 147.

the people. In his widely read books, Czechs came
to realize that the reconstruction of Prague Castle
mirrored Masaryk’s democratic taste. Democratic
buildings ought to be spacious, dignified, filled with
light, with severely smooth walls, and without useless
ornamentation.’ Ple¢nik’s additions to the Castle ap-
parently met these requirements, and its ““democratic
nature” thus took firm roots.

In 1996, there was a magnificent exhibition of
Josip Plecnik in Prague. Its subtitle, Architecture for
New Democracy, implied agreement between Masa-
ryk’s political ideals and the creations of his castle
architect.* Recently, an extreme formulation of this
thesis appeared: “Through Plecnik, Masaryk found an
architectural expression that connected a new nation with
the democracy of ancient Greece through the langnage of
antiguity.”” If we look, however, for concrete exam-
ples of this connection, we get vague formulations
only. In order to connect Ple¢nik with ancient Greek
democracy, historians compared his personal and in-
tegrated structures with the mainstream 20" century

3 Cf. CAPEK, K.: Masaryk ve fotografii: momentky 3 poslednich let.
Praha 1931, p. iii; CAPEK 1990 (see in note 2), p. 325.

4 Cf. LUKES, Z. — PRELOVSEK, D. — VALENA, T. (eds.):
Josip Plecnik. An Architect of Prague Castle. Praha 1996. Cf. also
SLAPETA, V. Joze Ple¢nik and Prague. In: BURKHARDT,
F etal. (eds.): Joge Pletnik. Architect 1872 — 1957. Cambridge
(Mass.) 1989, pp. 82-99; PRELOVSEK, D.: Prezident a jeho
architect. In: T. G. Masaryk, idea demokracie a soncasné evropanstvi.
Sbhornik mezindrodni védecké konference konané v Prage, 2. — 4. brezna

2000. Vol. 1. Praha 2001, pp. 117-121.

o

ALOFSIN, A.: When Buildings Speak. Architecture as Langnage
in the Habsburg Empire and Its Aftermath, 1867 — 1933. Chicago
— London 2006, p. 168.
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neoclassicism, which was often rigid and extremely
axial. Svacha paralleled Ple¢nik with Antonin Engel,
and Jelavich with architects of Hitler’s Germany.® It
is true, that Plecnik’s design is the opposite part of
authoritarian and mechanical neoclassicism, but it
does not make it any more “democratic architecture”.
Besides, Plec¢nik knew well that the architecture of
imperial Rome was neither uniform, nor overly axial.
He knew also that classical Greece did in no way
outdo imperial Roman architecture in individuality.
He knew that it was contrariwise.

As regards Plecnik’s Prague architecture and de-
mocracy, Tomas Valena repeated the question, and he
repeated the answer yet again in 2012. “What is “deno-
cratic” about Plecnik’s reconstruction of the Prague Castle?
Of many possible links between architecture and democracy,
in this case the following stand ont: transparency, successive
openings of the castle grounds to the public, discursiveness, the
anthropomorphic scale of the small interventions in the public
space, and, above all, the reference to Greece as the cradle of
democracy””” The ideals of the Greek polis played a key
role in Ple¢nik’s architectural work, and that is why,
Valena argues, we never find ancient Roman imperial
forms of representation in his Prague project.®

Popular belief, that Ple¢nik intended to promote
democracy in his architecture for Prague Castle, has
opponents. “I think,” writes Marco Pozzetto in the
catalogue of the Prague exhibition, “z¢ can be concluded
that, in Plecnik’s mind, there was not even a notion of the
possible links between democracy and architecture” We do

=N

SVACHA, R.: Czech Architecture in Plecnik’s Time and the
Ideal of Democracy. In: LUKES — PRELOVSEK — VALE-
NA 1996 (see in note 4), pp. 27-39, esp. p. 33; JELAVICH,
P.: National Socialism, Art and Power in the 1930s. In: Past
and Present, 164, 1999, pp. 244-265, esp. pp. 264-265.

7 VALENA, T.: Ple¢nik, Masaryk und die Antike oder eine
Architektur fir neue Demokratie. In: Uwméni, 60, 2012, pp.
39-52, 89, quotation on p. 89.

¥ Ibidem, p. 48: “Pleinik’s Riickgriff auf antike Formen bei seinen
Arbeiten fiir die Prager Burg ist offensichtlich. Es sind aber nicht die
imperialen Formen der Repréisentation, und sei es der demokratischen
Staatsmacht, sondern wie wir bereits gesehen haben eber die diskursiven
Formen im anthropomorphen Mafstab, die wir dem Menschenbild der
griechischen Polis zusprechen michten.”’

? POZZETTO, M.: Ple¢nik and Prague Castle. Architecture

for the New Democracy. In: LUKES — PRELOVSEK — VA-
LENA 1996 (see in note 4), pp. 49-53, quotation on p. 52.
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not know for sure, what Ple¢nik’s intentions were
because he never commented on meanings of his
projects. He always wanted his buildings to tell a
story.'” What they say? Do they promote democracy?
Are there any links between them and architecture
of the 5" century BC Athens, which gave us de-
mocracy? These questions are more difficult, than
it is assumed. Ple¢nik was classicist, but we cannot
determine the exact source of classicizing features
in his work. He never copied anything."" His first
sketch might resemble some ancient monument,
but in final form he always radically departed from
his original model.

This is not to say that we cannot analyse Plec¢nik’s
classical inspiration. We must, however, look at this
problem from a different angle. Instead of asking
what ancient building he imitated, we must ask what
building type he had in mind. To identify it, we need
a set of elements which would all point in one direc-
tion. No one did this before, and this article is to fill
this gap. Plecnik was neo-classicist, and this approach
to architecture was based on what is fitting and
proper. We may assume that in his work for Prague
Castle he took exceptional care to choose a suitable
building type. It would be understandable if he chose
the most spectacular residential building he knew,
namely ancient Roman imperial palace. In Plecnik’s
designs for Prague Castle, we find a number of its
attributes — portico fagade, basilican hall, vestibule in
the form of the rotunda with oculus, cryptoportico,

10 In 1923, Ple¢nik told his students in Ljubljana: “There are now
tendencies to write and speak, which are contrary to the will to architec-
ture. Since architecture needs silence and endless work, it is necessary
to avoid all speaking.” — GRABRIJAN, D.: Pleinik in njegova sola.
Maribor 1968, p. 56. ]ANAK, P: Josef Ple¢nik v Praze. In:
Volné smeéry 26,1928, pp. 97-108, especially p. 97: “While down
town in Prague. .. stances and opinions are piled onto each other. ..
above Prague, at Prague Castle an artist thinks and creates in silence,
with unwavering calmness.” Pavel Jandk, Ple¢nik’s colleague in
the Academy of Arts, Architecture and Design and his suc-
cessor as the architect of Prague Castle, was never concrete
in his commentaries on Ple¢nik’s work. Cf. also JANAK, P:
Architekt na Prazském hrad¢. In: Architektnra, 1, 1948, pp.
13-20.

" ACHLEITNER, E: A Slavic Gaudi? In: BURKHARDT
1989 (see in note 4), pp. 2-5, especially p. 5: “He did not ‘quote’
expressly, and when be did it, it was from memory and while integrating
his quote into a constraining whole.”



obelisk, and park shaped like a hippodrome. Some
of these features, like portico fagade, were common
features of residential architecture of Plec¢nik’s time.
There are, however, features, like hippodrome, which
are unique and we cannot explain them without refer-
ence to imperial palaces of ancient Roman emperors.
What matters the most is a combination of features
which all point to one building type.

The idea that Ple¢nik modelled the residence of
the president of Czechoslovak Republic after the
palace of ancient Roman emperor might seem silly,
but it is not. The ancient Roman imperial palace
differed from normal residences by various bor-
rowings from temple architecture, the most notable
being colonnaded fagade and portico in the form
of a domed rotunda. It was a residence of a man,
who was venerated as a god. According to Plecnik,
who was Slovene, Slavs were a God’s selected peo-
ple predetermined to revive European civilisation.'?
Czechoslovakia was the most advanced Slavic nation,
and Masaryk was its essence. Being Slavic patriot,
Ple¢nik considered it his duty to work for him."”
Ple¢nik’s architecture for Prague Castle character-
ises sacralisation of the presidency. Masaryk was a
leader blessed by God and Plec¢nik wanted to stress
above all this aspect of his reign. His resources with
which he hoped to achieve this goal were not only
forms inspired by classical antiquity, but also colossal
dimensions, expensive materials (preferably granite)
and above all an urbanistic plan of Prague, in which
the Castle would be isolated.'* For him, it was a Holy
of Hollies of all Slavs.

2 PRELOVSEK, D.: Josef Plecnik 1872 — 1957. Architectura
Perennis. Salzburg — Wien 1992, pp. 19-20; MANSBACH, S.:
Joze Plecnik, and the Landscaping of Modern Ljubljana. In:
Centropa, 4, 2004, pp. 111-121, esp. p. 112, n. 10.

3 Ple¢nik told to his students in Ljubljana: “If wouid be a great
political mistake; if I would not go to Prague. . . it was not only a matter
of Slovenian nation, but of all Slaves”” Quoted in GRABRIJAN
1968 (see in note 10), p. 73.

" On Ple¢nik’s granite pavement of the Castle courtyards, cf.
JANAK 1928 (see in note 10), p. 107; EDGAR, E.: ]. Plecnik
doma. In: Kdmen, 22,1941, pp. 35-43. Cf. GULLENDI-CIM-
PRICHOVA 2010 (see in note 1), pp. 244-245.

15 LUKES — PRELOVSEK — VALENA 1996 (see in note 4),
designs on pp. 56-58.

Plecnik’s first assignments for Prague Castle were
gardens in front of its southern facade. They form
a band along its entire length. They were the presi-
dent’s gardens, but anyone could see them through
Ple¢nik’s western entrance of 1924 — 1925. The
importance of this gate lies in that it is right next to
the 1% courtyard, which is the ceremonial entrance to
Prague Castle complex. Ple¢nik conceived president’s
gardens as a matter of all citizens of the republic.
Between July 14 and 17, 1920, Ple¢nik made ten plans
for the western part of the gardens.” We know their
chronological order, and in the third to sixth plan,
Plec¢nik filled the entire space by a park conceived
like hippodrome.'® Ple¢nik’s drawing number three,
which was the first in this sequence, represents an-
cient Roman hippodrome. It has a semi-circular area
on one side and a square end with a row of columns
or pillars at the other."” In ancient Rome, private
hippodrome was a hallmark of luxurious residence.
In the city of Rome, we find it in the residence of
Emperor Domitian at Palatine completed in 92 AD."
Hippodrome was also part of the imperial residence
of Hadrian in Tivoli of 117 — 138 AD."”

Plecnik’s hippodrome and the famous obelisk
of Prague Castle belong together. In ancient Greek
hippodromes and Roman circuses, there were posts
at both ends (horses or chariots circle around them).
In Ple¢nik’s design, the idea of stressed hippodrome
turn appeared on the project number 6. On this plan,
he placed a colossal statue on a high basis to the cen-
tre of the rounded end at the west. He dropped the
idea of hippodrome-garden already in autumn 1920,

16 Ple¢nik’s hippodrome and obelisk are treated at length in my
article “Plecnik, President and Hippodrome”, which will be
published soon.

" LUKES — PRELOVSEK — VALENA 1996 (see in note 4),
p. 57 below. Cf. Valena’s commentary ibidem, p. 262.

'8 For literature accessible to Ple¢nik, cf. e.g. MARX, E: Das
sogennante Stadium auf dem Palatin. In: Jahrbuch des Dent-
schen Archéologischen Instituts, 10, 1895, pp. 129-143; HAU-
GWITZ, E. von: Der Palatin. Seine Geschichte und seine Ruinen.
Roma 1901; GOTHEIN, M. L.: Geschichte der Gartenkunst. Vol.
1. Jena 1914, p. 110.

19 Ple¢nik visited Tivoli on May 19 — 20, 1899. Cf. STELE, E:

Arbh. Joge Plecnik v 1taliji, 1898 — 1899. Ljubljana 1967, pp. 20,
188.
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when he filled garden’s west with magnificent stairs.
In its middle, in the place where he originally placed
a statue in his hippodrome garden, he proposed to
erect an obelisk.”

In Ple¢nik’s notion of Masaryk’s residence there
were two motives with which he wanted to change
the appearance of southern fagade of Prague Castle
radically — obelisk and giant portico fagade. This
facade faces the city, and that is why he considered
these motives to be crucial. Unfortunately, he could
realise any of them. Obelisk had a complicated
history, and in 1925, Ple¢nik finally decided that
it should be placed in the 3™ courtyard of Prague
Castle, where it stands now.”! Giant portico temained
only on paper.

In 1923 Plecnik designed a pavilion called The
Bellevue in front of the southern fagade of Prague

0 In 1912, Wagner’s pupil Rudolf Weiss designed a royal villa
in Sirmione, Lago di Garda, modelled on the imperial pa-
lace at Palatine, Rome. The central courtyard is shaped like
a hippodrome with obelisks at both ends of the spina. Cf.
POZZETTO, M.: Die Schule Otto Wagners 1894 — 1912. Wien
1979, figs. 278-280.
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1. ]. Plecnife: The Bel-
levne, southern gardens,
Pragne Castle, 1924

— 1925, Repro: LUKES
~ PRELOVSEK

— VALENA 1996

(see in note 4), p. 229.

Castle [Fig. 1]. With it, he separated presidential gar-
dens from those under the Institute for Aristocratic
Ladies. Pavilion has varied floor plan. The forwarded
part has a fagade composed of five Egyptianizing
columns in the form of opened papyrus flower.
Columns support flat roof. On the western side,
the entablature continues, and this recessed facade
has five half columns with capitals of an innovative
design which resemble Ionian ones. The pavilion is
monumental; its height spans nearly two floors of the
building which looms behind it. The pavilion stands
on a mound situated roughly in the middle of the
garden strip; therefore, one can see it from a consid-
erable distance from both sides of the garden.
From 1924, the Bellevue became the greatest
dominant of the garden, but it did not change the
appearance of Prague Castle as it is seen from the

2! Plany M. Ple¢nika (Plans by M. Ple¢nik), April 18, 1925.
Archive of Prague Castle. Cf. LUKES — PRELOVSEK
— VALENA 1996 (see in note 4), p. 284 and p. 290, n. 83.



city. This should be the responsibility of a colon-
nade about 20 meters high which Plec¢nik designed
in January, 1925. If Plecnik realised his plans, one
would see in front of the Castle’s western edge an
obelisk. In the middle of the Castle fagade, directly
under the towers of the Gothic cathedral, there
would be a classical colonnade. It would consist of
giant columns spanning all four floors; its entablature
would be at the same height as the top of the obelisk.
Obelisk and colonnade would both reach the lower
end of the roof of Castle complex.

The southern facade of the Castle is not flat. In
its centre the Renaissance wing protrudes from it.
To the west of it the facade recesses. Ple¢nik used
this opening to present his monumental portico. He
conceived it as an excerpt of ancient Roman fagade
with two side risalits (avant-corps) connected by a
colonnade, which was the most common facade
of ancient Roman villa. In the first sketch, Ple¢nik
produced eight giant columns on a high base, from
which he planned semi-circular stairs reaching the
garden [Fig. 2].** Behind the portico, there would be
stairs leading through the southern section of Prague
Castle complex. It would end in the 3 courtyard by
a portico with a front of four columns.

Czechs refused such a radical change of the
familiar panorama of Prague Castle. Immediately
after Plecnik designed the giant colonnade, he met
art historian Wirth who represented the Ministry
of Education and National Enlightenment and in-
formed him about his plans.* Wirth did not agree,
but Plec¢nik had the full support of the president in
this matter. In the testament written in 1925 men-
tioned above, Masaryk states explicitly, that he wants
that “there were five columns connected by an architrave” **
Plecnik thus further elaborated his plans [Fig. 3].
Probably at Masaryk’s proposal he fixed number of
columns to five, which would symbolise five lands
of the Czechoslovak Republic (Bohemia, Moravia,
Silesia, Slovakia and Ruthenia).

2 LUKES — PRELOVSEK — VALENA 1996 (see in note 4),
design on p. 148 below.

# Cf. ibidem, p. 280 and p. 290, n. 59.
% Cf. note 2.

» PRELOVSEK 2001 (see in note 1), p. 75.

. i =

2. |. Plecnik: Sketch of the monumental portico at the southern facade
of Prague Castle (detail), 1925. Archive of Prague Castle, Inv. No.
10313-0155. Repro: LUKES — PRELOVSEK — VALENA 1996
(see in note 4), p. 146.

Prelovsek maintains that Ple¢nik’s monumental
portico would bring Prague Castle nearer to Acropo-
lis in Athens.” Even more important was that a
monumental portico was one of key attributes of
ancient Roman imperial palace, which visualised the
unique status of the emperor.® It was a borrowing
from temples and luxurious seaside villas of Roman
elite. The first example of porticoed imperial palace
was Nero’s fabulous “Domus Aurea”, which was a
giant villa in the middle of Rome.” The residence
of Emperor Domitian at the Palatine Hill in Rome

% Cf. SWOBODA, M.: Réwische und Romanische Paliste. Wien
1918 (2™ ed. 1924), p. 50. Swoboda’s work summed up the
intensive research on the imperial palace on the Palatine
conducted around 1900. Cf. HAUGWITZ 1901 (see in note
18); CANCOGNI, D.: Le rovine del Palatino: gnida storico-artistica.
Milano 1909.

¥ Cf. WEEGE, E.: Das Goldene Haus Neros. Berlin 1913.
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3. |. Plecnik: Sketch of the monumental portico at the southern fagade
of Prague Castle (detail), 1925. Archive of Prague Castle, Inv. No.
10313-0012. Repro: LUKES — PRELOVSEK — VALENA

1996 (see in note 4).

provided the model for all future palaces. It had
porticos on both sides, straight on the facade of
the official residence and curved at the back facade,
behind which was a private residence of the emperor
[Fig. 4]. The best-preserved porticoed facade of the
imperial palace was the sea front of Diocletian’s
residence in Split [Fig. 5].” It is on Dalmatian coast,
and this might be of importance for Ple¢nik.
Plec¢nik’s plans indicate that he wanted a monu-
mental portico with rich sculptural decoration. He
placed it in triangular pediment above the entablature

% At the beginning of the 20™ century, several works on the
Diocletian’s Palace at Split appeared. Cf. NIEMANN, G.:
Der Palast Diocletians in Spalato. Wien 1910; HEBRARD, E.
— ZEILER, J.: Spalato. 1 ¢ palais de Dioclétien. Paris 1911.

» LUKES — PRELOVSEK — VALENA 1996 (sce in note 4),
design on p. 350.

0 Ibidem, p. 350. Cf. SERRADIFALCO, Duca di [Domenico
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4. Domitian’s Palace at Pa/alm, Rome, completed in 92. On the left, the
hippodrome park, “Stadinm Palatinum”. Below right, the portico of the
public section, “Atrium”. Above centre, portico of the private apartment,
“Exedra”. Repro: GSELL FELS, Th.: Rom und Campagna.
Leipzig— Wien 1895, between pp. 324-325, detail.

in one plan.” He also tried columns with statues,
presumably personifications of Czech lands, which
he placed at the upper part of columns, as in the
ancient Greek temple at Agrigento.” On another
plan, he placed the statues on the entablature, at the
axis of columns [Fig. 3]."' On these plans, the stair-
case behind columns is not straight, as in the first
sketch, but it goes parallel with the portico and turns
the other way. In these later variants, he shifted the
portico forward in order to make room for stairs.”

In spring 19206, the heavy rains caused a catas-
trophe. The whole central portion of the southern
gardens of Prague Castle started to slide down. Ex-

Lo Faso Pietrasanta): Le Antichita della Sicilia. Vol 111. ,, Antichita
di Agragante*. Palermo 1830, fig, 27. Ple¢nik visited Agrigento
during his stay in Ttaly. - PRELOVSEK, D.: Jusip Plecnik. Zivot
a dilo. Slapanice 2003, p. 38.

' LUKES — PRELOVSEK — VALENA 1996 (sce in note 4),
designs on pp. 153, 352, 353.

32 Ibidem, design on p. 153.



5. Diocletian’s Palace at Split with a porticoed fagade in the entire length of the seaside front between the corner risalits. Repro: ADAM, R.: Ruins
of the Palace of the Emperor Diocletian at Spalatro in Dalmatia. London 1764, pl. V111

pensive supporting constructions had to be built and
the works continued well into 1926. In this situation,
it would not be reasonable to insist on a monumental
portico, which Czech experts refused from the very
beginning. Plecnik proposed instead of it stairs [Fig.
6]. The ultimate Plec¢nik’s plan, which also contrib-
uted to a greater stability of the endangered area the
Castle, was from October 25, 1927. Czech experts
accepted this plan, and the works essentially ended
at autumn 1931.

Statuettes of bulls which carry the baldachin on
the 3" courtyard gave the staircase its name [Fig. 7.
These bulls might be inspired by a marble statue of
345 — 338 BC, which decorated a tomb in Athens.*
The idea of replacing pillar capital by a bull could
come from a Hellenistic fragment from Delos, which
Plec¢nik might know from numerous reproductions
[Fig. 8].** Another characteristic element of the Bull

» In 1927, Ple¢nik sent to Otto Rothmayer a postcard from
Athens with this bull. On the postcard he wrote: “Pragsky
brad — vérit Akropolis” (“Prague Castle — true to Acropolis.””) Cf.
LUKES — PRELOVSEK — VALENA 1996 (see in note 4),
reproduction on p. 95.

3 Cf. COCKERELL, C. R. et al.: Alterthiimer von Athen und
anderen Orten Griechenlands, Siciliens und Kleinasiens. Darmstadt
1833, pp. 65-68, pl. V. On columns with bulls in ancient Greek
architecture, cf. WEBB, P.A.: Hellenistic Architectural Sculpture.
Figural Motifs in Western Anatolia and the Aegean Islands. London
1996, pp. 29-30.

Staircase is the remarkable stonework of niches at
landings, which looks like a rising sun. It might be
inspired by niches in the Jerash from 191 AD [Fig.
9]. These heterogeneous details notwithstanding, the
conception of Bulls’ Stairs is Minoan. Excavations of
the Palace at Knossos, Crete, inspired these stairs with
columns in the centre [Figs. 10-11].” In the course of
construction of the Bull Staircase, Ple¢nik heightened
its Minoan character. He inverted Doric columns in
order to taper down like Minoan columns.

For Plec¢nik, the giant portico was an irreplace-
able loss, but stairs in Minoan style were a suitable
replacement. Like a porticoed fagade, it was a pal-
ace attribute. At Prague Castle, we find numerous
instances of Plecnik’s inspiration by Minoan and
Mycenaean palaces.’® Hard stones fascinated him,
and he admired megalithic architecture, which was
Mycenaean speciality [Fig. 12].”” The most explicit

* In 1924 — 1925, Ple¢nik used centrally placed column also in
the western gate to the gardens and in the gate to alpinium.

3 Cf. ALUSIK, T.: Minoan-Mycenacan Elements in the Work
of Josip Ple¢nik at Prague Castle. In: Studia Hercynia, 8,2004,
pp. 59-66.

37 Cf. CHOISY, A.: Histoire de ['architecture. Vol. 1. Paris 1899, p.
231.
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6. J. Plecnik: The Bull Staircase, Prague Castle, 1929 — 1931. Repro:
LUKES — PRELOVSEK — VALENA 1996 (see in note 4), p.
281 above.

reference to Mycenaean palace at Prague Castle is
the “Cyclopean Wall” under the Garden at the Bas-
tion (Na Bast¢) [Fig. 13]. Minoans and Mycenaeans
created exemplary elitist, palace cultures, but Myc-
enaean architecture was outspokenly virile. That was
something which Plec¢nik always preferred.

In 1927 — 1930, Ple¢nik built a hall in the traverse
wing separating the 1% and 2™ courtyard of Prague
Castle [Fig, 14].* It ought to serve as monumental
vestibule to public rooms of the Castle, and its
atmosphere is firmly severe. In this Column Hall
almost military discipline reigns. He achieved this

3 PRELOVSEK 2003 (see in note 30), pp. 183-184.
» VLCEK, P: Modernism as a Means to Achieve Democracy.

T. G. Masaryk and Josip Ple¢nik. In: LUKES — PRELOVSEK
—VALENA 1996 (see in note 4), pp. 41-47, esp. p. 45: colona-

58

7. ] Plecnik: The Bull Staircase, 3" conrtyard, Prague Castle, 1929
— 1931. Repro: LUKES — PRELOVSEK — VZALENA 1996 (see
in note 4), p. 358.

masculine appearance by two superimposed rows
of columns of Doric type. The height of columns
diminishes, and the shortest columns in the third
row are in unusual Ionic form. He kept the decora-
tion to a minimum and light grey granite columns
contrast sharply with dark ceiling made of copper
plates fastened by gilded rivets.

The literature on Plec¢nik presents the Column
Hall as an expression of democratic ideals.” We can
read also that it evokes interiors of Greek temples
of the 5" century BC [Fig. 15] or the Propylacum,
the ceremonial gateway to Acropolis in Athens built
during Pericles’ era [Fig. 16].* Ple¢nik visited Greece
in 1927, and the temple of Aphaia in Aegina might
be an inspiration for superimposed row of columns
separated by architrave with mutules (brackets) situ-
ated beneath the corona of a cornice. Beside this
feature, Ple¢nik’s rich and spacious Column Hall
has nothing in common with classical Greek temple
cella, which was narrow and dark.

As a building type, the Column Hall evokes an-
cient Roman basilica, which was a monumental space
flooded with light and opened to the surrounding

des in the interior are a “contradiction”, a visual counterpart
to Masaryk’s dictum that “democracy is discussion”.

0 PIV{ELOVSEK 2001 (see in note 1), pp. 118-119; PRELO-
VSEK 2003 (see in note 30), p. 183.



8. Hellenistic fragment from Delos. Repro: DURM, J.: Die Baukunst
der Griechen. Darmstadt 1881, p. 155.

)ﬁ;d]uimilL: in Grrass. .
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9. Niche in the Nymphaeum in Jerash, Jordan, 191 AD. Repro: DURM,
J.: Die Baukunst der Etrusker. Die Baukunst der Rémer. Dar-
stadt 1885, p. 196.

space [Figs. 17-18].*' Ple¢nik opened the longer
sides of the Column Hall with large arcades, so that
cars could drive through or the Castle guard could
traverse it on its march from the 1 to the 2™ court-
yard. Another basilican aspect of the Column Hall
was a tribune, from which the convention gathered
in it could be addressed. On its northern side, there
was a door at the top of monumental stairs in the
form of half circle, and above this elevated door,
there was a balcony. Ple¢nik conceived the Column
Hall as a monumental vestibule of the public section
of the Castle, in which the Spanish Hall dominated.
Openness and ceremoniousness of the Column Hall

“ Cf. REBER, E.: Die Urform der romischen Basilica. In:
Mittheilungen der K. K. Central-Commission ur Erforschung und
Erbaltung der Bandenkmale, 14, 1869, pp. 35-58.

10. Reconstruction of the Palace of Cnossos, the conrtyard facade with the
Grand Staircase, ca. 1900 BC, rebuilt ca. 1650 BC. Repro: EVANS,
A.: The Palace of Minos at Knossos. 1o/ 11, 2. London 1928,
fig. 532.
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11. Reconstruction of the Palace of Knossos, Grand Staircase. Repro:
EVANS, A.: The Palace of Minos at Knossos. Vol 11, 2. Iondon
1928, fig. 247.
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12. Cyclopean Wall, the Palace of Tirynth, 14" century BC. Repro:
DURM, J.: Die Baukunst der Griechen. Darmstadt 1881, p. 22.

13. ]. Plecnik: Acccess to the Deer Moat, Prague Castle, 1932 — 1933.
Repro: LUKES — PRELOVSEK — VAILLENA 1996 (see in note 4),
p. 309 above.

announced the public nature of this section. Visi-
tors ought to see through it, but once they get in, its
solemnity ought to overwhelm them.

In the imperial era, basilica became one of the at-
tributes of the palace of ancient Roman emperor. We
find it in the public section in the palace of Domitian
at Palatine in Rome as well as in Diocletian’s Palace
at Split [Fig, 19].* Ple¢nik’s Column Hall is not true
basilica; it only quotes is essential visual features.
There is no colonnade on the lowest floor, and above
it, colonnades are so close to the sidewalls that the

*2 On reconstruction of Domitian’s Palace, see HAUGWITZ
1901 (see in note 18), figs. 68-69 (G. Tognetti, painter; Chr.
Hiilsen, archaeologist). On reconstruction of the Basilica, see
Basilica Flavia nel Palazzo imperiale Domigianoe, 1902 (photo; M.
Gasperini, painter; G. Gatteschi, archaeologist).
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14. . Plecnik: Column Hall, situation in 1927 — 1930, Prague Castle.
Repro: LUKES — PRELOVSEK — VAILLENA 1996 (see in note 4),
p. 310 above.

room behind them could not have any practical func-
tion. The Column Hall combines two ancient Roman
building types — basilica and stately hall. The latter
has a single nave the walls of which often decorate
superimposed columns or half columns. The most
famous ceremonial hall of this type was the “Aula
Regia” (audience hall), the main space of the public
area of Domitian’s Palace at Palatine.”

Domitian’s imperial palace at Palatine formed a
whole, but it consisted of two sections, as already
mentioned above. To the north, there was the public

# On reconstruction of the Aula Regia, see Aula regia nel Palazzo
imperiale Domiziano, 1903 (photo; M. Gasperini, painter; G.
Gatteschi, archaeologist).



15. Athena Aphaia Temple, ca. 500 BC. Repro: DURM, J.: Die
Baukunst der Griechen. Darmstadt 1881, between pp. 40 and 41.
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16. Propylaca, Athenian Acropolis, 437 — 432 BC. Repro: BAR-
THELEMY, ].-J.: The Travels of Anacharsis the Younger.
London 1793, Vol. 2, p. 216, engraving by T. Cook.
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17. Basilica in Pompeii, second half of the 2" century BC, doors at longer sides, shorter side oriented to the forum is open, at the opposite side is a
tribune. Repro: DURM, J.: Die Baukunst der Griechen. Darmstadr 1881, p. 327.

sections with the Aula Regia and Basilica, in which
emperor gave official audiences. To the south, with
the facade facing southwest was the private residence
of the emperor with an array of small rooms of var-
ied floor plans. Private and public sections were not
only in different architectural codes; they also com-
municated with the surrounding world differently.
The public area faced the Forum Romanum, the
traditional political and religious centre of Roman
state. The private area had its main fagade on the op-
posite side. This facade consisted of a monumental
porticoed exedra, which did not do as entrance, but

as a place from which emperor looked at the city.
Even more significant was the fact that this fagcade
enabled optical communication of Roman citizens
with their emperor, who was at the same time in-
accessible and always available. Porticoed exedra
loomed above the main Roman social gathering
space, Circus Maximus, in which entertainments, as
well as state ceremonies, took place.

The clear-cut division of public and private sec-
tions in Domitian’s Palace was its main innovation. It
became the dominant element of residences of an-
cient Roman emperors, who were godlike and simul-
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18. Trajan’s Basilica, 110 AD,
Trajan’s Forum, Rome. Repro:
CANINA, L.: Gli edifizj
di Roma antica cogniti per

alcune reliquie. Roma 1848

— 1856, Vol. 2, tab. 123.

taneously ordinary men. In Renaissance and Baroque
Europe, this polarity became a regular feature of
residences of the highest rank. At Prague Castle, the
palace of Emperor Rudolf II followed this pattern:
in the southern wing was the private residence and in
the northern wing the public rooms with the stately
Spanish Hall. The Matthias Gate of 1614 provided
this palatial complex with a monumental entrance.
In his first sketches for the adaptation of the 1*
courtyard of Prague Castle, which Plecnik made in
1920, he did not depart from this arrangement. He
retained the traditional communication system: from
the gate to the 1* courtyard, one proceeded along its
central axis directly to the Matthias Gate.

In November 1920, Ple¢nik radically changed the
concept. From that time on, he differentiated clearly
between the public and private sections of Prague
Castle in his plans. He conceived the Castle as an
indivisible area with two cleatly differentiated parts.
It is to be noted that he apparently discussed this
division with Masaryk.** According to Ple¢nik’s new
project the entry into the complex of Prague Castle

# According to Alice Masarykovd, on the 2™ floor of the
southern wing should be “an apartment for people who work on the
creation of the present, a picture of the present embodied in the castle
walls..., the 1 floor is to serve the purposes of representation, to all
Sfuture people, and the Spanish Hall is to become the meeting place of the

62

should diverge at the gate to the 1* courtyard. This
forking played a crucial role in this plan, and Plecnik,
therefore, stressed it by placing a pillar with Czecho-
slovak lion behind the gate to the 1* courtyard. From
it, two paths would traverse the courtyard sideways
and end at its opposite corners.” The northern
way would lead to the Column Hall which was the
monumental passage to the 2™ courtyard and to the
Spanish Hall, the centre of the public section of the
presidential residence. The southern way would end
in front of the passage leading to president’s private
apartment.

In 1920, these new approaches were marked on
the pavement of the 1% courtyard. This was the first
and final step to the realisation of Ple¢nik’s ambitious
plans; the rest was not accepted. The distinction of
public and private halves of Prague Castle presup-
posed the closing of the Matthias Gate. Czechs did
not like this idea, which no doubt surprised Plecnik.
Did not Masaryk want to separate the residence of
Czechoslovak presidents from that of Habsburg
emperors? His proposal would be entirely in keep-

people”. — Alice Masagykové, letter to Plec¢nik from September
27,1921. Cf. LUKES — PRELOVSEK — VALENA 1996 (sce
in note 4), p. 368.

# Ibidem, design on p. 19.



19. Domitian’s Palace at
Palatine, Rome, comple-
ted in 92 AD. From left
to right: Anla Regia and
Basilica.. Repro: HAUG-
WITZ 1901 (see in note
18), fig. 68, drawing by G.
Tognetts.

ing with this. Matthias Gate was the most prominent
Habsburg monument at Prague Castle, the main
symbol of this dynasty’s presence in Bohemian lands.
Ple¢nik proposed to put the Habsburg gate out of
service. The closing of this gate would be a powerful
symbolic gesture. In the lower part of the Matthias
Gate, Plecnik planed doors with Czechoslovak state
symbols, above the middle doors a state emblem.
The rest of the gate openings ought to be closed
with a grid. This grid would allow the visual contact
with the 2™ courtyard, to which Czechs got used
to.* Nevertheless, in 1930 Ple¢nik capitulated. The
Matthias Gate remained opened, and Plec¢nik’s new
passage leading through the Column Hall were closed
by glass doors, and later they were walled up.

From summer 1920, architect Jan Kotéra pre-
pared plans for the private residence of the president
of Czechoslovak Republic in the western half of the
southern wing of Prague Castle. Masaryk did not
like them. He saw the residence of Czechoslovak
president as a state institution, the style of which
ought to be timeless, with a spiritual message. He
missed all this in Kotéra’s plans. At the end of
summer of 1921, Masaryk ended cooperation with
him and asked Ple¢nik to design the president’s
apartment.

46

Ibidem, design on p. 20.

20. |. Plecnik: Gate to the passage to president’s apartment, 3" conrtyard,
Prague Castle, 1924. Repro: LUKES — PRELOVSEK — 1ZALENA
1996 (see in note 4), p. 406.
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21. Etruscan gate, Volterra. Repro: WORDSWORTH, Ch.: Greece.
Pictorial, Descriptive and Historical. London 1853, p. 48, pl. 1.

22. . Plecnik: The passage to president 5 apartment, Prague Castle, 1923
— 1924. Repro: LUKES — PRELOVSEK — VZALENA 1996 (see
in note 4), p. 390 below.

Plec¢nik’s arrangement was symbolic and at the
same time fully functional. In the southern corner
of the 1* courtyard, there is a gateway to the passage
leading to the next courtyard, at the opposite side
of which is a gateway to another passage. Neither of
these gates is in any way marked. The outward sign
of president’s apartmentis only on the 3" courtyard,
which is the heart of the Castle complex. In the
middle of the southern wing, there is an entrance
to the stairs leading to president’s library. Above the
entrance is the balcony, from which president could
address the crowd. At the southwestern corner of
the 3 courtyard, there is the opposite end of the
passage to president’s apartment. The gateway has

47 By Damjan Pesan. Cf. ibidem, design on p. 407.
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at its top a small gilded woman’s head with a star
above, which dates from 1924 [Fig. 20].*” A year later
Ple¢nik decorated in the same manner a gateway to
rockery in the president’s garden.

Heads on top of an arch are an ancient motif. It
is a typical decoration of Etruscan city gates, where
it had protective function [Fig, 21]. The woman head
with a star might allude to legendary Libussa, the
founder of Prague, but what matters is that it is not a
state symbol. The apartment of the president of the
republic ought not differ from that of any other citizen.
Nevertheless, the enigmatic decoration on the gate at
the 3" courtyard indicates that it is not a standard flat.

In 1923 — 1924, the president’s apartment was
built and decorated according to Plecnik’s plans. The
passage from the 2™ to the 3" courtyard [Fig. 22], in
which president entered the elevator, looks like an
ancient cryptoportico. Cryptoportico with light com-
ing from above, through openings in the vault, was
typical for ancient Roman architecture, and it became
also a hallmark of imperial residences. Cryptopor-
tico offered shade and coolness in summer, but this
half-subterranean passage also provided a fast and
secure communication in large complexes of ancient
imperial residences. Ple¢nik might know them from
the imperial palace at Palatine or from the villa of
Hadrian at Tivoli [Fig. 23]. The palatial appearance
of president’s cryptoportico at Prague Castle stressed
black marble columns of Minoan type.

The elevator shaft was in the middle of presi-
dential apartment, which was a string of rooms
connected by a corridor facing northward, to the 3™
and 2™ courtyard. In the eastern half was a series
of personal rooms for president and members of
his family. At the easternmost end was an office of
president’s private secretary and president’s library,
which Masaryk used as a study and private audience
chamber. The entire western half of the president’s
apartment contained salons, where president’s guests
could be received and entertained.

In the centre of president’s apartment, near to the
elevator, is the Impluvium. It is an irregular square
room, all four walls of which pierce arcades [Fig, 24].
It served as a vestibule of the president’s apartment,
and its ceremonial function indicated a shallow oval
dome inserted in the ceiling. In its middle is an oval
window, which allowed sunlight enter the dark cas-
tle interior, in the evening the electric light replaced



23. Cryptoportico, Hadrian’s Villa at Tivoli, 117 — 138 AD. Repro:
CAGNAT, R. — CHAPOT, VV.: Manuel d’archéologiec Romaine.
Vol 1. Paris 1916, p. 313, fig. 165.

sunlight. Above this room, two roofs meet. The
north-south wing separating the 2™ and 3" courtyards
meets at this point the east-west wing, which forms
the southern fagade of Prague Castle. The ceiling
window of the vestibule connected the president’s
apartment directly with sky, and Ple¢nik fully used the
symbolic potential of this space. Directly under the
sky window he placed its earthen counterpart, shallow
round bowl made of granite with a water fountain in
the middle. A column tapering upward supports the
bowl. This column is the centre of the vestibule and
the pivot of the whole presidential apartment.

In the Impluvium, the ceiling window connects
culture and nature, earthen and celestial. Ple¢nik’s
design explicitly stressed this reading; the vestibule

# Plecnik originally planned a rotunda in place of the Column
Hall. See ibidem, design on p. 19.

24. |. Plecnik: The Impluvinm, president’s apartment, Pragne Castle,

1923 — 1924. Repro: LUKES — PRELOVSEK — VVALENA
1996 (see in note 4), p. 409.

has marble floor. Moreovet, it sinks below the level of
the parquet floor around, as if rain-water came from
the sky and would be collected here.” Impluvium is a
name for a basin in which ancient Romans collected
rain-water in the central room of Roman house, the
ceiling of which had an opening in the middle. The
name of the room, therefore, implies that the model
of president’s apartment was Pompeian house.” The
motivation of this allusion is obvious; it was a way to
connect president’s apartment with Roman republi-
can tradition. In ancient Roman house, impluvium
was, however, always rectangular, as was also the
compluvium, the opening above it.

The vestibule of president’s flat does not quote
the ancient Roman house but the dome with oculus,

“ Cf. PRELOVSEK 2001 (see in note 1), p. 91: ... as a souvenir
to president’s trip to Italy and the visit of Pompeii... he created at
Pragne Castle a gennine Roman impluvinm.”
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which was the characteristic feature of ancient Ro-
man sacral architecture. The most famous example
is the Pantheon in Rome built by Emperor Hadrian
as a sanctuary of sun, of which oculus is a symbol.
Sun’s orbit on sky visualised the disk, which formed
sunrays coming through the oculus, and which
travelled in the temple’s interior. This architectonic
feature with powerful symbolic potential appears
also in palatial architecture of ancient Rome, where
it visualised the unique status of the emperor.”
The first known instance of a palatial rotunda
with oculus comes from Hadrian’s Villa in Tivoli,
from which emperor ruled his empire beginning
with 134 AD [Fig. 25]. In this huge complex, the
imperial residence was in Piazza d’Oro. It is in
ruins, but in Plecnik’s time, its original appearance
was well known.” The palace was entered through

%0 Cf. RAHN, J. R: Uber den Ursprung und die Entwicklung des
christlichen Central- und Kuppelbans. Leipzig 1866, p. 26.

SUISABELLE, C. E.: Paralléle des salles rondes de I'ltalie. Paris 1863;
WINNEFELD, H.: Die Villa des Hadrian bei Tivoli. Anfnabmen
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a vestibule in the form of the rotunda with an
oculus in the middle of its dome. After visitors
had traversed an open peristyle court, they entered
another vestibule, which was in the centre of the
imperial palace. It was a monumental rotunda with
an oculus of diameter of 17.40 metres. Pilasters
and columns replaced its walls entirely, similarly as
Plec¢nik’s vestibule at Prague Castle it opened to the
surrounding rooms. The palace vestibule in Piazza
d’Oro had the same proportions as the Pantheon in
Rome; the dome formed exactly one half of its full
height. The rotunda with oculus in the dome also
served as a vestibule of the Diocletian’s Palace in
Split [Figs. 26-27]. It is the best preserved and the
most popular of ancient Roman imperial palaces.
Moreover, it came from Ple¢nik’s homeland, the
territory inhabited by Slavs.

und Untersuchungen. Berlin 1895, pp. 68-71; SWOBODA 1918
(see in note 26), p. 69. In 1913, Wagner’s pupil Josef Heinisch
designed school a papal residence in Jerusalem modelled on
the Piazza d’Oro. Cf. POZZETTO 1979 (see in note 20),
figs. 265-2606.
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26. Diocletian’s Palace at Split, ca. 300. Vestibule of the imperial resi-
dence is below, on the north-south axis. Repro: ADAM, R.: Ruins of
the Palace of the Emperor Diocletian at Spalatro in Dalmatia.
London 1764, pl. V1.

o/ / AT nside of e

27. Ruins of the vestibule of Diocletian’s Palace at Split, ca. 300 AD
Repro: ADAM, R.:Ruins of the Palace of the Emperor Diocle-
tian at Spalatro in Dalmatia. London 1764, pl. XXIII.

The reconstruction of Prague Castle of 1920
— 1935 embellished the newly founded republic
and enhanced its reputation. This does not mean,
however, that it glorified democracy. It is a speak-
ing architecture, but its epic forms allude neither to
democratic ideals nor to Athens of the 5" century

BC, which gave birth to these ideals. If Ple¢nik in-
tended to link Prague Castle with Athens of Pericles,
he would no doubt did it. It will be no problem for
an architect as well-versed in ancient architecture as
Ple¢nik was.”

From 1894, Plec¢nik studied in Wien, in Otto
Wagner’s school of architecture, and after he had
finished it, he departed for a study trip to Italy and
France.” He spent four months in Rome; it was his
longest stay which, according to his own words, de-
termined his understanding of architecture.” Ple¢nik
was not only architect, but also teacher. From 1911 to
1921 he taught architecture at the Academy of Arts,
Architecture and Design in Prague. Afterwards, he
continued to teach in the Department of Architec-
ture at the University of Ljubljana. The teaching in
Wagner school consisted in the study of models from
antiquity or Italian Renaissance, but the emphasis was
on the studio works. Students had to master differ-
ent building types, from tombs and temples to villas
and palaces. In his own pedagogical activity, Plecnik
followed the example of his teacher, but sometimes
he also presented a lecture on Vitruvius, Vignola or
some other historical subject.”

Ancient Roman architecture provided not only
model for Ple¢nik’s designs, but also for his innova-
tive approach to architectural tradition. We must bear
in mind that he formed his attitude to the classical
tradition in Wien of the turn of 19 and 20" cen-

52 Plecnik is said to have in the greatest esteem the works of
August Choicy (CHOISY, A.: L'art de batir cheg les Romains.
Paris 1873; CHOISY, A.: Histoire de larchitecture. Patis 1899).
Cf. PRELOVSEK 2003 (see in note 30), p. 20.

3 Cf. GRAF, O.: Dre vergessene Wagnerschule. Wien 1964; POZ-
ZETTO, M.: Joge Plecnik e la scunola di Otto Wagner. Milano 1968,
POZZETTO 1979 (see in note 20).

5 Cf. STELE 1967 (see in note 19); PONTEL, A.: Appunti di
viaggio: Joze Plecnik in Italia. In: Arte-documento, 9, 1996, pp.
181-187.

5 SLAPETA 1989 (see in note 4), pp. 86-87: “Plecnik’s school
possessed an almost dogmatic unity of expression. Profane subjects
were put aside to focus on monumental, sacred, and funerary themes,
all treated in the spirit of antiquity.” Cf. PLECNIK, J.: Viybér praci
Skoly pro Dekorativni Architekturn v Prage g rokn 1911 — 1921.
Praha 1927; KRECIC, P: Plecik. The Complete Works. London
1993, pp. 49-50; POZZETTO, M.: Plenikova Sola v Ijubljant.
Ljubljana 1996.
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turies, where art historians radically re-evaluated it.
In 1901, Alois Riegl, published his book Spatrimische
Kunstindustrie, and two years later, followed the pub-
lication of equally groundbreaking book by Franz
Wickhoff, Wiener Genesis.>® These works rehabilitated
ancient Roman architecture and evaluated the inno-
vative approach to ancient Greek forms in a positive
way. The discoveries of Hellenistic architecture and
of European Baroque architecture, followed soon
afterwards.”’

“Ancient Roman Baroque”, which transformed
traditional Greek architectonic forms, started to
be studied seriously [Fig. 28].°® Plec¢nik’s drawings
and letters from Italian study tour of 1898 — 1899
indicate that he followed closely this development.”
Among these drawings, we find not only monuments
he visited himself, but also monuments of “ancient
Roman Baroque” which he knew only from illustra-

% On Ple¢nik’s reception of Riegl, cf. PRELOVSEK 1992 (see
in note 12), p. 18,

57 Cf. BABLER, B.: Epochenbegriffe. In: Nexe Panly, 13, 1999,
pp. 996-1008.

% In Ple¢nik’s time, the epicentrum of the “ancient Roman Ba-
roque” was localised to the Eastern Mediterranean, including
ancient Judea. Cf. CHOISY 1899 (see in note 37), p. 609. On
Ple¢nik on the “ancient Roman Baroque”, see GRABRIJAN
1968 (see in note 10), p. 85.
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28. Tomb in Petra. Repro: DURM,
J.: Die Baukunst der Etrusker. Die
Baukunst der Romer. Darmstadt
1885, p. 365.

tions of books or postcards. On one sheet of paper
thus appeared early Christian church Sta Costanza
in Rome and the so-called Tomb of Absalom of 1*
century, which is in Jerusalem [Fig. 29].% The Tomb
of Absalom, one of the most famous examples of
the “ancient Roman baroque”, inspired Plec¢nik in a
drawing for the Zacherl Villa of 1908.%!

Ple¢nik admired Greek architecture, but for his
own work legacy of ancient Roman Empire was of
crucial importance and he never went off this course.
We must also bear in mind that during Plec¢nik’s stay
in Wien, attractiveness of the imperial idea did in
no way decrease in the school of Otto Wagner. For
Plec¢nik’s chief, tutor and mentor, empire was a safe-
guard of stability and cultural development. Wagner
believed that the cultivation of traditional aesthetic
canon based on ancient Roman imperial architecture
was not out of keeping with the new cosmopolitan

% KRECIC 1993 (see in note 55), p. 19: “Plecnik regularly singled
ont Barogue and Mannerist motifs to record in line sketches.” Ac-
cording to Ple¢nik, Baroque is a mirror of a Slavic soul. Cf.
GRABRIJAN 1968 (see in note 10), pp. 85, 87 (but see also
p. 111, where Ple¢nik criticized Baroque ornamentalism).

* Architekturni Muzej, Ljubljana, “Sepolcro Absolone”. Re-
produced in PRELOVSEK 2003 (see in note 30), p. 35.

6t Architekturni Muzej, Ljubljana. Reproduced ibidem, p. 84.
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29. Absalom’s Tomb, Jernsalem, 1" century AD. Repro: BORRMANN,
R.— NEUWIRTH, ].: Geschichte der Baukunst 1. Lepzig 71904,
Jig. 226.

culture.”” In the 1920s, Wagner’ Czech pupils, Engel,
Hiibschmann and Kotéra, successfully introduced
the visions of their teacher to Czechoslovak Repub-
lic. Plecnik got on in Prague because of his adherence
to architecture of ancient Roman Empire. Architect

2 BOUSCH, D.: “Cosmopolis imperatrix”. La notion de style
impérial dans Parchitecture viennoise, de I'historicisme 4 la
“Sezession”. In: Revue germanique internationale, 1994, No. 1
(Europe centrale. Mitteleuropa), pp. 137-149.

6 PRELOVSEK, D.: Karel Teige et le monolithe de Mrékotin.
In: Umeéni, 43, 1995, pp. 111-112.

of Prague Castle was a Slavic patriot and admirer of
Masaryk, but he was above all highly conservative
person and admirer of ancient Roman architecture.
He was an anachronism to Czech avant-garde artists,
and the Czech mainstream audience reproached radi-
calness of his classicism.”’ In Slovenia of the second
half of the 1930s, “Plecnikesque is understood as a point of
reference. ... for elite, aristocratic, and pan-national art against
the spiritless liberal reinforced concrete modernisni”

It was only at the closing decades of the 20"
century, when historians of architecture started to
admire and analyse Ple¢nik’s work. At that time,
they perceived him in a markedly different way; he
became the “architect of the new democracy”. No
wonder that no one mentioned palaces of ancient
Roman emperors in connection with Plec¢nik’s work
for T. G. Masaryk. The aim of this study was to
demonstrate that precisely this building type might
have been the main source of Plecnik’s imagination.
He revived (or tried to revive) many of its features
at Prague Castle — porticoed fagade, basilican hall,
cryptoportico, vestibule in the form of a rotunda,
and park shaped like a hippodrome. It is not likely
that he would take all these features out of its
original context. Ple¢nik did not hesitate to modify
traditional forms in order to revive them, but he
always respected tradition. Postmodern architecture
of the end of 20™ century influenced the renewal of
interest in Ple¢nik’s work. He was not, howevet, a
pioneer of postmodernism.® Ple¢nik’s innovations
were bold, but they never countered the spirit of
ancient Greek and Roman architectural tradition.
If he quoted ancient Roman imperial palace in his
work for Masaryk, it would be part of his concept
of the renewal of Prague Castle.

¢ HERSCHER, A.: Ple¢nik avec Laibach. In: Assemblage, 33,
1997, p. 62.

® Cf. BURKHARDT 1989 (see in note 4), pp. 5, 108-119;
PRELOVSEK 2003 (see in note 30), p. 80.
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Josip Ple¢nik, Prazsky hrad a anticky cisafsky palac

Resumé

V roce 1996 byl v Praze uspofadan velkolepy
vystavni projekt nazvany Josip Plecnik — Architektura
pro novon demofkracsi. Podtitul plecnikovské vysta-
vy byl inspirovan Masarykovou ideou promény
Prazského hradu. Prvni president Ceskoslovenské
republiky svou koncepci nejucelenéji formuloval
v dokumentu z 20. 4. 1925, v némz se cele postavil
za vsechny dosavadni architektonické navrhy Josipa
Plecnika. Ke konceptu tohoto dokumentu pfipsal
vlastni rukou: ,,Smys/ téchto poadavkdi je uéinit 3 Hradu
sidlo presidenta demokratického. Celi riprava Hradu zvent?
a uvnity musi byt proston, ale umélecky nslechtilon, symbo-
lizujici iden stdatni samostatnosti a demokracie. .. Ndrod
pobligi na Hrad jako na véc narodni, a proto preméné
Hradu koncipovaného a provedeného monarchicky v Hrad
demokraticky musi byt vénovina pogornost nejen prexidents,
nybr také viidy.*

Plec¢nik mél dat Masarykovym idejim odpovidajici
architektonickou formu. Podle dnes v§eobecné pfiji-
mané¢ho nazoru se Ple¢nik s Masarykovou koncepci
cele ztotoznil. Teze o demokrati¢nosti Ple¢nikovy
prestavby Masarykova prezidentského sidla rychle
zakofenila a je opakovana jako nezvratny fakt, kterym
bezesporu neni. Je to pouha teze. Plecniktiv Prazsky
hrad mél bezesporu slouzit nové zalozené republice,
to vSak vibec nemusi znamenat, ze to byla archi-
tektura demokraticka. Je to jednoznacné ,,mluvici
architektura®, ale jeji epické formy s demokratickymi
idejemi nemaji nic spole¢ného. Pro opacné tvrzeni
neexistuji zadné dukazy a mluvi proti nému nesporna
a vSeobecné znama fakta.

Antiteze uniformity antické fimské imperialni
architektury a jedinecnosti architektury antické fecké
demokracie, na niz Svacha stavi svoji argumentaci,
neodpovida tomu, co o antické architektufe vime.
Dulezité je samoziejmé to, ze uz Ple¢nik vedél, ze
ve vztahu k tradici tomu bylo u antickych Reki a Ri-
manu spiSe naopak. Hlavnim atributem architektury
cisaiského Rima, jen ji odlifoval od architektury
Klasického Recka, byl pravé tviréi piistup k tradiénim
formam. Originalita byla dusledkem improvizaci
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a experimentd iniciovanych casto pfimo cisafem,
jenz byl hlavnim stavebnikem antického Rima.

Hlavnim a jedinym argumentem pro ,,demokra-
ticnost® Ple¢nikovy pfestavby Prazského hradu
jsou vyjadfeni T. G. Masaryka a jeho dcery Alice.
O zadavatelovych pfedstavach a jeho bezmezném
obdivu k Ple¢nikovym hradnim pracim jsme velmi
dobfe informovani. Ple¢nik se vsak o zadném svém
dile nikdy jednoznacné nevyjadfil. Nechal vzdy
promlouvat pouze své stavby a dekorativni prvky.
TakZe se k nim musime vratit. Pfedev§im bychom
se méli vénovat ,antikizujicim prvkam®. Vseobecné
se ma za to, ze jsou pro jeho tvorbu klicové, ale so-
ustavné se jimi doposud nikdo nezabyval. Doposud
nebyl napsan zadny odborny clanek na téma Plecnik
a antika. V zadné z monografii vénovanych tomuto
slovinském architektovi nenajdeme kapitolu véno-
vanou tomuto tématu.

Od roku 1894 studoval ve Vidni na skole Otty
Wagnera a po jejim absolvovani v roce 1898 odjel
na studijni cestu do Italie a Francie, z niz se vratil na
konci léta 1899. Nejdéle, ctyfi mésice, se zdrzel v Ri-
mé, coz mélo pro jeho dalsi vyvoj zasadni vyznam.
Ple¢nik byl nejen architekt, ale také pedagog. Od
roku 1911 do roku 1921 vyucoval architekturu na
Umélecko-pramyslové skole v Praze, potom po-
krac¢oval ve vyuce v Lublani. Vyuka na Wagnerové
skole sestavala ze studia klasickych vzora z antiky
a italské renesance. Studenti museli zvladnout anticky
architektonicky slovnik — sloupy, profily architrav, ¢i
fimsy. Tyto znalosti potom vyuzivali pfi navrhovani
architektonickych typu, jako byla mausolea, chramy,
vily, zahrady, ¢i vefejné budovy. Tuto metodu Ple¢nik
prevzal a fidil se ji ve vlastni pedagogické praci.

V této studii nejde o urceni presného puvodu
jednotlivych antikizujicich prvka v tvorbé Josipa
Plec¢nika. To ani neni mozné, protoze architekt nikdy
zadné antické vzory nekopiroval. I kdyz z né¢jaké
konkrétni antické pamatky vychazel, zpravidla se od
ni v definitivnim navrhu radikalné odchylil. Pajde
spise o to, zda se tu nevyskytuje soubor antickych



prvka ukazujici na néjaky konkrétni stavebni typ.
Takovy soubor tu skute¢né existuje. Kombinace
portika, basiliky, rotundy, kryptoportika, hipodromu
a obelisku ukazuje na cisatsky palac.

To samozfejmé v zadném piipadé neznamend,
ze by prvni prezident Ceskoslovenské republiky
byl Ple¢nikovou architekturou charakterizovan jako
anticky cisaf. Plecnik pro jeho rezidenci pouze zcela
logicky vybral ten nejvznesencjsi a nejdokonalejsi
stavebni typ rezidencni architektury, ktery znal
— palac cisafe antické fise fimské. V Ple¢nikove
koncepci hradni pfestavby mély klicovy vyznam
dva prvky, obelisk a monumentalni portiko. Obe-
lisk byl atributem antického fimského hipodromu
znamého jako Circus Maximus, jenz byl propojen
s cfsafskym palacem na Palatinu. Mezi 14. a 17. 7.
1920 architekt vypracoval sérii deseti navrhi feseni
Rajské zahrady na zapadni strané¢. Ve tfetim navrhu
pojal zahradu jednotné a celou jeji plochu vyplnil
antickym hipodromem. Jednoznacné je to u prvniho
navrhu. Na rovné strané antického hipodromu byl
start a cil, zatimco prot¢jsi strana byla zaoblena, aby
se zde mohli koné otocit. Plecnik ideu zahrady jako
hipodromu potom jesté tiikrat obménil, ale v po-
zd¢jsich navrzich a v definitivnim projektu z 21. 2.
1921 vsak architekt od jednotici myslenky upustil.
Vratil k n¢kolikadilné koncepci zahrady, ktera byla
nakonec realizovana.

Obelisky byly umist’ovany uprostied zdi v ose
oddelujici zavodni drahy, kterd se nazyvala ,,spina®
(patet). Obelisky byly tedy patefi hipodromu, na je-
hoz existenci zdalky upozornovaly. Idea vatikanského
obelisku jakozto vé¢ného svédka sebeobétovani byla
Masarykem na Prazském hradé aktualizovana a pfiz-
pusobena ¢eskym poméram. Hipodrom byl umistény
podél vily tak, Ze jejich osy probihaly paralelné, kultu-
ra a pfiroda tak byly uvedeny v dokonalou harmonii.
Tuto konfiguraci najdeme i u nejslavnéjsiho archeo-
logického dokladu parku v podobé hipodromu, ktery
Ple¢nik bezesporu navstivil béhem svého fimského
pobytu. Jedna se o hipodrom u Domitianova ci-
safského palace na Palatinu dokonceného roku 92.
O tom, jak takova rezidence vypadala, si mohl udélat
velice pfesny dojem pfi navsteve vily cisate Hadriana
v Tivoli z let 118 — 138, ktera slouzila jako oficialni
rezidence cisafe Hadriana. Jedna se o shluk budov,
malebne rozesety po svahu obraceném na jih, véetné
nezbytného hipodromu.

Ideou antikizujici kolonady predstavené pred jizni
praceli Hradu se Ple¢nik zacal zabyvat v roce 1923.
Nakreslil tehdy navrhy pro pavilon Bellevue, jimz
byly zahradky pod Ustavem $lechti¢en oddéleny od
prezidentovy zahrady. Pavilon Bellevue byl dokon-
ceny v roce 1924, ale pii pohledu z mésta charakter
Hradu nijak neovlivnil. To mélo byt tkolem monu-
mentalni kolonady, kterou Ple¢nik navrhuje v lednu
roku 1925. Podle puvodniho navrhu meély byt obelisk
i portiko vysoké okolo 20 metrua. Pfi pohledu od feky
by se tak u zapadniho konce hradniho komplexu,
z Rajské zahrady, tycil obelisk. Uprostfed jizni fasa-
dy, pod vézemi gotické katedraly vycnivajicimi nad
hradni komplex, by byla vloZena anticka kolonada
sestavajici z péti gigantickych sloupti. Vrchol obelisku
a kladi portika by sahaly az téméf k dolnimu okraji
stfechy Prazského hradu. Byly by to architektonicky
nikovy zasahy do podoby Prazského hradu.

Profesor Wirth, zastupujici Ministerstvo skolstva
a narodni osvéty, s navrhem nesouhlasil, ale Ple¢nik
podporovan prezidentem jej dale rozpracovaval.
V dalsich navrzich se v monumentalnim portiku
pocet sloupu ustalil na pét, které mély symbolizovat
pet zemi Ceskoslovenské republiky. Podobné jako
v piipadé obelisku Ple¢nik po konzultaci s prezi-
dentem Masarykem svij antikizujici navrh upravuje
tak, aby se mohl stat soucasti ¢eskoslovenské statni
symboliky. Ve vy$e zminéném memorandu ze 20. 4.
1925 se Masaryk rozhodné stavi za Ple¢niktv navrh.
Pteje si, ,,aby na Valech stilo pét kamennych sloupi, spo-
Jenych architravens”.

V Ple¢nikové dobé se vseobecné védélo, ze atri-
butem cisafského palace bylo pruceli se sloupovym
portikem. Toto portiko bylo vypujckou z architektury
antickych fimskych pfimoiskych vil, kde slouzilo
k integraci interiéru vily s okolnim. U cisafského pa-
lace nema sloupova kolonada tuto praktickou funkci
a jejim hlavnim poslanim bylo vyclenéni palace ze
stéry rezidencni architektury tak, aby bylo vyjadfeno
jedine¢né postaven{ stavebnika. Motiv monumen-
talnfho portika se poprvé ve vétsim mefitku objevil
v ,,Domus Aurea“ cisafe Nerona, coz byla giganticka
vila uprostfed mésta. Kanonickou podobu dostal
cisatsky palic v Domitianové rezidenci dokoncené
roku 92, kterd méla monumentalni portika na obou
stranach. Monumentalni portiko mél rovnéz Diocle-
tiantv palac ve Splitu.
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Koncepce Byciho schodisté a zejména jeho jizni
praceli bylo inspirovano minojskou Krétou. Prave
v Ple¢nikove dobé¢ bylo objeveno dvouramenné
schodiste¢ v krétském Knossu, kde je stfedni sténa
u podesty rovnéz nahrazena sloupem. Stredovy sloup,
jimz minojska Kréta obohatila svétovou architekturu,
ale kterj pouzivali i Rekové a pozdéji byl asty i ve
stfedovekeé architektute, byl oblibenym Ple¢nikovym
motivem. V jiznich zahradach jej vletech 1920 — 1930
pouzil pred pracelim byciho schodisté a podruhé
v roce 1924 — 1925 na zapadnim vchodu a po stranach
branky Alpinia. K mykénskému dédictvi se piihlasil
Plec¢nik kamennymi doplnky Jiznich zahrad, ale pfe-
devsim vydlazdénim nadvoif Prazského hradu, které
bylo ve své dobé né¢im zcela nevidanym. K mykén-
ské hradnf architektufe se Plecnik explicitné pfihlasil
,»kyklopskym zdivem* pod zahradou Na Basté.

Ve vsech evropskych jazycich stile rezonuje
jméno fimského kopce Palatinu, na némz stal palac
fimskych cisaft. Jeho soucasti byla také basilika, coz
je dalsi motiv Ple¢nikovy pfestavby Hradu, ktery byl
inspirovan antickym cisafskym palacem.

Domitianav cisafsky palac mél dve casti, vlastni
obydli cisafe a reprezentacni rezidenci. Jeji soucasti
byly monumentalni haly, mezi nimiz byla také basilika
a basiliky byly rovnéz soucasti Diocletianova palace
ve Splitu. Ple¢nik vedle Matyasovy brany zbudoval
v letech 1927 — 1930 vstupn{ halu v podobé basiliky,
ktera méla byt hlavnim vstupem do reprezentac¢nich
prostor Prazského hradu. Pro snahu o propojeni
Ple¢nikovy architektury s Reckem a demokraticky-
mi idealy je charakteristické, Ze inspirace pro tzv.
Ple¢nikiv sal byla hledana v klasickém Recku, a to
v interiéru chramu, nebo v Propylejich, slavnostnim
vstupu na Akropol v Athénach.

Nad sebe nastavéna sloupofadi se v interiéru
objevuji v fecké chramové architektufe z doby okolo
roku 500 pf. Kr. Uz v prvnim doloZeném pfipadé,
chramu Athény Afaie na Aiging, jsou sloupy v hor-
nim patfe mensi. Tyto temné a Gzké prostory vsak
nemaji jinak nic spole¢ného s Ple¢nikovou sinf na
Prazském hradé¢. Souvislost s antickou fimskou
basilikou je naopak evidentni, v obou pfipadech se
jedna o monumentalni prostory zalité svétlem a ote-
viené do okolnfho prostoru na vsech stranach. Podle
puvodniho Ple¢nikova navrhu by bylo mozné bocni
stény zcela oteviit a salem by tak mohly projizdét
kolony automobila pfijizdéjicich na Hrad.
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Architektura Ple¢nikovy siné nenf skutecnou ba-
silikou, pouze jejim naznakem. Spodni patro je bez
sloupt a v hornich patrech jsou sloupy na podélné
strané tésné u bocnich zdi, takze prostor za nimi
nebyl urcen k prochazeni. Spise se jedna o sal se zdmi
ozdobenymi na sebe nastavénym sloupofadim. To
byla bézna dekorace antickych fimskych reprezen-
tacnich prostor, napfiklad hlavn{ auly Domitianova
palace, Aula Regia. S fimskymi basilikami a palacovy-
mi aulami m4 Ple¢niktv sal spolecné to, ze prostora
je jednoznacné orientovana k jedné z kratsich stran,
kde se nachazi tribuna. Na severni strané, smérem
k hlavni reprezentacni prostofe Hradu, Spanélské—
mu salu, jsou v Ple¢nikové sini dvefe vyzdvizené na
polokruhové monumentalni schodisté, navic jsou
zaramovany obloukem. Nad dvefmi jsou nastaveny
mens{ dvefe s balkonem.

Rimsky cisafsky palac na Palatinu tvofil jednotny
celek, ale jeho dvé c¢asti, obytna a reprezentacni, od
sebe byly jednoznacné oddéleny. Jejich architekto-
nické pojetf bylo jiné a mély také zcela jiny systém
komunikace s okolim. Reprezentacni ¢ast byla obra-
cena k Foru Romanu, monumentalnim portikem se
piimo vchazelo do salt, v nichz cisaf pfijimal hosty.
Soukroma ¢ast palace méla portiko na opacné strané.
Byla zde monumentalni exedra s portikem, kterym
se vSak do palace nevchazelo, bylo uré¢eno k vyhlid-
ce obyvatel palace. Exedra s portikem se tycila nad
hlavnim fimskym spolecenskym shromazdistém,
jimz byl Circus Maximus. Exedra slouzila pfedevsim
k optickému kontaktu Riman@ s cisafem, ktery tak
byl soucasné nedostupny i trvale pfitomny.

V prvnich navrzich na pravu 1. nadvofi, které
Plecnik vypracoval v roce 1920, jesté pocital s pavod-
nf komunikaci od vstupni brany pfimo k Matyasove
brané. Uz v listopadu tohoto roku vsak koncepci
radikalné méni. Hned za vstupni branou se méla
komunikace vétvit na dve cesty vedouci k protilehlym
rohium 1. nddvofi. Jiznim smérem méla vést cesta
k prezidentskému bytu a severnim smérem k novému
prachodu mezi 1. a 2. nadvoiim, z n¢hoz by se také
vstupovalo do Spanélského salu. Misto, kde se cesty
odd¢lovaly, mélo dostat dominantu v podobé pilife
s ,,¢eskoslovenskym* lvem. Cesty mély byt viditelné
vyznaceny na dlazbé 1. nadvoii a Plecniktiv navrh byl
realizovan v roce 1922. Je to ale jediny prvek Plecni-
kovy koncepce, v niz by byly soukroma a vefejna ¢asti
prezidentské rezidence i navenek odliseny.



Plec¢nikovi na jasném oddéleni soukromé a vefej-
né casti prezidentské rezidence na Prazském hradé
velice zalezelo. To byl hlavni duvod, proc v listopadu
1920 navrhuje Matyasovu branu, umisténou v ose na-
dvoii, zcela uzaviit. Bylo by to navic zcela v souladu
s Masarykovym pranim odlisit rezidenci prezidenta
republiky od sidla habsburskych cisaf, jejichz hlavni
ptipominkou na Prazském hrad¢ byla prave brana
cisafe Matyase. Brana meéla byt opatfena ve spodni
casti dvefmi s ceskoslovenskymi statnimi znaky,
nad nimi méla byt fimsa s malym statnim znakem
a zbyvajici ¢ast oblouku brany méla byt uzaviena
mfizi. Po Ple¢nikové zasahu by byl slavnostni vstup
do Hradu spojenému s habsburskou nadvladou zba-
ven praktické funkce a stal by se vylucné historickou
pamatkou. Zasah vSak pfekvapivé vyvolal ohromny
odpor prazské vefejnosti, kterému se architekt jen
nerad podfidil, upustil od néj az v roce 1930.

Jiz roku 1919 byl byt prezidenta planovan do vy-
chodnf ¢asti jizniho kfidla Hradu. V 1ét¢ 1920 byl Jan
Kotéra povéren vypracovanim plana a do roka jich
vypracoval celkem 39, takze by bylo mozné pfestavbu
zahdjit. Kotérové navrhu vsak chybéla nadcasova
dimenze, Masaryk s nim proto spolupraci na konci
léta 1921 ukoncil a povéeril timto ukolem Plecnika.
Téma prezidentského sidla bylo vletech 1920 — 1921
zjevné tématem hovoria T. G. Masaryka s jeho dcerou
Alici, ktera zastupovala nemocnou matku v roli prvni
damy nového statu. Z dochované korespondence
vyplyva, ze Masaryk a jeho dcera Alice si uveédo-
movali symbolicky vyznam prezidentské rezidence
ajejich jednotlivych ¢asti. V jiznim traktu méla byt ve
druhém patie soukroma rezidence lidi, ,,&ze/7 pracuji
na utvdrent dneska; obrazem dneska, vtclenym do hradnich
zdi“. O patro niz mély prostory slouzit k reprezen-
tacnim acelam ,,usem pracujicim lidens*. NV severnim
traktu se mél Spanélsky sal stat ,,shromaZdistém lidu®.
Zcela v souladu s touto koncepci byl Plecnikiv sal
zlet 1927 — 1930, ktery mél byt v pavodn{ koncepci
otevieny na vSech stranach.

Prezidentsky byt zacal Plecnik navrhovat na pod-
zim roku 1921. Vstup do jeho prostor Plec¢nik nijak
nemonumentalizoval, ale vrata vjezdu ze 3. nadvoii
zakoncil v roce 1924 pozlacenou plastikou Zenské
hlavy s hvézdou nad celem. Obdobnym zptisobem
pojal v roce 1925 Plecnik i branku do alpinia v jizni
zahradé. Hlavy na vrcholu oblouku byly znamym atri-
butem etruskych méstskych bran, kde mély ochran-

nou funkci. Ple¢nik timto nendpadnym zptusobem
naznacil myticky rozmeér prezidentského bytu.

Ve druhém patfe, na praseciku jizniho kiidla
s pticnym traktem, Plecnik v letech 1923 — 1924 zbu-
doval monumentalni vestibul, z n¢hoz se vstupuje do
soukromych prostor prezidenta. Mistnost je znama
jako ,,Impluvium®, coz byla v antickém fimském
dome nadrz pro dest’ovou vodu, Plecniktv vestibul
je totiz interpretovan jako evokace pompejského
domu. V fimském domé vsak bylo impluvium vzdy
pravouhlé, stejné jako compluvium, svétlik umistény
nad nim. Kupole s okulem je charakteristickym
prvkem sakralni architektury znamym pfedevsim
z fimského Pantheonu. Jako vypujcka ze sakralni
architektury se tento motiv objevuje i v fimskych
v cisafskych palacich. Vestibul kruhového pudorysu
s kupoli otevienou k nebesim okulem, zdaraznoval
zcela vyjimecny statut cisafe.

Rotundy s kupolemi byly uz v roce 1775 objeve-
ny v Domitianové palaci na Palatinu. Prvni doklad
vestibulu pojatého jako rotunda zname z Hadria-
novy vily v Tivoli, odkud cisaf od pocatku roku
znamy jako Piazza d’Oro a v Ple¢nikové dobé byla
jeho koncepce velmi dobfe znama. Do palacového
komplexu se vstupovalo vestibulem kruhového pi-
dorysu s okulem, za nimz byl rozlehly peristyl. V jeho
ose, naproti vstupni rotunde¢ stl vestibul budovy ci-
safského palace. Jednalo se o monumentalni rotundu
o praméru 17,40 metra, jejiz stény byly nahrazeny
sloupy a pilifi, takze byla podobné jako Plec¢nikiv
vestibul vizualné propojena s okolnim prostorem. Na
vrcholu kupole v Piazza d’Oro byl okulus. Kupole
vestibulu byla zjevnym citaitem Pantheonu, protoze
prostora méla stejné proporce — kupole tvofila polo-
vinu celkové vysky salu. Rotunda s kupoli a okulem
ostatné tvofila i vestibul Diocletianova palace ve
Splitu, ktery byl nejzachovalejsim a nejlépe prozko-
umanym palacem antickych fimskych cisafi. Neslo
tu jenom o tektoniku, ale také o symbolické formy.
Plecniktiv tvarci piistup k antické architektonické
tradici se tykal nejen slovniku a skladby antického
architektonického jazyka, ale také jeho ideového
poselstvi. Plecnikovy inovace nikdy nesly proti duchu
antické architektonické tradice. Jestlize v hradnich
pracich opakované evokoval anticky cisafsky palac,
byla to nepochybné soucast jeho aktualizace tohoto
antického stavebniho typu.
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Ple¢nikovo novatorstvi bylo, jako vse v jeho
dile, inspirovano antickymi vzory. Plecnikav postoj
k antickému uméni se formoval na pfelomu 19. a 20.
stoleti ve Vidni, kde pravé tehdy doslo k jeho ra-
dikdlnimu pfehodnoceni. V roce 1901 vysla kniha
Aloise Riegla Spatromische Kunstindustrie a za dva roky
na to Wiener Genesis Franze Wickhoffa, v nichz bylo
rehabilitovano fimské umeéni. Vzapéti na to bylo ob-
jeveno helénistické umeént, které ptipravilo pudu pro
specificky fimsky tvarci piistup k dédictvi klasického
Recka. Do centra zajmu se dostava ,,iimské baroko®,
jehoz charakteristickym znakem je radikalni inovace
tradi¢nich architektonickych forem. Paralelné s timto
vyvojem doslo k rehabilitaci evropského barokniho
umeéni, ktera vysla vstifc silicimu zajmu architekta
o barokni formy. K nim patfil nepochybné také
Plecnik, coz dokazuji jeho kresby z italské cesty
v letech 1898 — 1899.

Recepce a interpretace Plecnikova dila je na-
padné asymetricka. Je to architektura jednoznacné
historizujici. V tom je dnes spatfovan jeho pfinos
pro vyvoj architektury prvni poloviny 20. stoleti,
ktera se tehdy naopak od historismu radikalné od-
vratila. Pravé proto byl na prelomu 20. a 21. stolet{
obdivovan tento pfesvédceny tradicionalista, v jehoz
kazdém dile rezonuji tvary z pfedchozich tisicileti
vyvoje architektury. Historizujici dimenze jedno-
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znacné dominuje v recepci Plecnikova dila, ale jeho
interpretace na ni neni postavena. Tato asymetrie
samozfejmeé nijak nepfrekvapuje, nebot’ je logickym
duasledkem vyjimecného postaveni Ple¢nika v déji-
nach architektury.

Plec¢nik samozfejmé pfedpokladal, Zze jeho tvorba
bude poméfovana s Rimem, ktery v jeho dobé byl
stale sttedobodem nejen architektonické tvorby, ale
iveskerého duchovniho svéta. Jiz za Ple¢nikova zivo-
ta se vSak jeho prace dostavaji do zcela nového kon-
textu. Od poloviny 20. stoleti pfestalo byt klasické
vzdélani povinnou vybavou piislusnika spolecenské
elity. Rim s jeho antickymi pamatkami ztratil své vy-
lu¢né postaventi, coz zapadni kulturu zasadné ovliv-
nilo. Ple¢nikova antikizujici tvorba je konfrontovana
se svétem, v némz se znalost antického egyptského,
feckého ci fimského architektonického jazyka rychle
stava vylucnou doménou specialista.

Popularita Ple¢nikova dila je do znac¢né miry
produktem nostalgie po ztraceném svéte, ktery jeho
dilo evokuje. Anticka dimenze tohoto dila je dnes
obdivovana prave proto, ze jednotlivé ,,antikizujic
prvky® byly sémanticky vyprazdnény, takze mohly
byt naplnény zcela novym obsahem. Ple¢nikovo
dilo se tak mohlo stat demokratickou architekturou,
pfestoze nemame zadné dukazy o tom, ze to byl
architekttv zamér.
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Dali’s Metamorphosis of Narcissus.
A Break with the Classical Tradition or Ovid’s Story
Retold in an Ingenious Way?

Martin GERM

Dalf’s Metamorphosis of Narcissus (1937; London,
Tate Modern) is one of the most famous paintings
of the Catalan surrealist as well as the most original
treatment of the Narcissus myth in the 20" century
painting. Its originality aroused curiosity from the
very moment it was created and the masterpiece
still attracts attention of the scholars.! Although the
scholarly approaches might differ considerably, the
greater part of the studies concentrate on psychoana-
lytical interpretations. Among recent contributions
one should mention the analysis of Haim Finkelstein
in Salvador Dali’s Art and Writing, an article by Milly
Heyd “Dalf’s ‘Metamorphosis of Narcissus’ Recon-
sidered”, and above all the in-depth study by David
Lomas in Narcissus Reflected?

The extravagant combination of the rich icono-
graphic tradition of the Narcissus myth in European

' Dalf’s letters to his friend and patron Edward James show he
was very proud of the Metamorphosis of Narcissus as proved
by his letter from 15 June 1937 (Edward James Foundation,
West Dean). He considered it an important stage in his ar-
tistic career also because of the originality of simultaneous
treatment of the theme in painting and poetry and the full
realization of the newly developed paranoiac-critical method.
The poem with the same title as the painting was published
both in French and English to reach greater international at-
tention. James Edward (actual owner of the painting) deemed
both painting and poem a great artistic success. The fact that
Dali decided to take this picture to the long-awaited meeting
with Sigmund Freud in 1938 illustrates Dalf’s high esteem
of the painting, Finkelstein considers the painting a turning
point in Dali’s artistic development. Cf. FINKELSTEIN, H.:
Salvador Dalt’s Art and Wiriting 1927 — 194.2. The Metamorphosis
of Narcissus. Cambridge 1996.

art and the new surrealist approach, Dalf’s erudition,
self-analysis, autoerotic as well as artistic exhibition-
ism, result in the intrigue of the painting, which
remains enigmatic and eludes the attempts of any
final or undisputable interpretation. Considering
Dalf’s interest in psychoanalysis and especially in the
Freudian theory of narcissism, the psychoanalytic
components in the iconography of Metamorphosis of
Narcissus cannot be ignored and are indeed vital for
its understanding, On the other hand it is clear that
by concentrating on psychoanalytical approach only,
one might fail to notice some other iconographic
aspects that should not go by unmarked.

One of them is the question of how Dalf’s paint-
ing relates to the Metamorphoses by Ovid as the main
classical source of the Narcissus myth.” Strange as
it might seem it has not yet been fully explored and

> HEYD, M.: Dalf’s “Metamorphosis of Narcissus” Recon-
sidered. In: Artibus et Historiae, 5, 1984, No. 10, pp. 121-131;
FINKELSTEIN 1996 (see in note 1), pp. 229-242; LOMAS,
D.: Narcissus Reflected. Edinburgh 2011, pp. 26-53. See also LO-
MAS, D.: Sobre el Narcisismo en Dali: Una introduccioén. In:
DAL S.: Metamorphosis of Narcissus/a Metamorfosis de Narciso.
Barcelona 2009, pp. 89-133; LOMAS, D.: Metamorphosis of
Narcissus: Dalf’s Self-Analysis. In: DAWN, A. - BRADLEY,
F. (eds.): Salvador Dali: A Mythology. London 1998, pp. 78-
100.

> For Ovid as the main source, see ORLOWSKY, U. — OR-
LOWSKY, R.: Nargiss und Nargissmus im Spiegel von Literatur,
Bildender Kunst und Psychoanalyse. Vom Mythos zur leeren Selbstin-
szenierung. Minchen 1992, pp. 19-20; BELTING, H.: Florence
and Baghdad. Renaissance Art and Arab Science. Cambridge
(Mass.) — London 2011, p. 232. For reception of Ovid’s
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opinions of scholars differ considerably. The ma-
jority of the authors agree that Ovid’s story of the
beautiful Boeotian youth represents an important
inspiration for Dalf’s Metamorphosis of Narcissus. But
they usually treat the issue as a fact without an effort
to pursue further the question of Ovidian elements
in the painting, Others imply that Dalf’s revolutionary
treatment of the theme has little in common with
Ovid’s poem nor with the traditional presentation of
Narcissus in visual arts.* Consequently Ovid is (more
often than not) mentioned in the context of Dalf’s
divergences from the literary source: the authors are
pointing out the differences between the modern
surrealist visual interpretation and the classical myth
as codified by the Roman poet.

Itis true that at first glance, Dalf’s Metamorphosis of
Narrcissus owes little to the story as narrated by Ovid.
The fantastic barren landscape lit with strong light
has nothing in common with the place as described
in Metamorphoses: a hidden spot in the dark woods, the
silver-clear fountain in the deep shadow of the trees,
and the green grass which surrounds the fountain.”
The pool in Dalf’s painting is far from the crystal
silvery spring of fresh water but seems more like a
part of a lake; its water is strangely still and sinister.
The nymph Echo does not appear in the scene nor
do other nymphs mentioned by Ovid. Narcissus is
not depicted as a youth whose charm attracted both
girls and boys — he is not a graceful ephebe of white

Metamorphoses, see also HERMAN, W. — HORN, H.-J. (eds.):
Die Rezeption der Metamorphosen des Ovid in der Nenzeit: Der antike
Mythos in Text und Bild. Berlin 1995; LICHTENSTERN, C.:
Metamorphose. Vom Mythos zum Prozessdenken: Ovid-Rezeption,
Surrealistische Asthetik, Verwandlungsthematik der Nachkriegkunst.
Weinheim 1992.

Bibliography on Dalf’s ceuvre is huge and the majority of
books dealing with his paintings pay some attention to the
Metamorphosis of Narcissus. Among recent monographs, see
for example ROJAS, C.: Salvador Dal, or the Art of Spitting on
Your Mothers Portrait. Philadelphia 1993; DAWN, A.: Salvador
Dali. London 1995; MOORHOUSE, P.: Da/i. San Diego
(Calif.) 1995; DAWN — BRADLEY 1998 (see in note 2);
DESCHARNES, R. - NERET, G.: Salvador Dali 1904 — 1989.
2 vols. Koln 2004; ADES, D. — TAYLOR, M.: Da/i. [Exhib.
Cat.] Venice, Palazzo Grassi, 12 September 2004 — 16 January
2005. Milano 2004; WOLE, N.: Salvador Dali 1904 — 1989.
Bath 2008; BARNES, R.: Salvador Dali. 1.ondon 2009.

5 Metamorphoses 111, 407-412.
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slender limbs and rosy cheeks, as portrayed in Ovid’s
verses. (As we cannot see his face we are actually un-
able to judge his beauty.) He also lacks the classical
attributes of the bow and arrows etc. On the other
hand, Dali introduces several elements which seem to
have nothing to do with the traditional iconography
of Narcissus: the fossil hand with an egg in the fore-
ground of the picture, the strange wolf-like hound
tearing at some meat or rather a piece of carcass, the
chessboard with a figure of a youth on the pedestal,
a group of agitated women and men etc.

But one should not be discouraged by the first
impression because the iconographical analysis
nevertheless reveals Dali’s profound interest in
Ovid’s Metamorphoses. His concern with the clas-
sical text is certainly not that of an illustrator nor
does he enlist himself in a long line of artists who
are re-telling the story and adopting the traditional
iconography without any really significant changes.®
In Metamorphosis of Narcissus Dali actually recreates
the myth according to his paranoiac-critical method
and adapts it to his own narcissist character. He even
expands it into his personal myth, thus producing
a new iconography. His reference to Ovid is rarely
direct — more often he creates a subtle reinterpreta-
tion of images and notions found in Metamorphoses.
This might be the reason (at least in part) why the
concordances between Dalf’s painting and Ovid’s

¢ The iconography of Narcissus in visual arts is an issue that
so far has not been fully researched and there are but a few
studies dedicated to the individual works of art and ceuvre of
selected painters or selected periods in European art. A con-
sistent study of Narcissus myth in visual arts is still a2 work to
be done. So far only a short overview has been published by
Luise Vinge in her study of the Narcissus in European literature
— VINGE, L.: The Narcissus Theme in Western European Literature
up to Early 19* Century. Lund 1967. Another study of Narcis-
sus in Buropean literature that includes notes on visual arts is
ORLOWSKY — ORLOWSKY 1992 (see in note 3). Among
studies dedicated to visual arts, see PANOFSKY, D.: Narcis-
sus and Echo: Notes on Poussin’s “Birth of Bacchus™ in the
Fogg Museum of Art. In: At Bulletin, 31, 1949, pp. 112-120;
NORDHOFE, C.: Nargiss an der Quelle. Spiegelbilder eines Mythos
in der Malerei des 16. und 17. Jabrbunderts. Minster — Hamburg
1992; ZAALENE, S.: “Peindte, c’est embrasser la surface de
la source”: Narcisse, la Peinture dans les ceuvre frangaises du
XVIII¢siécle. In: AURAIX—JONCHIERE, P. (ed.): Isis, Narcisse,
Psyché entre Lupiiéres et romantisme. Mythe et éeritures, écritures du
mythe. Clermont-Ferrand 2000, pp. 181-191.



poem were not fully recognized or were sometimes
inadequately interpreted.

Besides the main motive of the hero’s meta-
morphosis there are but few cases of immediate
correspondences between Dali painting and Ovid’s
poem. One of them might be the group of men
and women in the middle distance of the picture;
the “heterosexnal group” as Dali calls it in his poem
the Metamorphosis of Narcissus. In the poem which
accompanies the painting and serves as a sort of
commentary,” Dalf does not give a clear explanation
of the group in relation to Narcissus. He describes it
and names nationality or ethnic type of the partici-
pants but the only clue to its meaning in the context
of the story can be found in the statement that the
figures are in the poses “of preliminary expectation” and
that the group “conscientionsly ponders over the threatening
libidinons cataclysn” ® In the poem they are obviously
waiting for the punishment of Narcissus to take
place. David Lomas offers two possible explana-
tions to the “heterosexual group”. Because the group
comprises a “veritable 1.eague of Nations” as Lomas
puts it, it might — in the ominous situation of Europe
in 1937 — be an allusion to political events. On the
other hand the group can suggest the suitors, male
and female, whose amorous designs Narcissus obsti-
nately resisted.” Lomas takes the second possibility
to be more plausible. In our opinion it is certainly
so. There are namely no other indications in the
painting that would allude to contemporary political
situation. Narcissus’ story in Dalf’s reinterpretation
clearly shows autobiographical elements, it is per-
sonalized in a quite modern sense of the word: the
great surrealist painter openly asserts his narcissist
character, he identifies with the mythic figure and

The poem Metamorphosis of Narcissus was published on 25
June 1937 (Paris, Editions surréalistes) in English and French.
Both versions are available in several publications, recently
in DALIL 2009 (see in note 2); LOMAS 2011 (see in note
2). The text of the poem is also available at http://www.
salvador-Dali.org/media/upload//pdf/ /PoemaMetamorfosi
NarcisFR_noticies_fr_home_101.pdf.

w

DALI 1937 (see in note 7), verses 36-38.
? LOMAS 2011 (see in note 2), p. 35.

0 DAL S.: The Secrer Life of Salvador Dali. Trans. H. M. CHE-
VALIER. London 1968, p. 70.

even creates a new myth of Dali-Narcissus. Dalf in
the Secret Life of Salvador Dali proudly speaks of his
many frustrated admirers.'’ He is like Narcissus who
was loved by many Greeks of both sexes. Itis worth
noting that Ovid is the only classical author who ex-
plicitly speaks of “many boys and girls” who fell in love
with Narcissus.!! He puts great emphasis on the fact
that Narcissus was universally desired for his beauty.
Not only boys and gitls were his admirers but even
semi-divine beings like nymphs adored the Boeotian
youth. The most famous among them was Echo
with her tragic fate but Ovid tells us that Narcissus
scorned the other nymphs of rivers and mountains
as well.”” The universal appeal of Narcissus is one
of the components of the myth that were very close
to Dali. Therefore the diversity of the heterosexual
group with underlined internationality might well
stand for Dalf’s international fame and popularity
which he gained in the mid-1930s."

Among rare direct pictorial associations to Ovid’s
verses we should mention Narcissus’ hair. Despite
Dalf’s obvious stylization of Narcissus” head, which
looks like a golden walnut, the rich hair is clearly
visible. The pony tail indicates how long his golden
locks really are. This is not a hairstyle common in
contemporary depictions of Narcissus and might
be taken as direct allusion to antiquity. Readers of
Metamorphoses will certainly recall Ovid’s praise of
Narcissus’ hair: “bis hair, fit for Bacchus, fit for Apollo”,
the two gods which in classical antiquity were famous
for their beautiful golden locks."*

The stone hand in the foreground of Dalf’s
painting was also related to Ovid by some scholars
and the idea is indeed very interesting because in
the context of Ovidian elements it illustrates the

" Metamorphoses 111, 353-355.
12 Tbidem, 402-403.

'3 The exhibition in New York in 1934 was a major success; in
1936 Dali exhibited his works at London International Surrealist
Exhibition. He also made a second trip to the USA where he
was much celebrated and appeared on the cover of Tiwe ma-
gazine. At that time he was already surrounded by Hollywood
celebrities and started to call himself Divine.

" Metamorphoses 111, 421.
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variety of possible interpretative approaches. The
explanation of the giant stone hand as proposed by
Christiane Freitag'® may serve as an example of an
attempt to find a direct reference in Metamorphoses
which proves to be inadequate. She believes that the
hand of stone stands for a transformed image of
Echo because Ovid says that the bones of the un-
fortunate nymph changed into stone.'* The idea was
categorized as “grotesque” by Beate Czapla.!” Harsh
as Czapla’s words might be, it is true that Freitag’s
proposal has no solid ground and cannot be justified.
Ovid’s metaphor should namely be considered in
the original context of the story. The poet describes
Echo’s pain and shame at the rejection by Narcissus,
telling us that she runs far away and hides herself.
Scorned, she wanders in the woods and hides her
face in shame and from that time on lives in lonely
caves. But still her love endures, increased by the sad-
ness of rejection. Her pain wastes her body which
finally vanishes completely. Only her petrified bones
and the sound of her voice are left. She hides in the
woods and mountains, no longer to be seen, but to
be heard by everyone as an echo."”® Consequently it
is very unlikely that a fossil hand in the very centre
of the picture should represent Echo. There are
of course other iconographic arguments against
the identification of the stone hand with Echo in
the way which Christiane Freitag suggests it. For
example: how could one explain the white egg with
the narcissus flower, assuming that the stone hand
is indeed a petrified nymph?

Beate Czapla offers another solution: the stone
or fossil hand may indeed be an allusion to Echo,
but in a completely different context: as the outline
of the hand repeats (one may as well say reflects) the
figure of the crouching Narcissus; it is actually his

S FREITAG, C.: Alisprachlicher Unterricht und moderne Kunst.
Bamberg 1994, p. 42.

16 Metamorphoses 111, 398-399.

7 CZAPLA, B.: Salvador Dalis Metamorphose des Narziss.
Anregung zu einer erneuten Ovidbetrachtung, In: Arkadia.
Zeitschrift fiir vergleichende Literaturwissenschaft, 30, 1995, p.
200.

8 “spreta latet silvis pudibundaque frondibus ora protegit et solis ex

illo vivit in antris; sed tamen haeret amor crescitque dolore repul-
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visual echo. In this way the allusion to the nymph
is indeed included in the picture: not in the literal
sense or the established pictorial tradition but in
an original way, transferred to a different level of
visual concept in accordance with Dalf’s surrealist
art. Czapla does not develop the idea further but
her reasoning indicates the direction which should
be followed. The reflection of figures and forms is
part of Dalf’s paranoiac-critical method, as several
authors have noticed,"” and its persistence in the
composition of the Metamorphosis of Narcissus clearly
supports the idea of reflection as visual counterpart
of an echo. The figure of the young Boeotian is not
only echoed in the stone hand but also in the outline
of the snowy mountain peak on the horizon, the “god
of snow’” as Dali calls it in his poem the Metamorpho-
sis of Narcissus. The “echoing” of Narcissus in the
snow-covered mountain or glacier features also in
Dalf’s poetic commentary of his painting. He is quite
explicit in the correlation of Narcissus to the “god of
snow’”: both of them are melting down and both are
in the process of metamorphosis. Narcissus is going
to change himself into a narcissus flower while the
melting “god of snow” transforms itself into the water
and “the artesian fountains of grass” from which rise the
innumerable narcissi.”’ But the correlation between
Narcissus and the glacier goes beyond the parallel
metaphors of melting and transformation. It exists
also in the complex play of reflections emphasized
by Dali both in the poem and the painting. He says
that the god’s head is “bent over the dizzy space of reflec-
tions”, he “starts melting with desire”, ““annibilating himself?
and that his waters fill the “distant mirror of the lake”
in which he discovers “the flash of bis faithful image’ >
On the shores of that very lake Narcissus is kneeling
accompanied by his reflection.

Sae; exctenuant vigiles corpus miserabile curae adducitque cutem
macies et in aera sucus corporis omnis abit; vox tantum atque
ossa supersunt: vox manet, ossa ferunt lapidis traxisse figuram.
inde latet silvis nullogue in monte videtnr, omnibus auditur: sonus est,

qui vivit in illa” (Metamorphoses 111, 393-401)

¥ See e.g. GORSEN, P: Salvador Dali. Der ,,kritische Paranoiker*
Frankfurt a. M. 1983.

2 DALI 1937 (see in note 7), verse 29.

2 Tbidem, verses 8-19.



1. Salvador Dali: Metamorphosis of Narcisus, 1937, oil on canvas. London, Tate Modern. Photo: Tate Modern, London.

Lomas points out yet another aspect of the stone
hand that in his opinion may come partly from Ovid.
The poet namely uses a metaphor of the statuesque
to depict Narcissus — in Ovid’s words the youth is
“like a statue carved from Parian marble” * But it is hard
to agree with this suggestion. Ovid’s simile namely
refers to Narcissus in an early stage of the episode
when he has just fallen in love with the beautiful boy
in the water; he lingers at the pool motionless, gazing
at his own reflection. On the other hand there is no
doubt that Dalf’s painting depicts the final episode
with the death and metamorphosis of Narcissus. It
should also be stressed that Ovid’s comparison of
Narcissus to the statue of Parian marble does not
denote only his stillness but his beauty as well. In our

22 Metamorphoses 111, 418-419.

Z Ibidem, 427-429. Se also verses 457-462: “spem mihi nescio
quam vultu promittis amico, cumque ego porrexi tibi bracchia, porrigis
ultro, cum visi, adrides; lacrimas quogue saepe notavi me lacrimante

opinion the latter is even more significant. Not only
because Ovid later on explicitly compares Narcissus’
limbs to Parian marble, thus stressing their beauty,
but because the metaphor of the marble statue is
but one of many and the poet puts much stress on
the hero’s motion as well. He says that Narcissus
often gave his lips to the deceptive pool and tried
to embrace the neck he could see on the surface of
the fountain. He even plunged his arms into the
water in the vain effort to embrace the beautiful
boy.” In Metamorphoses Natcissus is actually quite an
active hero, especially in the final part of the drama
when in desperation he cries, tears his clothes and
strikes his naked chest with his hands of marble.”*
In the last moments of his life Narcissus is far from

tnas; nutn quogue signa remittis et, quantum motu _formosi suspicor
oris, verba refers aures non pervenientia nostras\”

# Tbidem, 474-481.
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resembling a marble statue: Ovid tells us that his
body, once so admired, no longer has the natural
color and strength, nor the form so pleasing to look
at.” Itis also quite evident that Dalf’s Narcissus does
not in any way look like a statue of Parian marble:
his limbs are not white, the contours of the body
are blurred and the whole figure is painted in hues
of yellow with dark shadows in brown instead of in
shining white color of marble. And why should the
idea of statuesque immobility of the boy be applied
to a fossil hand at all when there is Narcissus himself
depicted next to it?

In this context we should reconsider the expla-
nation of the hand in Dali’s poem Mezamorphosis of
Narcissus. As already mentioned above, the poem
serves as a sort of commentary on the picture — cer-
tainly Dalf had intended the picture to be viewed in
juxtaposition with the poem. It offers explanation of
the painting although it introduces some additional
motives, which are not to be found in the painting.
Itis obvious that while offering the “reading” of the
picture, Dalf reveals the meaning of certain icono-
graphic elements but also consciously manipulates
the spectator. The poem is nevertheless of crucial
importance for the understanding of the painting.
In the poem the hand evidently denotes death. Dali
desctibes it as “mortal hand’, “terrible hand’, “and
exccrement-eating hand”’. He also states that the hand is
actually the reflection of Narcissus, the reflection,
which finally absorbs him “with the digestive slowness of
carnivorous plants” ** In the poem Narcissus’ reflection
takes its own existence in the form of the hand, the
“fossil hand of the water” as Dali calls it in the prologue.
It is not only Dalf’s description of the hand that de-
notes its symbolic meaning — it is confirmed in visual
realization as well. The hand is namely cracked, thus
suggesting decay and decomposition. Even more
importantly: there are the sinister ants crawling on it,
the insects which in Dalf’s paintings traditionally sym-
bolize death and decay.”’ The hand obviously stands

» Ibidem, 491-493.
20 DALI 1937 (see in note 7), verses 119-120.
7 E.g. ROJAS 1993 (see in note 4), p. 85.

# 28 E.g. HEYD 1984 (see in note 2), p. 126.
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for death of Narcissus — it is part of Dalf’s original
visualization of the metamorphosis and cannot be
explained as a metaphor of Narcissus’ motionless
gazing at his own reflection. Consequently one could
hardly take it for an Ovidian element in the way
Lomas (with due reservations) suggests it.

In the cases where visual realizations in the paint-
ing and textual commentary of the poem comple-
ment each other, the interpretation is on (relatively)
safe ground. But there are examples where the dis-
crepancies are evident and where maximum caution
is necessary. The existing iconographical analyses
confirm that Dalf’s “explanatory” poem might in
some cases indeed be misleading, This fact represents
one of the crucial problems for any interpretative
approach to the painting, and it is an important factor
also in the search for Ovidian elements. From this
point of view the main manipulation is the identifi-
cation of the narcissus flower with Gala in the final
stanza of the poem. The Metamorphosis of Narcissus,
which clearly has many autobiographic elements, can
be interpreted as an encoded self-analysis of Dali’s
homoerotic and autoerotic desires with implication
of an overcoming of his narcissist autoeroticism
and its metamorphosis into love for Gala.”® In the
classical myth Narcissus is transformed into the
flower which bears his name. Both in literature and
visual arts of later periods this poetic idea became an
established iconographic feature. Lomas in his study
argues that despite the explicit identification of the
narcissus with Gala in the poem there is no reason
to accept it in the study of the painting. On the
contrary, the iconological approach to the painting
in the context of Dali’s homoerotic and autoerotic
preoccupations reveals the true meaning of the
metamorphosis: Narcissus/Dali does not overcome
his narcissist autoeroticism and remains Freudian
Narcissus. “Dall is fully aware that it is really only himself
whom he loves in the guise of an other...”” As far as the
iconography of the painting is concerned, the narcis-

# LOMAS 2011 (see in note 2), p. 52. We should add that in
the painting itself there is no indication whatsoever for the
interpretation suggested by Dali in his poem. Thete are also
obvious hints at homoeroticism such as homage to Caravag-
gio’s Narcissus (1597 — 1599; Rome, Galleria del Arte Antiqua)
in form of the exposed knee, which is further eroticized by
the reflection in the pool. Together with its reflection the
knee conforms to the shape of a man’s buttocks.



sus flower is just a metamorphosis of Narcissus; it
has nothing to do with Gala whatsoever.

With Narcissus transforming himself into the
flower, Dalf’s Metamorphosis of Narcissus actually re-
mains in the confines of classical tradition although
the visual realization of the metamorphosis is quite
unique and indeed revolutionary. The clue for un-
derstanding of this process can be found in Dalf’s
poem, where the precise instructions for viewing
the picture in accordance with the paranoiac-critical
method are presented.” The picture should be gazed
atin the special way of ““distracted fixation” causing the
blurring of the forms in which the figure of Narcis-
sus merges with the stone hand. Visually the latter
prevails because of its sharper contours and brighter
color. In the dissolving of the figure of Narcissus,
which fuses with the stone hand, the only thing that
keeps focused and attracts the attention of the spec-
tator is the narcissus flower. The metamorphosis is
thus completed: the youth disappears and reappears
in the form of a flower; Narcissus dies and is reborn
as narcissus.

As Milly Heyd points out in her study it is for
the first time in the history of visual arts that the
metamorphosis of Narcissus is depicted as a proc-
ess —an act in progress — thus bringing in the fourth
dimension.” No other painter had ever treated the
Narcissus myth in this way. They normally chose to
illustrate a framed scene of the Narcissus story or
sometimes they combined two or three episodes in
the painting, but arranged them as sequences which
are clearly separated by compositional means. In
iconographic tradition previous to Dali the idea
of metamorphosis was either implicitly present in
a bunch of narcissi besides the Narcissus, who is
gazing at his reflection in the pool, or in the narcissi

30 “If one looks for some time, from a slight distance and with a certain
‘distant fixedness’ at the hypnotically immobile fignre of Narcissus, it
gradually disappears until at last it is completely invisible. The metamor-
phosis of the myth takes place at that precise moment, for the image of
Narcissus is suddenly transformed into the image of a band which rises
out of his own reflection. At the tips of its fingers the hand is holding
an egg, a seed, the bulb from which will be born the new narcissus — the
Sflower. Beside it can be seen the limestone sculpture of the hand — the
Jossil hand of the water holding the biown flower.” —DALI 1937 (see
in note 7), prologue.

' HEYD 1984 (see in note 2), p. 122.

blossoming next to his dead body.”* Dalf’s inven-
tion of the transformation as a process (placed
in the surrealist landscape and enriched with new
iconographic components) gives the impression of
a complete break with tradition and appears to have
little in common with the original story from Ovid’s
Metamorphoses. But it is precisely this groundbreaking
idea that reveals Dali’s close interest in Ovid.

It is of special significance that the author of
the most influential literary source of the Narcissus
myth does not depict the actual metamorphosis of
Narcissus. He merely describes Narcissus’ death
as the beginning of the transformation — his body
melting down and disappearing slowly. Later the
poet speaks of nymphs who were looking for the
dead youth but found a flower at the place where
his body should be. He indicates only the starting
and the ending points of the metamorphosis thus
leaving space for the reader’s imagination to fill the
gap. The same goes for an artist — he is given an op-
portunity to carry out his own vision of the central
point of the Narcissus story. While older masters
usually went no further than the conventional indica-
tion of the metamorphosis by including a narcissus
flower in the composition, Dali fully exploited the
potential of Ovid’s narrative. Not only did he place
the metamorphosis in the center of the composition
and realized it as a continuous process by the means
of his paranoiac-critical method but he also carefully
observed and visually articulated the poet’s words
regarding the death of Narcissus.

The figure of Narcissus in Dalf’s painting is a
complete #ovum in iconographic tradition. The young
Boeotian is in an unusual pose, often described as
“foetal’. The body is completely immobile, head rest-
ing on his knee suggesting melancholic thoughts or

32 The first version is older and dates back to antiquity — Na-
reissus by the pool with blossoming narcissi can be found in
roman frescoes and mosaics (e.g. Narcissus by the pool, mosaic
from the House of Menader in Daphne, 250-275 AD; An-
takya Museum). The second is much later and appears in
Renaissance art. The narcissus flower by the dead body of
Narcissus is often very stylized or it can be represented by
an imaginary flower like in Raphael Regius’ illustrated Owidii
Metamorphoses (Venice 1518). The most famous example of
dead Narcissus with narcissi painted naturalistically is Pous-
sin’s Narcissus and Echo (ca. 1630; Paris, Louvre).
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deep sleep.” As we are unable to see his face (this
is the first time that an artist completely conceals
Narcissus’ face), we can only guess what its expres-
sion could be. But already his posture makes him
look fragile, helpless and weak. It is worth noting
that Dali’s Narcissus is not gazing at his reflection
in the water either: judging by the position of the
head he is actually unable to see it. What he could
see (supposing that his eyes are open) is the inner
part of his legs, lower part of the stomach, his
loins and sex. He certainly could not contemplate
his mirror image in the pool. The contours of the
body are soft, the limbs losing firmness and vitality,
even the normal color of the skin is gone. He is not
a handsome youth whose limbs are fine and white
like they were made of Parian marble. Instead his
body is depicted in hues of yellow very close to the
color of bee wax. Narcissus’ beauty is fading away
and it seems that with his beauty his very existence
is going to evaporate.

Is such an image really just a surrealist caprice of
the Catalan master? Not necessarily so. In fact, this
is a perfect visual realization of Ovid’s metaphor
describing the very last moments of Narcissus’ life.
In the mortal anguish of the tragic revelation that
the youth in the pool is no other than himself, Nar-
cissus is not able to bear the pain any more and his
body starts to melt “/ke yellow wax on the light flame’”.
In Metamorphoses this is the final image of Narcissus
before he dies — an original poetic depiction of his
death.’ It is also the moment when the metamor-
phosis begins and the precise point where Dali starts
rendering his own idea of hero’s transformation into
a flower. While looking at the painting one should
recall verses of Dalf’s poem where, after describing
the immobile Narcissus by the pool, he continues:

“Now the great mystery draws near,
the great metamorphosis is about to occur.

? Dalf himself speaks of “tncurable sleep, vegetable, atavistic” and
“vegetable state of fatigue-laden sleep”. — DALIL 1937 (see in note
7), verses 100-105.

** Ovid completes the image of the dying Narcissus by yet another
metaphor — the morning dew that thaws in the sun. He further
underlines the idea of melting of the hero’s body by saying
that Narcissus has been weakened and melted by love, and
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Narcissus in his tmmobility, absorbed by his reflection
with

the digestive slowness of carnivorous plants, becomes
invisible.

There remains of hint only

the hallucinatingly white oval of his head,

his head again more tender,

his head, chrysalis of hidden biological designs,
his head held up by the tips of the water’s fingers,
at the tips of the fingers

of the insensate hand,

of the terrible hand,
of the excrement-eating hand,
of the mortal hand

of his own reflection.

When that head slits
when that head splits
when that head bursts,
2t will be the flower,
the new Narcissus,
Gala —
my narcissus.’>

On the canvas Dali puts a giant hand of stone
next to Narcissus as his compositional counterpart.
The “ferrible, mortal hand’ does not only look like
Narcissus, it is actually (as Dali tells us in the poem)
a reflection of the young Boeotian which had risen
up from the water and took its own existence. The
hand represents the death of Narcissus while the
flower which springs out of the white egg stands
for his rebirth. In the painting the metamorphosis
is ingeniously accomplished by the means of para-
noiac-critical method: the crouching youth and the
stone hand visually merge with the effect of Narcis-
sus fading away and the narcissus flower coming into

worn away little by little by the hidden fire: “guae sinul adspexit
liguefacta rursus in unda, non tulit ulterins, sed unt intabescere flavae
dgne levi cerae matutinaeque pruinae sole tepente solent, sic attennatus
amore liguitur et tecto panlatim carpitur igni” (Metamorphoses 111,

486-490)

% DALI 1937 (see in note 7), verses 121-138.



focus. Thus, of Narcissus there only remains the
flower with white petals surrounding a yellow heart
which, according to Ovid, the mourning nymphs
are going to find instead of the dead body of the
Boeotian youth.*

From the perspective of Dalf’s artistic creative-
ness and the newly developed paranoiac-critical
method it becomes evident that Ovid’s narrative

on Narcissus’ death with details that are lacking in
other classical (or later) sources finds its place at
the very center of the painting. Dali’s treatment of
the theme represents a unique contribution to the
iconography of Narcissus in European art. Yet its
modernity does not exclude classical tradition, and
Ovid’s text appears to be an important inspiration
tor the Metamorphosis of Narcissus.

Daliho Metamorfoza Narcisa.
Rozchod s klasickou tradiciou alebo Ovidiov pribeh prerozpravany
kongenialnym spésobom?

Resumé

Daliho Metamorfiza Narcisa (1937; Londyn, Tate
Modern), jedno z najoriginalnejsich spracovani mytu
o Narcisovi v maliarstve 20. storocia, vyvolala vedec-
ky zaujem takmer od chvile, ked’ bola vytvorena. Ak
vezmeme do uvahy Dalfho zaujem o psychoanalyzu
a zvlast’ o Freudovu teériu narcisizmu, si psychoa-
nalytické prvky v ikonografii Metamorfigy Narcisa pre
jeho pochopenie zivotne dolezité, a preto sa vicsina
studif koncentruje prave na psychoanalytické inter-
pretacie. Na druhej strane je jasné, ze pri sustred’'ova-
nf sa len na psychoanalyticky pristup mozu uniknat’
pozornosti niektoré iné ikonografické aspekty, ktoré
by nemali zostat’ nepovsimnuté.

Jednym z nich je otazka, aky ma Daliho obraz
vzt'ah k Ovidiovym Metamorfizan ako hlavnému kla-
sickému pramenu mytu o Narcisovi. Problém dosial
nebol uplne preskimany a odborné nazory sa znacne
rozchadzaju. Zatial’ ¢o niektori autori predpokladajy,
ze Daliho revolucné podanie témy ma len malo spo-
lo¢né s Ovidiovou bastiou, vacsina veri, ze Ovidiov
pribeh bol délezitou inspiraciou pre katalanskeho
surrealistu. Z ikonologického hl'adiska si nemozno
nevsimnut’, ze zastancovia druhej te6rie maju sklon
povazovat’ vplyv Metamorfiz za nesporny bez toho,
aby sa snazili d’alej sledovat’ otazku ovidiovskych

prvkov v mal'be. V dosledku toho vicsina z nich
nacrtava rozhodujice body Ovidiovho pribehu ako
zaklad Daltho mal’by, alebo sa stustred’uje na Daliho
odlisnosti od literarneho pramena.

Je pravda, ze Daliho surrealistické spracovanie
témy na prvy pohlad vda¢i len vel'mi malo pribe-
hu, ktory vyrozpraval Ovidius. Je tomu tak hlavne
v dosledku faktu, ze maliarov vzt'ah ku klasickému
textu nie je vztahom ilustratora, a ani sa nehlasi
k dlhej rade umelcov, ktori prerozpravavaju pribeh
a preberaju tradi¢nd ikonografiu Narcisa bez akych-
kol'vek skutocne dolezitych zmien. V. Metamorfize
Narcisa Dali znovuvytvara mytus podla svojej para-
noicko-kritickej metédy a prisposobuje ho svojmu
vlastnému narcisistickému charakteru. Dokonca ho
rozdiruje na svoj osobny mytus, ¢im vytvira nova
ikonografiu. Jeho odvolavanie sa na Ovidia je zried-
ka priame — castejsie vytvara jemnu reinterpretaciu
obrazov a pojmov nachadzajucich sa v Metamorfizach.
Jeho podanie mytu o Narcisovi je skuto¢ne revolucné
a bezprecedentné. Moze sa to zdat’ paradoxné, ale
je to skutoc¢ne prave v Daliho revoluc¢nej myslienke

% Metamorphoses 111, 505-510.
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predstavit’ metamorfézu Narcisa, kde sa plne preja-
vuje jeho hlboky zaujem o Ovidiovo rozpravanie.

Narcisovym transformovanim sa do kvetu zo-
trvava Daliho Metamorfiza Narcisa v ramcoch kla-
sickej tradicie, ale vizualna realizacia metamortézy
je celkom jedinecnd a ma za nasledok nové citanie.
KI'a¢ pre porozumenie tohto procesu mozno najst’
v Daliho basni, kde st uvedené presné instrukcie, ako
sa divat’ na malbu v sulade s paranoicko-kritickou
metédou. Na mal'bu sa treba pozerat’ Specialnym
sposobom ,,rexptyleney fixdcie sposobujicej rozma-
zanie foriem, v ktorych sa postava Narcisa miesa
s kamennou rukou. Vizualne prevlada v dosledku jej
ostrejsich obrysov a jasnejsich farieb ta posledna. Pri
rozpusten{ postavy Narcisa, ktora splyva s kamennou
rukou, jediné, ¢o zostava zdoraznené a ¢o prit'ahuje
pozornost’ divaka, je kvet narcisu. Metamorféza je
teda dokonana: mladost’ mizne a znovu sa objavuje
vo forme kvetu; Narcis umiera a je znovuzrodeny
ako narcis.

Po prvy raz v dejinach vytvarného umenia je
metamorféza Narcisa vykreslena ako proces — ako
prebiehajici akt. Ziaden iny maliar nikdy nepojed-
nal mytus o Narcisovi takymto spoésobom. V ramci
ikonografickej tradicie, ktora predchadzala Dalimu,
bola myslienka metamorfézy bud implicitne pritom-
na v skupine narcisov vedla Narcisa, ktory uprene
hFadi na svoj odraz v jazierku, alebo v narcisoch
kvitndcich pri jeho mftvom tele. Je povsimnutia-
hodné, ze Ovidius ako najvplyvne;jsi klasicky autor
nevykresl'uje skutocnu Narcisovu metamorfézu.
Popisuje len zaciatok transformacie — ako sa Na-
rcisovo telo rozpust'a a pomaly mizne — a neskor
hovori o nymfach, ktoré nasli kvet na mieste, kde
by malo byt” mladikovo telo. Basnik udava len pocia-
tocny a konecny bod metamorfézy, ¢im ponechava
citatelovej predstavivosti priestor, aby zaplnila tato
medzeru. Dalf plne vyuzil potencial Ovidiovho roz-
pravania: nielenze umiestnil metamorfézu do centra
kompozicie a ponal ju prostrednictvom svojej para-
noicko-kritickej metédy ako suvisly proces, ale tiez
si pozorne vsimal a vizualne artikuloval basnikove
slova tykajuce sa Narcisovej smrti.

Figara Narcisa v Daltho malbe je uplné névum
v ikonografickej tradicii. Mlady Boet’an je v neobvyk-
lej poze, casto popisovanej ako ,,embryonalna“. Telo
je uplne nehybné, hlava spocivajuca na kolene nazna-
¢uje melancholické myslienky alebo hlboky spanok.
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Jeho postoj spésobuje, ze vyzera krehko, bezmocne
a slabo. Daliho Narcis sa dokonca nediva ani na
svoj odraz vo vode. Sudiac podla pozicie hlavy nie
je vobec schopny ho vidiet’. Obrysy tela su makké,
udy stracaju pevnost’ a zivost’, dokonca aj normalna
farba koze sa stratila. Nie je to pekny mladik, ktorého
udy st jemne biele ako z paroského mramoru (podla
Ovidiovho popisu pri velebeni Natcisovej krasy).
Miesto toho je jeho telo namalované v odtienoch
zltej, velmi blizkych farbe vceliecho vosku. Narcisova
slavna krasa vidne a zda sa, ze spolu s jeho krasou
sa vypari cela jeho existencia. Takyto obraz nie je
surrealistickym vynalezom katalanskeho majstra, ale
skor dokonalym vizualnym uskutocnenim Ovidiovej
metafory popisujicej posledné okamihy Narcisovho
zivota. V smrtelnej muke tragického odhalenia, ze
mladik v jazierku nie je nikto iny nez on sam, Na-
rcis uz nie je viac schopny uniest’ bolest’. Jeho telo
sa zacina roztapat’ ,,ako ity vosk v jasnom obni*, ako
hovori Ovidius. V Metamorfizach je to posledny obraz
Narcisa pred tym, nez zomrie. Je to tiez moment,
kedy sa metamorféza zacina, a presne ten bod, ked’
Dalf zac¢ina podavat’ svoju vlastnd predstavu o hr-
dinovej premene na kvet. Ked’ sa divame na obraz,
mali by sme si spomenut’ na verse z Daliho basne
Metamorfiza Narcisa, ktoré sprevadzaji jeho malbu
ako druh bisnického komentira k obrazu. Potom,
¢o popisal nehybného Narcisa pri jazierku, Dali
nam rozprava, ze hrdina je ,,poblteny svojim odragons*
a stava sa neviditel'nym. Pokracuje: ,, Zostdva 3 neho len
halucinacne biely oval jeho hlavy“ podopierany ,,mitvolnon
rukou jeho viastného odrazn’. Ked sa tato hlava rozloZi,
vypudi z nej kvet — ,,novy Narcis®.

Na platno Dali kladie vedla Narcisa obrovska
ruku z kamena ako jeho kompozi¢ny protajsok.
wStrasnd, mitvolnd ruka’ nielenze vyzera ako Narcis,
je to skutocne (ako nam Dali hovori) odraz mladého
Boet’ana, ktory vyrastol z vody a nadobudol vlastnu
existenciu. Ruka reprezentuje smrt’ Narcisa, zatial’ co
kvet, ktory vyrasta z bieleho vajca, predstavuje jeho
znovuzrodenie. Na malbe je metamorféza dovtipne
dosiahnuta prostrednictvom paranoicko-kriticke;
met6dy: hrbiaci sa mladik a kamennd ruka vizualne
splyvajua s vysledkom Narcisovho miznutia a sdstre-
d'ovania sa na kvet narcisa. A tak z Narcisa zostava
len kvet s bielymi okvetnymi listkami obklopujacimi
zlté srdce, ktoré, podla Ovidia, najdu trachliace nym-
fy namiesto mftveho tela mladého Boet’ana.



Z perspektivy Daliho umeleckej tvorivosti a no-
vo vyvinutej paranoicko-kritickej metody sa stiva
zrejmym, ze Ovidiovo rozpravanie o Narcisove;
smrti s detailmi, ktoré chybaji v inych klasickych
(i neskorsich) pramenoch, nachiddza svoje miesto
priamo v centre jeho obrazu. Daliho podanie témy

predstavuje jedinecny prispevok k ikonografii Nar-
cisa v eurépskom umeni. Naviac, jeho modernost’
nevylucuje klasicku tradiciu a Ovidiov text sa zda byt’
pre Metamorfozn Narcisa dolezitou inspiraciou.

Preklad g anglictiny |. Bakos
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Zimmermann’s Aesthetics

and Riegl’s Art Theory. Influences and Resistances

Vlad IONESCU

Inan overview of Alois Riegl’s scientific achieve-
ments, Max Dvorak — Riegl’s successor at the Wiener
Schule der Kunstgeschichte — writes: “How could have also
Zimmermann's unproductive variations on the then already
outdated Herbartian philosophy or Biidinger’s mechanical poly-
history of an onwards striving spirit satisfied? When a trace
of these scholars is noticeable in Riegl’s writings, it appears
as a direct negation of their teachings and method.”" Con-
sidering the impact of Zimmermann’s aesthetics on
the Wiener Schule der Kunstgeschichte and the influence
of Riegl’s art history on the 20™ century att theory,
the question is whether this rather radical statement
can be put into perspective. Is it so that Riegl accu-
mulated Zimmermann’s aesthetics to then reject it?
How could a system of philosgphical aesthetics affect
a history of art that explicitly intends, as Riegl writes
in the opening lines of the Historische Grammatik,
to precisely overcome speculative aesthetics? This
problem is broader and significant for the relation
between philosophical aesthetics and art history:
is there a place for aesthetics in an art history that
adheres to a “scientific” status by bracketing the
speculative subject of beauty and focusing mainly
on art historical facts? Dissatisfied with philosophy’s
speculative nature and wanting to become an autono-
mous science, art history adapted towards the end
of the 19" century the discourse of exact sciences.

“Wie hatten auch Zimmermanns unproduktive 1 ariationen anf die
schon damals antiquierte Herbartische Philosophie oder Biidingers
mechanische Polybistorie einen vorwirts strebenden Geist befriedigen
konnen? Wenn eine Spur dieser Lebrer in Riegls Schriften bemerkbar
ist, so dufSert sich als eine direkte Negation ibrer Lebren und Metho-
de” — DVORAK, M.: Alois Riegl. In: Mitteilungen der KK
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Evenif it seems that Riegl abolishes the question of
beauty and concentrates exclusively on the question
of style,”a close analysis of Riegl’s texts evinces both
influences and resistances towards Zimmermann’s
aesthetics where the question of beauty is central. I
will focus on two questions: firstly, what is the place
of the aesthetic dimension in Riegl’s art history and
how does it differ from Zimmermann’s aesthetics?
Secondly, how did Zimmermann’s formalist aesthetic
influence Riegl’s analysis of the visual work of art?

The central intuition of Zimmermann’s aesthetics
is that evaluations of taste concern only relations of
forms abstracted from their corresponding content
and material realisation. In the aesthetic contempla-
tion, all material aspect is neutralised and, while no
singular element (&ein Einfaches) is liked or disliked,
only complexes of forms (Zusammengesetzten) are aes-
thetically evaluated. As it is well known, this intuition
continues Herbart’s aesthetics where the evaluation
of taste is also thought as the determination of
tormal relations. In Alfgemeine Praktische Philosophie
(1808), Herbart argued that the elements forming a
representation must not be disparate but organised
in relations. The unity they constitute is not their
total sum but rather their “zuterpenctration with the
coexcisting elements” (““einander durchdringen sollen”). Based
on this model, Zimmermann elaborates a normative

Zentral-Kommiission_fiir Erforschung und Erbaltung der Kunst- und
Historischen Denkmale, 4, 1905, No. 7-8, pp. 256-276, here p.
256.

> WIESING, L.: Die Sichtharkeit des Bildes. Geschichte und Perspef-
tiven der formalen Asthetik. Reinbek 1997, p. 58.



“pure science of forne” (“reine Formwissenschaff’) and a
“morphology of beauty” (“Morphologie des Schinen”). Be-
cause pleasurable forms are necessary and general,
regardless of cultural differences, aesthetic pleasure
is universal and their determination constitutes the
goal of the practical aesthetics.” Consequently, his
aesthetics argues for a universal concept of beanty.
Contrastingly, Riegl contests precisely this uni-
versality of beauty and the normative claims of all
philosophical aesthetics. The difference between
Riegl and Zimmermann is methodological and
epistemological. Methodologically, Zimmermann’s
aesthetics is a taxonomy of formal structures that
are identified in different media but that claim their
universality. Riegl’s art history is a description of the
temporal variations of different modes of visual
presentation. In this sense, while Zimmermann em-
phasises continuities of visual forms, Riegl demarcates
the discontinuities of visual forms, discontinuities that
justify heterogeneous art historical styles that do fo/-
low a logical evolution. Epistemologically, for Riegl,
visual art is embedded in the relativism of history
and the perspectivism of cultures. First of all, like in
Zimmermann and Herbart, in Riegl too, visual beauty
concerns the structure of the object of the intuition,
the work of visual arts. Second of all, visual beauty
is a historical variable that oscillates from culture to
culture and changes radically across the long dura-
tions that art history studies. A universal concept of
beauty is counter-intuitive for the art historian that
observes a constant dynamic change in the modes
of presentation. Hence, Riegl’s aesthetic perspectivism
(as opposed to Zimmermann’s aesthetic universalism)
rests on his research as a historian of art. One of
Riegl’s most significant reforms in art history entails
precisely the radical revaluation of aesthetic values
through an analysis of those artistic periods that
traditional 19" century aesthetics deemed as “petiods
of decay”. In his most celebrated study, Spatrimische
Kunstindustrie (1901), Riegl observed that the lack
of naturalism characterising the art of Late Roman
Empire is not a barbarisation of the Greek Antiq-
uity’s ideal of physical beauty but a “willed”, that is,
intended, way of giving form to the world. With the
notion of Kunstwollen, Riegl resisted both Semperian

> ZIMMERMANN, R.: Allgemeine Aesthetik als Formmissenschafl.
Wien 1865, pp. 31-32.

materialism — that reduced the artwork to material,
technique and goal — azd the evaluation of artaccord-
ing to a universalideal of beauty. This ideal of beauty
has always been the naturalism of the Greek Antique
art and which Winckelmann praised to such an extent
that all deviations from this norm were evaluated as
aesthetic degenerations. To the contrary, for Riegl,
each visual style — that is, a virtual mode of visual
presentation that is realised in concrete artefacts
— realises a will that intentionally gives form to the
wortld and results in visual pleasure. Hence, visual
modes of presentation are not universal, do not de-
pend on technical ability and do not follow oze stable
ideal of beauty. To the contrary, each visual mode of
presentation creates forms that are liked because they
are intended to appear so. Hence, Riegl’s resistance
to the claim of an objective universality of beauty:
the disproportions and asymmetries characterising
the Late Roman art were liked as much as any other
style. The main contribution of Riegl to art history
concerns this aesthetic perspectivism that welcomes
a heterogeneity of visual styles without reference to
an aesthetic norm. However, this heterogeneity of
visual styles is embedded in an evolutionary modelwhere
a genealogy is traceable because all these multiple
styles seem to evolve from an objective-haptic mode
of presentation towards a subjective-optical mode
of presentation.

From a philosophical perspective, a methodological
shift must be delineated. In Herbartian aesthetics,
the universality of beauty is founded on the claim
that the universal aesthetic experience of formal
relations is embedded in the structure of subjectiv-
ity. In Riegl’s art theory, the question of beauty as
a subjective excperience is subordinated to the guestion of
style as an objective visual structure that all the artefacts
of a period realise. The Kunstwollen is an anonymous
virtual structure of visuality that is manifested in the
artefacts of an age and especially in those that lack an
identifiable iconic content, like ornament, object of
use and architecture. Even though the Kunstwollen de-
termines the stylistic — thus objective — characteristics
of visuality, the realisation of a will-to-art presup-
poses for Riegl a euphoric experience of liking.* The
modalisation of being according to a will (Wollen)

* The reference to the euphoric moment of liking appears
at key moments in Riegl’s definition of the Kunstwollen. In
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is double-fold: firstly, it implies the subordination
of technical ability (Kénnen) to volition understood
as a fundamental aesthetic drive that realises itself in
artefacts. Riegl implemented this intuition in order
to resist the Semperian reduction of art to technique,
material and goal. Even though the technical ability
of a civilisation remains more or less constant, its
visual style alters, as it is the case in the variations
between the Doric, lonic and Corinthian ornamen-
tations. The final principle of visuality is thus not
technological advancement but the oscillations in
the realisation of a drive’s intensity. Secondly, the
justification of visual arts in terms of a Kunstwol-
Jen, that is, a will-to-form, interiorises the aesthetic
pleasure. Simply put, the Later Roman reliefs do not
lack naturalism because artists “could not” represent
naturalistically but because they “wanted” unnatural-
istic formal relations that produced visual pleasure.
Hence, the statement that Riegl transforms the study
of art from dealing with beauty into dealing with
style’ must be supplemented by the obsetvation that,
with the Kunstwollen, Riegl interiorises the aesthetic
experiences into each distinct style. The originality of
Riegl’s Kunstwollen theory resides in the fact that he
makes /iking immanent to poesis. Visual arts emerge
through the intentional creation of forms that are
experience by the maker as beautiful. A simple syl-
logism sums up his argument: all styles are consistent
productions of forms, all consistent productions of
forms are felt as beautiful by the producer, hence,
all styles are beautiful. This allows Riegl to reject all
hierarchies of styles. But here is the implicit tension
in Riegl’s methodology: he tries to adjust aesthetics to
art historical discoveries and to neglect the question
of beauty but he interiorises the aesthetic experi-
ence in the creative act. Visual pleasure is intrinsic
to the making of forms. The judgment of taste is

Stilfragen, Riegl writes regarding ornament that “zhe symmetry
of the slanting bands and their rhythm would have been perceived
with pleasure” (“Woblgefillig mochte der Mensch die Symmetrie der
Schréigbalken und ibre Rhythmische Wiederkehr betrachtet haben”).
— RIEGL, A.: Stilfragen. Grundlegung u einer Geschichte der Or-
namentik. Munchen — Mittenwald 1977 (1% ed. 1893), p. 5. In
Spatromische Kunstindustrie, Riegl describes the visual artwork as
the “representation of things through visual art in the most pleasurable
way possible for the eyes” (“die Dinge Mittels der bildenden Kunst
miglichst Woblgefallig vor Augen zu stellen”). — RIEGL, A.: Die
Spatromische Kunstindustrie. Wien 1927 (1% ed. 1901), p. 401.

88

immanent to each style taken as a virtual structure
and there is no bridge between these styles. Taste is
no longer in the subjective reflexive experience but
it is the realisation of an anonymous structure of visual-
71y, a realisation best seen in the artefacts that lack
an iconological content and even a specific author,
in ornament, design and architecture. For Riegl, the
Late Roman art is visible in the buckle of a costume
and in a mosaic. Also for Wolfflin, the Gothic ap-
pears equally in cathedrals and shoes since both are
presentations of the same excessive verticality and
immateriality.

In Zimmermann, the aesthetic judgment follows
the model of logic as a science of form.® Just as logic
delineates structural relations between terms without
concern for their content, aesthetics determines
relations of form independent of their content. In
Riegl’s science of art the approach of form no longer
dictates objective formal relations but describes formal
relations found in the artworks themselves. As a self-
entitled positivist, Riegl returns to the concrete con-
tact with the artefacts.” However, Riegl’s resistance
towards speculative aesthetic and the claim to rely
only on the artworks themselves does not result in
a dogmatic positivism. Riegl’s project of a Historische
Grammatik der bildenden Kiinsten, produces a structural
model of art history. Approaching artworks as the
realisation of general visual principles like the optic
and the haptic or the close, normal and distant vision
transforms the artwork from an object that merely
symbolises a culture to an object whose visuality is
isolated and described. Hence, Riegl’s revolution-
ary methodological shift: the artwork is primarily a
correlate that appears to visuality as a complex of
immanent formal relations. In this sense, while re-
sisting the centrality and universality of the aesthetic
judgment, Riegl’s model of image analysis, even

Further: “ A/ such bhuman Wollen is directed towards the satisfying
Jformation in relation to the surrounding environment.” — RIEGL,
A.: Late Roman Art Industry. Trans. R. WINKES. Rome 1985,
p. 231, trans. modified. (“Alles Wollen des Menschen ist auf die
befriedigende Gestaltung seines Verbdltnisses zu der Welt... gerichtet.”
— RIEGL 1927 (see above), p. 401.)

> WIESING 1997 (see in note 2), p. 58.

¢ ZIMMERMANN 1865 (see in note 3), § 80.



though essentially historical, follows Zimmermann’s
generic conception of the artwork as a set of formal
relations. As a result, the Historische Grammatik can
be considered a development — and not a rejection
—of Zimmermann’s “general science of ar?” (““allgemeine
Kunstwissenschaf?’) as a science of form.®

On the one hand, the difference with Herbartian
aesthetics consists in Riegl’s historical and positivist
approach of form and in a perspectivist considera-
tion of the aesthetic liking that varies in time and is
intrinsic to every consistent mode of visual presen-
tation, that is, it is immanent to every artistic style.
On the other side, the continuity with Herbartian
aesthetics consists in Riegl’s conception of the art-
work as a complex of formal relations that brackets
the iconological content. In Spatromische Kunstindustrie
(1901), Riegl writes that “zhe actual artistic function is
directed only to represent the objects in ontline and colour
on the plane and in space in such a manner that they evoke
the redeeming appreciation of the bebolder”.” The aes-
thetic appreciation (Wohlgefallen) is immanent to this
minimal definition of artas a set of formal relation.

7 In “Naturwerk und Kunstwerk 11 (1901), Riegl argues that
only the Kunstwollen as ““aesthetic drive” is a “positive given”. See
RIEGL, A.: Gesammelte Aufsdtzge. Augsburg — Wien 1929, p.

65.

$ See ZIMMERMANN’s “Zur Reform der Asthetik als exacter
Wissenschaft” (1862) in Studien und Kritiken zur Philosophie und
Astheti (Vol. 1. Wien 1870). Julius von SCHLOSSER pointed
out the impact of Zimmermann’s aesthetics both on Riegl and
on Wickhoff in the article “Die Wiener Schule der Kunstge-
schichte” (in Mitteilungen des Osterreichischen Institut fiir Geschichts-
Sforschung, 13,1934, No. 2, pp. 181-193; English translation: The
Vienna School of the History of Art—Review of a Century
of Austrian Scholarship in German. Trans. K. JOHNS. In:
Journal of Art Historiography, 2009, No. 1). However, he does
not clearly explain what exactly was Zimmermann’s under-
standing of aesthetics, namely that it was an object-oriented
and not a subject-oriented science of art. Yet this moment
in the history of aesthetics is significant for the art historical
debate because, in the Herbartian tradition, aesthetics be-
comes a science that brackets the subjective experience of
the viewer. This is important since it is precisely this aversion
to the subjectivist moment of the judgment of taste that at-
tracted the historians of art who were interested exclusively
into the objective relations of forms within the artwork.
Furthermore, when the history of art (Kunsigeschichte) was to
become a science of art (Kunshwissenschafi), it emphasised — like
the positivist sciences of the time — the objective qualities
of artefacts while avoiding the subjective experience of the

This definition that Riegl repeatedly employs, line
and colour on the plane and in space, evinces two
Herbartian influences: the dematerialisation of the
artwork that becomes an object of visual intuition
and its conception according to immanent surface
relations. Accordingly, these surface relations are
meant to “stmnlate”’ (“erregen’”’) the “redeeming beanty”
(“erlisende Woblgefallen”’) in the viewing subject. Again,
the aesthetic appreciation is intrinsic to the evalu-
ation of formal relations. Riegl implemented this
formalist analysis in S#/fragen (1893), a genealogical
study of ornamental forms. There, he distinguishes
the artistic image as a transformation of a natural
motif (Umbildung) from the copy of a natural motif
(Nachbildung), in this context, the acanthus plant.'
Ornamental forms are the product of the free and
active stylisation of nature, regardless of the similar-
ity with the plants. This requires the invention of the
outline that transforms the real natural motif in a
pattern of formal relations.' Riegl’s originality lies in
this intertextual approach of images: the text, here,
the ornamental design, is a palimpsest, a surface that

viewer. Hence, if art is to become the object of a science
it has to bracket the affective response of the viewer. This
is an interesting tension because one could also argue that
the affective response of the viewer fundamentally justifies
the very existence of art. More recently, Richard Woodfield
mapped out the contribution of Julius von Schlosser to the
interest in Riegl. See WOODFIELD, R.: Kunstwissenschaft
versus Asthetik. The Historians’ Revolt against Aesthetics. In:
Rediscovering Aesthetics. Transdisciplinary Voices from Art History,
Philosophy, and Art Practice. Eds. E HALSALL — J. JANSEN
—T. O’°CONNOR. Stanford 2009.

? RIEGL 1985 (sce in note 4), p. 127. ... der eigentliche Kunst-
swecke lediglich daranf gerichtet ist, die Dinge in Umrif§ und Farbe, in
Ebene oder Raum derart dargustellen, dafs sie das erlisende Woblgefallen
des Beschaners erregen.”” — RIEGL 1927 (see in note 4), p. 229.

RIEGL 1977 (see in note 4), p. xiv.

W In _Alorientalische Teppiche (1892), Riegl argues that the orna-
ment originates in the “geometrical linear play” (“das geometrische
Linienspiel’), a relation of parallels, zigzags, circles, triangles
and quadrangles. In St#/fragen, Riegl reminds that in Vitruvius’
anecdote, the motive of the acanthus leaf relied on the repro-
duction of an existing plant. The legend tells that a basket was
left behind on a grave of a girl and an acanthus plant grew
through it, combining its leaves with the motif of the basket.
Riegl rejects this explanation because the ornamental motif of
the acanthus leaf omits the characteristics of the actual plant.
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combines existing formal relations and generates
new ones. The acanthus motif does not originate
in the copy of the plant acanthus spinosus but in the
stylisation of the palmette design, by transforming
the semi-palmette into a sculpture in the round.”
Significant here is the relation of forms to each other
in the constitution of the visual signs and the relation
between visual signs in the genealogical development
of art. The geometrical style too, is explained as the
abstraction of rhythmic repetition of forms."
Hence, Riegl analyses artworks by determining
the planar structure of immanent relations between
the constitutive parts. This central intuition that
characterised for Herbart the aesthetic (hence sub-
ject-oriented) judgment is here transposed onto the
stylistic (hence, object-oriented) analysis. While for
Herbart aesthetic judgments concerned relations
of forms, for Riegl the pertinent analysis of images
determines the relations between singular elements
and the whole. This is the function of the famous
“haptic — optic” polarity that Riegl applied to the
study of images. The dualism of the haptic and
the optic had already appeared in Zimmermann’s
aesthetics. There, sculpture and architecture were
designated as tactile art because in their perception
touch is primary and sight secondary. Further, they
are distinguished from painting as a purely optical
art.' The relational aspect is here central: through
touch, representations delineate limitations of space,
linear and planar forms that present the direct im-
pression of the mass and the form of the external
object. Pure forms are extracted from the touched
matter; the artworks where the tactile subordinates
the optic are called “plastic’ (“plastisch”’) and the corre-
sponding real artwork is called “sculpture’ (““Plastif”).
The round sculpture appeals to touch and can be
grasped from all sides, the relief appeals gradually

2 RIEGL, A.: Stilfragen. Grundlegungen zn einer Geschichte der Or-
namentik. Betlin 1923 (2™ ed.), p. 175.

B Ibidem, pp. 39-40.

4 See especially the chapter “Die einfache realen Kunst-
werke” in Allgemeine Aesthetik als Formmwissenschaft (1865), §
906. Riegl must have relied on Zimmermann’s distinction
between haptic and optic even though the distinction is
here employed to distinguish between different art forms.
Another significant thematisation of these senses that Riegl
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more to sight."” Riegl develops this dichotomy of
senses yet no longer in order to classify visual arts
but to designate two #pes of visuality. This famous
polarity refers two polysensorial stimuli to two modes
of visual presentation:'® the haptic refers to a mode
of visual presentation that represses deep space and
cultivates formal relations on the plane, designating
the material fe/t surface of bodies (as in Egyptian but
also the art of Greek Antiquity). The optic mode of
visual presentation opens up the plane and manipu-
lates visual forms in deep space, emphasising thus
the seen density of bodies (as in the Baroque). While
the haptic refers to the isolation of singular forms
on the plane that are clearly distinguished from each
other as if the hand felt their material impenetrability,
the optic refers to the connection of forms in space
that lose their material consistency and appear only
to the eye.

This basic polarity that describes relations of
visual forms received different formulation in the art
theory of the 20™ century. For instance, Wolfflin op-
poses the /inearto the painterly presentation: the linear
represents disjunctive formal relations where particular
forms are disconnected and serially arranged; the
painterly presents conjunctive formal relations where
particular forms continuously fuse in depth. In the
linear Renaissance — think of Da Vinci’s Last Supper
— constitutive elements are disjunctively presented.
They are disjunctive because there this line or this
line, this tone or this tone are presented serially. The
planes are disconnected and displayed according
to an additive logic that unites the fore- and to the
background. In the painterly Baroque — think of
Rubens’ Last Judgment — the transition between the
constitutive elements is continuous and conjunc-
tive. It is conjunctive because this tone and line and
this tone and line flow into each other while hiding

appealed to originates in Hildebrandt’s Das Problem der Form
in der bildenden Kunst (1893) that appeared in the same year as
Stilfragen and that Riegl discusses in his 1901 essay Naturwerk
und Kunstwerk.

15 ZIMMERMANN 1865 (see in note 3), pp. 483-484.

16 Later in the 19" century, this polarity of the haptic vs. the
optic appeared in Adolf von Hildebrand’s Das Problem: der Form
in der bildenden Kunst (1893), an influential essay that inspired
both Riegl and Wolfflin.



the limit of forms and planes that fuse into depth.
Formal relations are determined according to how
these two senses, the haptic and the optic, correlate
the foreground and the background. While in the
Egyptian art, the background is neutral and deep
space is essentially repressed, from Late Antiquity
onwards formal relations manifest an increasing
depth between a foreground and a background that
are differentiated. While the old Egypt is primarily
haptic, Late Antique art is gradually gptic; forms are
the outcome of shadow and light that vary with the
position of the viewer and are meant to be seen.
Referring to the relation between the ring and the
tongue of a buckle, Riegl describes in the Spatromische
Kunstindustrie how the envisioned effect is the play
of oscillation between light and darkness, pattern
and ground, a tangible material and empty space.
In Ancient Egypt, the pattern is a motionless figure
maintained on a rigid background. In the colorism
of Late Antiquity, the ground moves and becomes
space."”

Hence, Riegl’s formalistic analysis of images
develops the conception of the image as essentially
a complex of formal relations. The object of the
inquiry is not the naturalistic effect but the relation
between single forms within the totality of the visual
representation. While the haptic is an additive mode
of relating forms to each other and presenting their
individuality and their co-relation, the optic is a con-
junctive mode that diffuses each individual form into
a totalising whole. The haptic and the optic in Riegl
are fundamental relational modalities that exhaust
in principle the potentialities of visual forms. Hence,
even though he proceeds as an empiricist, Riegl
produced concepts that explain a vzrual structure of
visual presentation that transcends the actual contact
with artworks.

In Zimmermann and Riegl (as in Herder), the
visual is evaluated as a deviation from touch, as if
seeing would have to recuperate — in the discontinu-
ity and distance that it implies — the original haptic
continuity and immediacy. Zimmermann considers

7 RIEGL 1985 (see in note 4), p. 188.

'8 Zimmermann writes: “Seeing bas been called ‘tonching in the
distance’: the art to appear of the other’s eyes could also be called a

sculpture an essentially haptic art and goes even
further in the subordination of the optical to the
haptic when he argues that seeing is a touching in the
distance ot a “sculpture of the ether”.'® Like in Herdet’s
Plastik (1778), visuality is evaluated as the attenuation
of the haptic intensity. However, the centrality of the
haptic is not significant for the original function that
it had in the 18" and 19" century aesthetics, namely
to classify visual arts according to the senses. The
revaluation of the haptic experience in philosophical
aesthetics consists in zhe centrality of the sensitive body in
the evaluation of a visual correlate. The appeal to touch
is an appeal to activate, within visnality, another dimension
of the viewer’s synaesthetic body. From the perspective
of speculative aesthetics, the significance of this
conceptual polarity resides in its ability to refer the
structure of the image (the sculpture, the painting, the
building or the ornament) to the aesthetic constitution
of the living body. Because they fluctuate between
the haptic and the optic, the presented forms (lines
and colours on the plane and in space) elicit the
polysensorial aesthetic body that not only sees but
also touches or, better said, that sees as 7f touching;
Visual arts are not strictly visual; they solicit the en-
tire synaesthetic body since visual forms transpose
— within visuality — sensations pertaining to touch-
ing, grasping and moving in space. Visual presenta-
tion requires a minimal discontinuity between the
sensing organ and the sensed correlate. With the
haptic, the claim is that visuality is not purely opti-
cal but includes affinities with other dimensions of
our synaesthetic constitution. Haptic visual forms
signify that the intensity and discontinuity of the
haptic contact return within visuality as zuzdexes of
tonch. Grasping linear forms — as Riegl showed — stirs
within vision sensations of touch while the subject
sees as if touching when distinguishing in the Egyp-
tian outline the impenetrability of the bodies with
the fingertips. The virtuality of touch is activated
within vision and that not only in Egyptian art but
also in the curvilinear outlines of Valerio Adami, the
painterly catastrophes of Francis Bacon that discover

sculpture of the ether.” (“Mann hat das Seben ein Tasten in die Ferne’
genannt: man kinnte die Kunst dem Ange des Andern zu erscheinen,
ein Plastik des Aesthers nennen.””) — ZIMMERMANN 1865 (see
in note 3), p. 491.
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—according to Deleuze!” — a haptic function of the
eye, or in the haptic contact presented in the art of
Giuseppe Penone.

By way of conclusion, at least three points
summarise the impact of Herbartian aesthetics on
Riegl’s art theory. Firstly, Riegl’s notion of the im-
age as outline and colour on the plane and in space,
his determination of a style as a virtual structure of
formal relations made visible through the dialectics
of touching and seeing are not rejections but elabo-
rations on Zimmermann’s aesthetics. And as Riegl
notes in the opening lines of the Historische Gram:-
matik, aesthetics has to learn from the discoveries
of art history. Riegl’s originality consists in evincing
how immanent surface relations can be evaluated not
according to an ideal of beauty but to the degree that
they realise the style of a period. While each subject
is free to evaluate Bernini’s Ecstasy of St. Theresa as
beautiful or not, analysis shows how this artwork
realises the Baroque Kunstwollen. In other words, the
singular sculpture realises all the attributes of the
Baroque as a virtual structure: the dynamic move-
ment in depth, the diffusion of forms, the opening
of an infinite space.

Secondly, in the search for happiness, that is, in
reaching a psychical equilibrium in the relation to the
world, an inner drive is released that aims at visual
pleasure. The intentionality of the Kunstwollen refers
to the realisation of a desire for the “satisfying forma-
tion” of the wotld (“befriedigende Gestaltung’).” The
will is an intensity that, in its release, balances the

¥ The dialectics of the haptic and the optic return in the

aesthetics of the 20™ century in the revaluation of Riegl and
Worringer by Deleuze in Logigne de la sensation (1981) and
Deleuze and Guattari in Mille Plateaux (1980).
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relation between mind and the form that the world
takes. Against Dvofak’s statement that Riegl rejected
Herbartian formalism,* I argue that Riegl integrates
Herbartian formalism in his conception of form: the
stability between the mind and the exterior world is
sought in formal relations that the mind perceives
as coherent and consistent. The release of this will-
to-form has a euphoric goal in sight, namely the
satisfactorily perception of the world.

Finally, Riegl argues that each style actualises its
own ideal of beauty but he shows this through an
empirical and bistorical analysis, resisting thus a univer-
sal idea of beauty proved with logical precision. Both
this Herbartian and Rieglian analysis conceptually
determine beauty within the boundaries of the objec-
#ive correlate (the artwork) that is described. Whether
these formal relations that aesthetics determine are
universal and normative (Herbart — Zimmermann)
or if these formal relations evolve in the historical
time that art history determines with scientific pre-
cision (Riegl), the counter-intuitive import of these
theories remains unchanged: beauty is founded
onto an objective structure. Nevertheless, it could
also be argued that the use of an empirical method
is actually a regression from the Kantian perspective
that explained universality as a mere claim within the
structure of subjectivity in the aesthetic reflective
judgment. Beauty is not in the structure of visual
relations and neither in the history of art — it is an
affective disposition that merely demands the con-
sent of an ideal community.

2 RIEGL 1927 (see in note 4), p. 401.

2 DVORAK 1905 (see in note 1).



Zimmermannova estetika a Rieglova te6ria umenia.
Vplyvy a vzdory

Resumé

Tato studia sa, zvazujic pOsobenie Zimmer-
mannovej estetiky na Viedensku skolu dejin umenia
a vplyv Rieglovej tedrie umenia na tedriu umenia
20. storocia, venuje vzt'ahu medzi herbartovskou
formalistickou estetikou a Rieglovym modelom dejin
umenia. Kym Zimmermannova estetika vylucuje
otazku krasy a podriad’uje ju otazke formalnych
vzt'ahov, ktoré konstituuju zaklad kazdého obrazu,
Riegl tiez odmieta estetiku a prijima deskriptivou
analyzu obrazov. Znamena to vsak, Ze dejiny umenia
sa oslobodzuju od vsetkych estetickych vypovedi?
Po prvé, predkladana stadia ukazuje, Zze dsudky,
ktoré sa tykaja estetickej rozkose, sa v Rieglovych
dejinach umenia objavuju, aj ked’ odmietaju Zimmer-
manovu normatfvnu estetiku. Po druhé, zist'ujeme

tu originalitu Rieglovho chapania ,,Kunstwollen®:
esteticka rozkos je vautorne pritomnd v umeleckom
vytvore. ,,Vola k umeniu® zahffia rozko$ z umenia.
A konecne, Rieglovo ponimanie obrazu ako obrysu
a farby na ploche a v priestore, jeho urcenie Stylu
ako virtualnej Struktary formalnych vzt'ahov, ktoré
st zviditelnené prostrednictvom dialektiky hmatania
a pozerania, nie su zamietnutim, ale rozpracovanim
Zimmermannovej estetiky. Teda Rieglove dejiny
umenia nezavrhuju, ako tvrdil Max Dvoftak v roku
1905, filozofickd estetiku, ale skor ju integruju do
umeleckohistorického projektu, ktory je deskriptivny
(ako opak normativneho), a ktory zahfna Zimmer-
mannovu filozofiu a asimiluje esteticka rozkos.

Preklad 3 anglittiny J. Bakos
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MATERIALY / MATERIALS

ARS 46, 2013, 1

Nékolik poznamek k rané
stitedovékym destickam, nalezenym v okoli Nitry

Petr BALCAREK

Cilem tohoto pfispévku je poukazat na nékteré as-
pekty uméleckych pfedméta, které jsou ve slovenské
uméleckohistorické historiografii jiz dobfe znamé.
V prvnim pfipadé jde predevsim o jeden z nejstar-
sich uméleckych pfedmétd souboru bronzovych,
pozlacenych desticek ze staroslovanského hradiska
Bojna u Nitry, objeveného v poslednim desetileti,
a dale o soubor zlatych emailovych desticek (podnes
znamy jako tzv. Monomachova koruna), ktery byl
nalezen v obci Ivanka pri Nitre jiz pfed vice nez sto
lety. Obé¢ spojuje nejen blizkost Nitry, tehdejsiho
mocenského a kulturniho centra, ale také spolec¢né
otazky, které se v souvislosti s témito predmeéty
nabizeji; pokusim se je v nasledujicim pfispévku
formulovat, pfipadné poukazat na mozna interpre-
tacni vychodiska.

Soubor pozlacenych
bronzovych destic¢ek

Karol Pieta, ktery objevil a zpfistupnil tento
unikatni materidl z Bojné, publikoval v posledni
dobé¢ nekolik uvodnich studif k nalezim nejen na
Slovensku,' ale i v zahranic¢i.” Vyzkumy Karola Piety,
vedené od roku 2004, bezpochyby zasadné doplnily
pohled na pocatky slovenské statnosti, na pocatky

U PIETA, K.: Bojnd. Nové ndlezy k polatkom slovenskych dejin.
Bojna 2007; Bgjnd. Hospoddrske a politické centrum nitranského
kniegatstva. Bd. K. PIETA — A. RUTTKAY — M. RUTTKAY.
Nitra 2007.

2 RUTTKAY, A.: Der Burgwall Bojna I — Valy. Ein machtpo-

litisches und kirchliches Zentrum des 9. Jahrhunderts in der
Westslowakei. In: Glaube, Kult und Herrschaft. Phinomene des
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d¢jin Velkomoravské fiSe a Nitranské knizectvi ve-
dené v té dobé knizetem Pribinou.

Pfi bézné prohlidce materialt z Bojné nas napad-
ne otazka: Co spojuje tyto nalezy s velkomoravskym
prostfedim? Jak vidime, je to napf. byzantsky typ
funeralnich kifzka s pismenem omega,’ jak jej zndme
napf. 1 z dnesnf Moravy (Doln{ Véstonice). Dalsim
obecné znamym a Pietou pfipomenutym artefaktem
je 1bronzové nakonci z Bojné, které mame dolozené
jak z Moravy (Modra), tak i z jinych mist Balkanu
(napf. Bulharsko). Tzv. ,,vrubofez®, prosazovany
Klementem Bendou od 70. let minulého stoleti
a spojovany s karolinskou Kunstindustrie, vsak nemusi
nutné znamenat, ze predmét nebyl vyroben v pro-
vincnich, nebo dokonce byzantskych dilnach.

Co je vsak mezi nalezy v Bojné skute¢né vyznam-
né a ojedin¢lé, jsou bronzové pozlacené desticky,
které tvofi urcity soubor. Ponecham nyni stranou
ucel téchto desticek a podivam se spiSe na jejich
ikonografii. Zpusob zpracovani desticek odkazuje
na avarsky okruh vybijeného a puncovaného plechu.
Unikatni vsak zustava ikonografie, které se chci
v piispévku dotknout a ktera v tehdejsim kulturnim
okruhu stfednfho Podunaji nema obdoby. Detailnim
popisem pozlacenych desticek se zabyvaji Karol
Pieta a Alexander Ruttkay, kteff provedli zaroven

Religidsen im 1. Jabrtausend n. Chr. in Mittel- und Nordenropa. Akten
des 59. Internationalen Sachsensymposions und der Grundprobleme
der friihgeschichtlichen Entwicklung im Mitteldonanranm. Ed. U.
von FREEDEN — H. FRIESINGER — E. WAMERS. Bonn
2009, s. 437-446.

> PIETA 2007, c. d. (v pozn. 1), obr. 22.



i ikonograficky rozbor desticek.* Mame-li z velko-
moravskych nalezti na Moravé paleograficky doklad
odkazujici k fectine (kifzek s napisem ze Sadi, Uher-
ské Hradisté a intaglii s feckym napisem z Rybaren,
Uherského Hradiste), v Bojné mame co do ¢ineni
(a to poprvé po dokladech fimské provincialni pale-
ografie)’ s latinskou majuskuli. Autofi poukazuiji, ze
jejl provedeni neni typicky karolinské svym vzhle-
dem, ale je natolik jasné, Ze nemuze byt spojovano
s fectinou ¢i slovanstinou, ani s avarskymi tamaty.
Ikonografie desticek zobrazuje kiest'anska témata,
jsou na nich vyobrazeni and¢lé (plaketa 3 a plaketa
5), cherubin (plaketa 6), Panna Marie Orantka (pla-
keta 4), postava poustevnika (plaketa 2).° Postava
andéla v podobé Krista je s napisem ,,MVAVS®, jejz
autofi ¢tou jako ,,Michael, Archandél®, je jimi vSak
zaroven identifikovana jako Jezi§ Kristus. Jasnym
znakem ikonografie Krista je totiz kifzovy nimbus,
svatozaf. A prave zde zacina problém s interpretaci,
1 kdyZ autofi jasné poukazali, Ze jde o ikonografii
,,Christus-Engel*.

V 9. stoleti byla kfest’anska katolicka teologie jiz
nckolik stoleti natolik jednotna, alespon v otazce
vztahu Krista-Syna k Bohu-Otci, ze Kristus v po-
dobé¢ andéla se v ni jiz neobjevuje. Kristus-and¢l
a s tim souvisejici teologie byla dostatecné probadana
v ramci dogmatu napf. jiz Adolfem Harnackem,
ktery ji naléza pfedevsim v prvnich tfech stoletich
mezi zidovsko-kfest’anskymi skupinami syropales-
tinskych kfest’anti. Andélska christologie byla bézna
a mohla se vyjadfovat i vizualné mezi skupinami Zi-
dokfest’and, ale i gnostikt, monarchiani dynamistua,
vyruastajici z ebionith a adopciani, nebo modalistt
patripassiant. Doketicka teologie (dokein [zdat se]/
dokésis |zjevovat se|) byla téz nesena predstavou, ktera
spojovala Krista s andélem, ackoli z téchto kiest'an-
skych skupin, stojicich mimo hlavn{ proud, nemame
zadnou prukaznou ikonografii Krista-andéla. Dalsi
dualistickou sektou blizkou andélské christologii byl

* Kap. ,,Hypoteticka rekonstrukcia a poznamky k ikonografii
nalezu®. In: Ibidem, s. 51-54.

5 CESKA, . — HOSEK, R.: Inscriptiones Pannoniae superioris in
Slovacia transdanubiana asservatae. Brno 1967.

¢ PIETA 2007, c. d. (v pozn. 1), barevna pfiloha.

adopcianismus, ktery operoval s teorif, ze Kristus byl
v dobé¢ kitu adoptovan Bohem Otcem. Andélskou
christologii zastavala téz vétsina hojné rozsitenych
ran¢ kfest’anskych gnostikd, ale i jejich pozdéjsich
nastupcu, jako byli paulikini nebo bogomilové,
Kristus andél se vSak mize objevovat také v nekte-
rych odvétvich arianismu, ktery byl casty u vétsiny
germanskych kmen.

Zda se vsak, ze v 9. stoleti byli Frankové jiz
katoliky, pokud ne, byla by ikonografie Krista-an-
déla z Bojné jistym unikatem, pfedevsim na pozadi
vystavby nitranského kostela a jeho biskupského
svéceni biskupem pasovské misie.” VIIL. kapitola le-
gendy Zivot sv. Klimenta® sice zmitiaje lidi, , posedlé jinym
manicheistickym Silenstvins, ale autor mél na mysli néco
jiného. S terminem vsak jiz bézné pracuje okruzni list
patriarchy Fotia z roku 866 — 867, ktery odkazuje na
Fotiovy kritické postoje k sificim se paulikantim.

Kfest’anskou skupinou, ktera mohla zobrazovat
Krista jako andéla, nebylo jen paulikanstvi, nybrz
také podnes znamy balkansky smeér kiest’anstvi,
bogomilismus. Byla to pravé byzantska ortodoxni
cirkev mezi Slovany, ktera zacala pouzivat ikono-
grafii bogomild, tj. vyobrazeni Krista jako and¢la,
upraveného vsak ortodoxné (napf. se zobrazenymi
hfeby v rukou na znameni Kristova ukfizovani).'
Nejranéjsi typ Krista-andéla v byzantském prostfe-
di pochazi az z privatni ikonografie rukopisa z 9.
stoleti; z monumentalniho uméni znime zobrazeni
Krista-andéla az z 13. stolet{ prave z Balkanu, z dia-
konikonu chramu Matky Boz{ v Studenici, nebo
z exonartexu sv. Klimenta v Ochridu (datovany do
1. 1294 — 1295); latinsky zapad vsak zacal ikonografii
Krista-andé¢la uplatnovat jako urcitou inovaci jesté
pozdéji (ve 12. stoleti)."! Domnivam se tudiz — snad
1opravnéne —, ze v pifpadé ikonografie Krista-andéla
z Bojné u Nitry slo spise o prezivani starsich tradic,
nez o novou percepci teologickych myslenkovych

7 STEINHUBEL, J.: Nitrianske kniezactvo vo Velkej Morave
a v Uhorsku. In: S#ed Evropy okolo roku 1000. [Kat. vyst.] Ed.
A. WIECZOREK — H. M. HINZ. Praha 2002, s. 109.

8 RATKOS, P: Pramene k dejindm | elkej Moravy. Bratislava 1968,
s. 348. V souvislosti s filiogue avsak uziti terminu znamena, ze

sekta byla v té dobé¢ jesté znama.

? PG 102, coll. 721-741, zvl. 729.
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1. Brongova pozlacend destitka s vyobrazenim Krista-andéla 3 Bojné u
Nitry, Stovensko. Foto: Archiv antora.

pochodu tehdejsich tvircich kulturnich teologickych
center.

Jak jsem poukazal jiz dffve, napf. na pifkladu
kfizku z Velké Mace'* nebo velkomoravského
$perku v podobé kodexu," ikonografie na umeélec-
kych pfedmétech nemusi nutné vzdy odzrcadlovat
a reprezentovat oficidlni uceni prevladajici cirkve,
ale v n¢kterych pfipadech muze zachytavat i ikono-
grafii minoritnich, méné¢ znamych proudu tehdejstho
kiest'anstvi.

Je ztejmé, Ze v pfipadé desticek z Bojné u Nitry
se muze jednat o mistnf vyrobek. Pokud vsak uva-
zujeme o ideovém pavodu desticky z Bojné (Krista-
-andéla), pfipadaji v ivahu snad jen dvé centra, pisici

1" LUCCHESI-PALLL E.: Christus-Engel. In: Lexikon der christ-
lichen Lkonographie. Zv. 1. Ed. E. KIRSCHBAUM. Freiburg i.
B. 1968, s. 398-399. Srovnej téz Reallexikon zur byzantinischen
Kunst, col. 1012-1014, zde vsak jako ,,Der Engel des grossen
Rates®, col. 1012-1013. Nejran¢jsi zobrazeni pochazi z doby
rozsifeni paulikanu a vznikajicich bogomila na Balkané, tedy
kolem let 880 — 886, z byzantskych rukopis Rehote Nazi-
anského (Paris, Bibliothéque nationale, Par. Gr. 510) nebo
sinajského rukopisu Cod. Sinai, Gr. 339. K problematice vice
AMMANN, A. M., SJ: Slawische ,,Christus-Engel Darstel-
lungen. In: Orientalia christiana periodica, 6, 1940, s. 467-494;
a prozatim zékladnf price DER NERSESSIAN, S.: Note sur
quelques images se rattachant au theme du Christ-Ange. In:
Cabjiers archeologiques, 13, 1962, s. 209-216.

LUCCHESI-PALLI 1968, c. d (v pozn. 10).
12 K interpretaci kiizku z Velké Mace viz BALCAREK, P: Some

Remarks on the Dating of Pectoral Crosses. In: Byzantinosia-
vica, 67,2009, ¢. 1-2, s. 365-371.
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2. Kristus jako andél, ndsténnd malba, exonartex chramu sv. Klimenta
v Ochridn, Makedonie. Foto: Archiv autora.

latinkou. Dolni Dunaj, stale fecko-latinsko-slovanska
kulturni oblast, nebo vychodni vyspa Francké fise,
kontaktni z6na Frankd, Slovant a Avara. Jak jsem
ukazal, oblast Dolniho Dunaje byla od pocatku
mistem, kde se heterodoxni nazory nejen uchovavaly,
ale i sifily."* V této souvislosti bych zminil snad jiz
syrskou, ran¢ kiest’anskou, audianskou herezi, ktera
na Dolnim Dunaji existovala n¢kolik stoletf (tito ri-
gor6zni mnisi a asketové piebyvali v této oblasti jesté
v 5.2 6. stoletf). Nedavno na jejich existenci v 6. — 7.
stoletf poukazal v archeologickém kontextu Georgi
Atanasov;!® mizeme zde zminit také znamé centrum
stfediska monofyzitské cirkve v Djanavara.'® Nemu-
sime v$ak chodit az na Balkdn, na moznou existenci

3 BALCAREK, P: A Contribution to the Discussion about the
Possible Origin of the Jewellery in the Shape of Book Cover.
Some Suggestion to Zdenek Klanica’s Article. In: Edrene, 48,
2012, ¢. 1-2, s. 49-59.

" PUECH, H.: Audianer. In: Reallexikon fiir Antike und Christen-
tum. Zv. 1. Bonn 1950, col. 910-914; ZEILLER, J.: Les origines
chrétiennes dans les provinces danubiennes de l'empire romain. Paris
1918, s. 419-420.

=3

ATANASOV, G.: Les monasteres rupestres le long de la
riviere Suha, dans la région de Dobrudja de Sud. In: Byzanti-
noslavica, 69, 2011, &. 1-2, s. 206-207.

1

>

GUEORGIRY, P: Odessos — Théodoriada — un centre des
monophysites du IV. S. (Le martyrium du Djanavara et ses
trans Syro-Mésopotamiens). In: The Cult of Martyrs and Relics
and Its Architecture in East and West (3" — 7" century AD). Ed.
V. MINCHEYV — V. YOTOV. Varna 2003, s. 23-25.



vychodniho, latinského etnika v oblasti Nitry, bylo
jiz dffve poukazano."”

S ikonografii Krista-and¢la se nabizi cela fada ota-
zek, které mohou pomoci vyfesit snad nejlépe mistni
slovenst{ cirkevni historikové z ruzomberské Kato-
lické univerzity, Rimskokatolické cyrilometodéjské
bohoslovecké fakulty Komenského univerzity v Bra-
tislavé, Reformované teologické fakulty Univerzity J.
Selyeho z Bratislavy, nebo teologové z Pravoslavné
bohoslovecké fakulty a Reckokatolické teologické
fakulty Presovské univerzity v Presove.

Na zavér si vSak dovolim vznést jeste jednu otazku:
7. publikovaného materialu, zahrnujictho jen vybér
téch nejvyznamnéjsich archeologickych materiala,
nenf zcela jasné, zda soucasti nalezt z Bojné byly i tzv.
velkomoravské gombiky. Pokud by spole¢nost v Bojné
uzivala pouze spony (viz dokumentovany nalez tzv.
pozdné fimské provinéni spony),'® tato spole¢nost by
mohla vypadat jinak nez moravska. Gombiky totiz
mohly vzniknout pfedevsim v kultufe odévu, kde méla
svou nezastupitelnou roli spinadla, spojujici dvé casti
odévu; byly uplatniovany na kratsich nebo delsich tu-
nikach, které vsak byly spinané zepfedu. Tento zptsob
se tradicné spojuje s barbarikem anebo nomadskym
zivlem, ackoli, jak ukdzal jiz N. P. Kondakov,"” gombi-
ky byly pfijaty jako soucast odévu 1 v Byzanci.

Neékolik otazek
k tzv. Monomachové koruné

K nejvyznamnéjsim archeologickym nalezim
z nedaleké Ivanky u Nitry z roku 1861 patii zcela
jist¢ nalez zenské koruny, diadému, vytvofeného
z emailovych a vétsinou povazované za dar, korunu
cisafe Konstantina IX. Monomacha (1042 — 1054),
vcéetné nalezu emailem zdobenych destic¢ek s vyob-
razenim svatych Petra a Ondfeje z druhé poloviny
10. stoleti. O integrité a charakteru nalezu se vede
jiz vice nez sto let ziva diskuze.

7 BENES, P: Quelques traces de relations entre la Grande
Moravie etla Romania danubienne. In: Sbornik praci Filosofické
Sfakulty Brnénské university, 10. Brno 1965, s. 262-263; srovnej
téz BALCAREK, P: Et venerunt ad nos doctotes christiani
multi ex Italia. In: Pravosidvny teologicky gbornik. Acta Facultatis
Orthodoxae Universitatis Presoviensis, 12. Presov 2004, s. 51-56.

8 PIETA, K.: Bojna. Nové nilezy. In: PIETA — RUTTKAY
— RUTTKAY 2007, c. d. (v pozn. 1), s. 176, obr. 3, 1-5.

3. Kristus-andél Velké rady 3 miniatury knigni malby Kazdni Rebore
Nazianského. Paris, Bibliothéque national de France, Coislin 239. Foto:
Archiv antora.

4. Kristus jako andél, detail nasténné malby, exonartex chrammn sv. Kii-
menta v Ochridu, Makedonie. Foto: Archiv autora.

1 KONDAKOV, N. P: Les costumes orientaux a la cour byzan-
tine. In: Bygantion, 1, 1924, s. 7-49. Srovnej téz KLANICA,
Z.: Velkomoravsky gombik. In: Archeologické rozhledy, 22,1970,
s. 421-445; PAVLOVICOVA, E.: K vypovedacej schopnosti
gombika u naddunajskych Slovanov v 9. storo¢i. In: Shwvenskd
archeoldgia, 44, 1996 s. 95-153; CHORVATOVA, H.: Kulttr-
no-historicky vyznam gombikov. In: Studia medievalia Bobemica,
1, 2009, s. 7-19.
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O koruné dnes existuje bohatd mistnii cizojazyc-
na literatura,” av§ak jen mélo studif posouva vyzkum
dale. V Cechéch se snad pouze pred vice nez ¢tyficeti
lety dotkl emailovych desti¢ek Klement Benda, ktery
nezpochybnuje charakter diadému a jeho spojitost
s mistnim nitranskym panovnikem, kdyz uvadi:
»Koruna patiila k arpddovskémmu rodovému pokladn, ktery
byl za tatarského vpadu nkryt na nitranském bradé. Cast
byla asi pri bezprostrednim nebezpeci (Nitra byla Tatary
obléhdna, ne vsak dobyta) narychlo akopdna a jiz nikdy
vyzvednuta. ‘!

Slovenska historiografie tzv. Monomachovy ko-
runy je obecné znama a lze v ni dnes spatfovat dva
prevladajici trendy. Prvni, progresivni skupina odmi-
ta v destickach vidét zbytky koruny, druhd zastava
tradicni stanoviska, vychazejic z vétsiny zahranic¢nich
badatelu. Jako pfedstavitele prvni skupiny zminim
préci Stefana P. Hol¢lka,”? a témét identicky nazor
a zavéry Marka Meska,” kteff spole¢né odmitaji vi-
dét v destickach zbytky koruny, tudiZ tyto predméty
nechtéji jakkoliv spojovat s uherskymi nebo dokonce

? Naposledy v katalogu Exrgpas Mitte um 1000. Ed. A. WIECZO-
REK — H.-M. HINZ. Stuttgart 2000, ¢. 02.04.04; The Glory of
Byzantium. Art and Culture of the Middle Byzantine Era A.D. 843
—1261. Ed. H. C. EVANS — W. D. WIXOM. New York 1997,
¢ 145, 5. 210-212 s rozsahlou bibliografii; BARANY-OBER-
SCHALL, M.: The Crown of the Emperor Constantine Mo-
nomachos. In: Archacologia Hungarica, 22, 1937; jinak HOLCIK,
S. P: Byzantské emaily z Ivanky pri Nitre. In: Ars, 18, 1984, ¢,
1, s. 35-50; MEéKO, M.: Boli byzantské emailové platnicky
z Ivanky pri Nitre sucast’ou koruny? In: Shovensko a enrdpsky jubo-
vyjchod. Medziknltiirne vt aby a kontexty. Ed. A. AVENARIUS —Z.
SEVCIKOVA. Bratislava 1999, s. 402-411; STEINHUBEL,
J.: Nitrianske kniezactvo vo Velkej Morave a v Uhorsku. In:
Eurgpas Mitte um 1000, c. d. (pozti vyssie), s. 109; AVENARIUS,
A.: Byzantskd kultsira v slovanskom prostredi v V1. — XIL storod.
K problému recepie a transformacie. Bratislava 1992.

2 BENDA, K.: Byzantské a rané kiest’anské pamitky v Cesko-
slovensku. In: LASSUS, J.: Rané kiestanské a byzantské nmént.
Praha 1971, 184. Také CHROPOVSKY, B. — POULIK, J.:
Velkd Morava a pocitky ceskoslovenské statnosti. Praha 1985, tab. 6.

2 HOLCIK 1984, c. d. (v pozn. 20), s. 35-50.

2 MESKO 1999, c. d. (v pozn. 20), s. 402-411.

2 Je nanajyis nepravdepodobné, Se by predmety boli darom uborskému
panovnikovi v akejkolvek forme. Pravdepodobnejsie je, e sa nachd-
dzali v Caribrade a$ do roku 1204 a boli nliipené pocas krigiackych

wiprav. .. Poklad g Ivanky pri Nitre nijako nemono spdjat’ s ubor-
skou histdrion v ugsom myste slova a pripisovat’ mu viznam statnych
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slovenskymi déjinami.** Desti¢ky povazuji za obklad
nahrobku, ukradeny v roce 1204 v Konstantinopoli
neznamymi pachateli. Na druhé strané se destickami
také zabyvajf a sviij nazor vyjadiuji slovensti badatelé
jako napf. byzantolog Alexander Avenarius,” ktetry
povazuje budapest’ské emailové desticky za dar ci-
safe ruskému dvoru nebo vyraz uznani byzantského
cisafe nitranskému kniZzeti.

V zahranicnf literatufe se objevuje n¢kolik trendu:
radikalni, jenz vychaz{ z uplného zamitnuti originality
budapest’skych tzv. Monomachovych emailovych
desti¢ek a urcuje je jako falsa (Nicolas Oikonomi-
des),” pak jsou zde nazory, které koriguji vyznam
desticek a pfehodnocuji jejich uzivani (Timothy
Dawson),” ale také proud, zastavajici tradi¢ni postoje
(Etele Kiss).”® Literatura byla extenzivné shrnuta
v Kissové studii, vydané pfi piileZitosti pfedposledni
vystavy desticek v Metropolitnim muzeu v New Yor-
ku, katalogové heslo je z pera Henry Maguira.” Pii
posledni pfilezitosti vystaveni desticek v Budapesti
je E. Kiss stru¢ny.”

G Statnickych insignit.* — HOLCIK 1984, c. d. (v pozn. 20), s.
47-48). ,,Ndjdené byzantské emaily nie sii lomkanmi koruny, ako
predpokladali starsi badatelia, a je preto nepravdepodobné, Ze by sa
boli dostali do Uhorska darom od byzantského cisdra..., pochddzayi
skor g vyzdoby interiérov cisarskebo palica v Konstantinopol...
pravdepodobne 3 oblogenia sarkofagn. Tiito svoju funkciu pinili ag
do roku 1204, ked’ boli ultipené pocas 1V, krigovej vypravy... Nilez
preto nemozgno spajat’s uborskou (G slovenskon bistdrion v ngSom slova
zmysle. s — MESKO 1999, c. d. (v pozn. 20), s. 411.

» AVENARIUS 1992, c. d. (v pozn. 20), s. 126.

% OIKONOMIDES, N.: La Coutronne ditte de Constantin
Monomaque. In: Travaux et Mémoires, 12, 1994, s. 241-262.

Z Dawson povazuje desti¢ky z ,,Monomachovy koruny za
ceremonialni naramek, noseny na pazi eparchy, viz DAW-
SON, T.: The Monomachos Crown. Toward a Resolution.
In: Byzantina Symmeikta, 19, 2009, s. 183-193.

% KISS, E.: The State of Research on the Monomachos Crown
and Some Further Thoughts. In: Metropolitan Musenm of Art
Symposia. Perceptions of Byzantinm and Its Neighbors (843 — 1261).
Ed. O. Z. PEVNY. New York 2000, s. 60-83.

» The Glory of Byzantinm. Art and Culture of the Middle byzantine
Era AD 8§43 — 1261. Ed. H. C. EVANS — W. D. WIXOM.
New York 1997, ¢. 145, s. 210-213.

* Europas Mitte um 1000, c. d. (v pozn. 20), &. 02.04.04, s. 58,
obr. 59.



5. Emailovi desticka s tanecnici. Kiev (Ukraina), Sbirka Platar. Repro:
Ukraina $wiatu, ¢. d. (v pozn. 31), 5. 249.

S dalsim impulzem do studia problematiky emai-
lovych desticek z Ivanky pri Nitre, dnes v Narodnim
muzeu v Budapesti, vstoupila kyjevska a var§avska
vystava ukrajinského uméni. V roce 2008 prob¢hla
pod zastitou presidenti, zastupct obchodu a akade-
mif v Narodnich muzeich v Kyjev¢ a Var§avé znacné
vypravna vystava, odhalujici bohatstvi ukrajinskych
sbirek z kolekce Platar ropnich magnata S. a M.
Platonovych. Na vystave se v anglickém textu repre-
zentativnfho dvojjazycného katalogu pod ¢islem 5.31
objevuje plaketka s postavou boha, ktera je datovana
do 5. — 7. stoleti.’ Tato desticka vykazuje na prvni
pohled vyznamné shody s londynskym exemplafem,
povazovanym dnes vétsinou za falsum.

Emailova desticka z londynského Victoria and Al-
bert Museum, od 60. let zpochybniovana® a od 90. let
minulého stoleti jiz obecné povazovana za falsifikat,
a desticka z kolekce Platar vykazuji ocividnou pfi-

3

wleon, 5 — 7% century AD, Gold, Enamel: hammering, soldering,
cloisonné. Height 7 cm, width 2.9 cm. Icon in the form of the rec-
tangular plate, with fragmented fignre rounded surface. Covered with
a guilder a composite plate with polychrome fignre of a mythological god
surronnded by birds.« — Ukraina swiatu. Skarby Ukrainy 3 kolekei
Platar/ Ukraine to the World. Treasures of Ukraine from the Platar
Collection. Kijéw — Warszawa 2008, ¢. 5.31, s. 249, 380.

6. Emailovi destitka. 1ondon, Victoria and Albert Museum. Repro:
WESSEL 1969, ¢. d. (v pozn. 40), s. 105.

buznost. Zobrazené tanecnice na destickach z Kyjeva
a Londyna jsou natolik identické, Ze rozdily je obtiz-
né na prvni pohled rozeznat. Dokonce 1 poskozeni
emailu setfené¢ho hrazdéni na suknici tanecnice je
velmi napadné a provokujici, i kdyz rozméry desticek
nejsou shodné (londynska 105 X 49,5 mm, kyjevska
70 X 29 mm). Pracovnik Britského muzea David
Buckton, uznavana autorita na poli byzantského
umeni, ukazal, ze kolekce Michaila P. Botkina (1839
— 1914) byla plna fals,” zfejmé vyrabénych v dobé
krize k obzivé pracovniku firmy Fabergé a danych
do ob¢hu v dobé po bolsevické revoluci. Nicméneé
napodoby Monomachovy koruny se v Botkinove ko-
lekei nevyskytuji, navic Botkinovy emaily jsou stylove
dost specifické, strojove presné, provedeny technicky
dokonale, z velmi tenkych desticek, s pfihradkami
malo patrnymi a s pfimési chemickych prvkd, ne-
uzivanych v Byzanci. Jediné, co spojuje londynskou

> TALBOT-RICE, D.: Byzantine Art. In: Encyclopedia of World
Art. 2 zv. New York — Toronto — London 1960, s. 834.

» BUCKTON, D.: Bogus Byzantine Enamels in Baltimore and

Washington D.C. In: The Journal of the Walters Art Gallery, 46,
1988, s. 11-24.
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7. Rekonstrukce tzp. Monomachovy koruny Dr. F. Bockem. Repro:

BOCK 1864, ¢. d. (v pogn. 37), tab. 38.

8. Rekonstrukce tzv. Monomachovy kornny podle Z. Kaddra. Repro:

KADAR 1964, ¢. d. (v pozn. 37).

9. Rekonstrufkce tz0. Monomachovy kornny podle Zoltana Kiddra. Repro:

KADAR 1964, ¢. d. (v pozn. 37).
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a budapest’skou desticku s falsy z kolekce Botkina, je
zpusob faseni draperie v podobé pismene V.

Londynskou emailovou desticku zakoupil H. R.
Wilson pro tehdejsi muzeum v South Kensingtonu
(dnes Victoria and Albert Museum). H. R. Wilson
udajné nekdy kratce pfed rokem 1909 zakoupil
u neznamého budapest’ského starozitnika desticku,
dlouho povazovanou za soucast Monomachovy
koruny. Tu v8ak prodal v roce 1921 tehdejsimu
muzeu v South Kensingtonu (dnes Victoria and Al-
bert Museum). Dodnes se domnivame, ze desticka
je jednim z fals ze slavné Sperkafské rodiny a dilny
Fabergého, ktera byla v ob¢hu v carském Rusku na
pocatku 20. stoletf, a z nichZ se na 150 kust dostalo
do znamé petrohradské Botkinovy kolekce, 1 kdyz
jil nemame publikovanou v Botkinové katalogu.
V Budapesti mohl desticku prodat kupt. knize Petr
P. Volkonskij, literat a velvyslanec carského Ruska,
ktery az jako jeden z poslednich, tedy v dobé r. 1923
— 1924, odstoupil budovu velvyslanectvi sovétskym
obchodnim zastupcim v Budapesti. To vse vSak jsou
jen spekulace. Navic, Fabergého druhy syn Agathon
emigroval z Ruska az v roce 1928, a vyvezl také
nékolik desticek.”

Pfedrevoluc¢ni Botkinova publikovana kolekce
emaily s postavy tane¢nic nemd.” Naopak, zda se,
ze znovu pfichazi k diskusi teorie Sandora Mihali-
ka’® nebo Zoltana Kadara,”” ktefi mini, ze do plné
budapest’ské koruny urcité desticky jesté chybi a do
své hypotetické koruny zapocitavaji i desticku z Lon-
dyna. Jako argument uvad¢ji, Ze na budapest’ské

3 Ibidem, s. 18.

» BOTKIN, M. P: Collection M. P. Botkine. Sankt Petersburg
1911, tab. 74; uvadi se pouze archand¢l Michael, podobny
postavam na Monomachov¢ koruné.

3% MIHALIK, S.: Problematik der Rekonstruktion der Monoma-
chos-Krone. In: Acta Historiae Artinm, 9, 1963, s. 199-243, tu
s. 219, fig. 20, predpoklada existenci ztracenych desticek Kiris-
ta Pantokratora (Maiestas Domini), Bohorodicky, londynskou
tanecnici a ,,jes#¢ jednu tanelnici, na piisob tanecnice londynské .

7 KADAR, Z.: Quelques observations sur la reconstruction
de la corone de ’'empereur Constantin Monomaque. In: Fo/ia
Aprchaeologica, 16,1964, s. 113-124. Prvnim, kdo rekonstruoval
Monomachovu korunu, byl Dr. E Bock BOCK, E.: Die Klein-
odien des heiligen rimischen Reiches deutscher Nation. Wien 1864,
s. 180-184, rekonstrukce tab. 38).



koruné chybi symetrie, dtlezita v byzantské estetice,
jelikoz ob¢ tanecnice jsou natocené (heraldicky) na
levou stranu. Londynska — a doplime, i kyjevska —,
zase napravo.”

Autor této tvodni studie si nedal za tkol posu-
zovat jednotlivé vyse zminované autory zabyvajici se
destickami, tradi¢né pojmenovanymi jako Monoma-
chova koruna a jejich autenticitou, nebo se vyjadfovat
k zavérim vyse zminovanych autord s jejich kom-
plexnimi a znacéné extenzivnimi vyzkumy.

Bylo by vsak velmi snadné polozit si otazku: Ne-
jsou ob¢ dvé desticky, jak londynska tak 1 kyjevska,
jednoduse falsem? Tim by doslo k vyfeseni prob-
lému tanecnic na diadému z londynské a kyjevské
kolekce. Rozdily mezi tzv. ,,pravymi destickami
tanecnic z budapest’ské sbirky Narodnitho muzea
(tuto pravost zastavaji pfedev§$im madarsti bada-
telé) a londynskou nebo kyjevskou destickou jsou
zfejmé. Patif k nim predevsim tonovani zlata, jez je
na rozdil od budapest’ské kolekce Monomachovy
koruny misto Zlutavého nacervenalé, budapest’ska
kolekce je totiz ténovana s vyssi pfimesi stiibra
(78,5-78,9 % zlata), zatimco londynska desticka je
téméf z ryziho zlata (99,3-99,5%).% Dal$im vyznam-
nym faktorem je, Ze londynska desticka je dvakrat
siln¢jsi nez budapest’ska a tudiz asi o tfetinu tézsi.
Také kyjevska desticka vypadd znacné siln¢jsi nez
budapest’ské desticky (pokud je to mozné posoudit
z katalogu sbirky Platar). Také se uvadi sveétlejsi
barvy londynské a pfidejme i kyjevské oproti bu-
dapest’skym.* Urcitou zdrzenlivost vzbuzuje téz
témeét shodné poskozeni pfihradkového emailu,
zvlasté na sukni, stuze a rukach tanecnice, 1 kdyz

3 Budapest'sky diadém sestava z destic¢ek: ctnost Pokory 87 X
42mm, tanecnice obracena heraldicky doleva 100 X 45 mm,
cisafovna Zoé 105 X 48 mm, cisaf Konstantin Monomachos
115 X 50 mm, cisafovna Theodora 107 X 48 mm, tanecnice
obricena doleva 98 X 45mm, ctnost Spravedlnosti 87 X 42
mm. Celkova délka budapest’ského diadému je 320 mm.
Diadémy z Kyjeva (340 mm) a ze Sachnovky (350 mm) jsou
tedy vétsi nez diadém budapest’sky (320 mm).

3

)

ZOMBORY, L.: The Gold Content of the Plaquest of the
Monomachos Crown. In: BARANYNE-OBERSCHALL,
M.: The Crown of the Emperor Constantine Monomachos. Budapest
1937, s. 96.

“ Podrobnym srovnanim se zabjva jak BARANYNE-OBER-
SCHALL 1937, c. d. (v pozn. 39), 5. 86-89; tak WESSEL, K.:

vypadavani mineralu z urcitych partif bylo na n¢k-
terych emailech bézné.

Nabizi se vSak jeste dalsi moznost piistupu — zda
emaily tzv. Monomanovy koruny, ale pfedevsim
londynska a kyjevska plaketa, nebyly vyrobené na Ky-
jevské Rusi. Mame jen nedokonaly a zna¢né netplny
korpus ruskych pfihradkovych emaild, v nich se vsak
ani londynska nebo budapest’ska desticka nevysky-
tuje."! Je nutno si vSak pfipomenout, Ze existovala
emailérska skola cafihradska, kterd zfejmé vyrobila
napf. desticky z Pala d’Oro, ale také Skola kyjevska.
Dle Sandora Mihalika se pfihradkovy email vyrabél
i na uzemi dnes$niho Mad’arska.”” Pokud se v$ak za-
stavime u estetiky ruskych emaild, jsou rozdilné ve
zpracovani, barevnosti a celkové estetice provedeni
(podobné¢ jako existuji dobfe znamé rozdily mezi
tkonami byzantskymi a ruskymi napf. ze pskovské,
suzdalské nebo novgorodské malifské skoly). Atri-
buce emailt do centra nebo do periferie, pfipadné
do urcité emailérské skoly (gruzinské emaily, ruské,
a pod.), nesou s sebou vzdy riziko, jak na to jiz dfive
poukazal Hetherington.®

Odlisnosti ruské a byzantské emailérské skoly,
které jsou patrné i na nami popisovanych destickach,
muzeme vidét ve zpusobu kladen{ piihradek, a to ve
tvaru pismene V, jak jsem ukazal vyse a jak doklada
rovnéz ruskd emailérskd skola,* jez ma tak urcitd afi-
nitu s nasimi destickami, budapest’skymi, londynskou
nebo kyjevskou. Také ruska skola ma zalibu v rostlin-
nych motivech (napf. tab. 12), v zobrazen{ ptaku (tab.
3, 1is. 5, 1is. 6, tab. 6, 7, 8, 9), zobrazeni a zpracovani
hlavy (napf. tab. 4) a pod. Monomachové koruné je
ideové nejblizsi napt. kyjevsky diadém (tab. 11), na

Byzantine Enamels from the 5" to the 13" century. Shannon 1969,
¢. 33, s. 104-108.

T MAKAROVA, T. L: Peregorodiatyje emali drevnej Rusi. Moskva
1975, katalog na s. 102-127.

2 MIHALIK, S.: O/d Hungarian Enamels. Budapest 1961, s.
9, ptihradkovy email ramecku prstenu z kralovské hrobky
v Székesfehérvaru z cca 11. — 12. stoletd.

® HETHERINGTON, P.: Enamels, Crowns, Relics and Icons.
Study on Luxenry Arts in Byzantinm. Farnham 2008, zvl. v studii
»Byzantine Cloisonné Enamels: Productions, Survival and
Loss®, zv. 1, s. 214-215.

# MAKAROVA 1975, c. d. (v pozn. 41), s. 14, tab. 3, kl. 2.
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némz chybi tanec¢nice a objevuje se jiz Boris a Gleb.
Ze Sachnovek vsak zname diadém ryze ,,sekularni®,
tzv. Diadém s Alexandrem Makedonskym (tab. 12).
Také z Bulharska mame ,,sekularni‘ diadém.* Prove-
denim bude Monomachove koruné a jejim postavam
snad nejblize zobrazeni byst svétci z Kyjeva (tab.
15.5,7, 8, 9) nebo 1 Staré Rjazané (15.6).

Wessel* polozil dalsi otdzku, zda londynska des-
ticka nepatif k uplné odlisnému typu koruny, stefanu,
ktery byl spolu s budapest’skymi destickami darovan
uherskému panovniku; stefanos viak byl vyroben za
zcela jinych podminek, k ¢cemuz by se dobfe hodila
a dala pfifadit i kyjevska emailova desticka z kolekce
Plataru. Budapest’'ska kolekce destic¢ek, uznavana
mad'arskymi odborniky jako originalni, by pak byla
zenskym diadémem a dvé desticky z Kyjeva a Lon-
dyna stefanem nitranského knizete."’

Zavérem lze jen dodat, ze jak desticka Krista-an-
déla z Bojné u Nitry, tak i desticky z Ivanky u Nitry
pfedstavujf (alespon v dnesni dob¢ a v daném stavu
vyzkumu) spiSe otevieny soubor otizek, nez zale-
zitost kone¢nou, uzavienou a jednou provzdy zod-

® MINAEVA, O.: From Paganism to Christianity. Formation of
Medieval Bulgarian Art (681 — 972). Frankfurt a. M. 1996, s. 48,
49.

# WESSEL 1969, c. d. (v pozn. 40), s. 107.

7 K ikonografii blize MAGUIRE, H.: Davidic Virtue: the
Crown of Constantine Monomachos and Its Images. In: Jewish
Art, 23 — 24,1997 — 1998, ktery majitele budapest’skych des-
ticek nespecifikuje a pfisuzuje desticky zenské nebo muzské
koruné, viz s. 117-123.
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povézenou. V jakémkoliv bodé piipravy, po kratsim
nebo i delsim vyzkumu, lze totiz ¢init hypotetické
zavery, vydavané za finalni vysledek vyzkumu. Zda
se v8ak, ze muzeme, alespon v této fazi, po nezbyt-
né sumarizaci a nacrtnuti problému, spise uvazovat
se dvéma, tfemi alternativami, prozatim stejné valid-
nimia moznymi. V piipadé¢ desticky z Bojné silze jen
pfat, aby se do vyzkumu zcela jasné kiest’anské iko-
nografie zainteresovala odborna teologicka grémia.
Ikonografie a obecné uméni minoritnich religivznich
skupin tvofi velmi malo znamou a znacné obtizné
studovatelnou oblast s omezené publikovanymi
zdroji.*® Pokud se vjzkum v dané oblasti neposune
dale, napf. i vyzkumem kyjevské Platar-desticky 7z
sitn, nebude mozné dalsi pfinosné badani v této
oblasti; vrsila by se jen literatura, spojena s vice ¢i
méné pravdépodobnou hypotetickou zakladnou
a hermeneutikou urcitého stavu badani, mnohdy
zavislého na znalostech badatele, schopnostech jeho
interdisciplinarnfho pfesahu, nebo téZ na zohlednéné
literatufe, k niz mél zkoumajici v prabc¢hu svého
badani ptistup.”’

# V této souvislosti by mohlo byt pfinosné studovat literaturu
ze sétie Iconography of Religions z nakladatelstvi Brill, dale ne-
zastupitelny Lexicon iconographicum mythologiae classicae redakce
Hanse Christopha Ackermanna, Jeana-Roberta Gislera a Lilly
Kahil, pfipadné¢ s piihlédnutim k periodiku Bibliographie sur
Symbolik, 1konographie und Mythologie.

# Autor ¢lanku dékuje touto cestou knihovné a archivu Institutu
pro byzantska a vichodokiest’anska studia, o.p.s. v Olomouci
za umozneéni studia mén¢ dostupné literatury.



Some Remarks on Early Medieval Plaques Found near Nitra (Slovakia)

Summary

The aim of this paper is to highlight some aspects
of two artistic objects which are well known in Slo-
vak art-historiography and also to open the topic for
further discussion.

The first object is one of the oldest works of
Slovak art and it belongs to a set of gilded bronze
plaques from the Old-Slavonic fort of Bojna near
Nitra, which dates back to the beginning of the 9"
century. The second object discussed here belongs
to another set of plaques which make up what is to
this day known as the Monomachos Crown, dating
from the 10" to the 12" century, and which were
found in Ivanka near Nitra more than a hundred
years ago.

The two groups of objects are connected by their
proximity to Nitra, the former capital and cultural
centre in the territory of today’s Slovakia. The rela-
tionship between these objects also provokes some
questions which the author tries to formulate. The
author believes that the current state of research on
these subjects cannot lead to a definitive conclusion,
and this article is intended simply to open the pos-
sibility of the further study of these two important
art-historical objects.

The iconography of the Bojna plaques indicates
clear Christian visual themes: archangels, Cherubim,
Virgin Mary of the Orant type, and the figure of
a hermit. The item discussed in this article has an
inscription written in Latin majuscule — “MVAVS”
—which was read by previous scholars as “the Arch-
angel Michael”. On the other hand, the figure of the
archangel depicted on it was identified by vatious au-
thors as Jesus Christ, as it has a cross nimbus, unique
to the person of Christ. However, the author of this
article considers the iconography of Christ as an
archangel on this plaque to be a visual testimony of

unorthodox, non mainstream Christianity, which had
at that time been preserved mainly in the peripheral
regions of the empire. In the study the theological
views of non-Catholic Christian groups that consid-
ered Jesus Christ as an angel are summarized. Earlier
research has shown that these heterodox groups,
that can be considered to be monophysites or
Arians, existed on the territory of the Lower Danube.
From this it follows that there is a need for further
research into these artefacts in terms of the theology
and history of Christian dogma and hermeneutics,
because the idea of Christ as an archangel without
the signs of passion formed part of the heterodox
theories of Christian soteriology.

The second example which the author has dealt
with is a plaque from the so-called Monomachos
Crown, which was found near Nitra mote than one
hundred years ago. In the scholarly literature several
radical trends appear, ranging from those who com-
pletely reject the authenticity of the Ivanka plaques,
determining them to be false (Nicolas Oikonomides),
up to those who dispute the purpose of the plaques
(such as for example Timothy Dawson). Neverthe-
less, there are still some scholars, for example Etele
Kiss, who have retained the original theory, that
the plaques are parts of a crown. The author of
the present study also compares this plaque to two
other similar objects, a plaque from Kiev (recently
published in a Warsaw catalogue) and one from the
Victoria and Albert Museum in London, placing
them into their historical context.

At the end of his study, the author summarizes
the results obtained in this area of research and
opens new questions and perspectives for further
research.

English translation by P. Balcdrek
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K typu predromanskych okien

v kaplnke sv. Margity Antiochijskej v Kopc¢anoch

Martin ILLAS

V rokoch 1994 az 1998 sa v kaplnke sv. Margity
Antiochijskej v Kopcanoch uskutocnil stavebno-
-historicky, restauratorsky a archeologicky vyskum,
ktorého najzasadnejsim vysledkom bolo zistenie,
ze ide o Stylovo predromansku stavbu datovatelna
do 10., najneskor do 1. stvrtiny 11. storocia.' V ro-
koch 2004 az 2007 bol vznik kaplnky archeologicky
datovany na zaklade nalezov hrobov z okolitého
cintorina do 2. polovice 9. storocia az 1. polovice 10.
storo¢ia.” Radiokarbonové datovanie zvyskov dreva
izolovaného z dutiny v murive kaplnky (zrejme islo
o zvysok lesenia z doby vystavby kaplnky ukotve-
ného priamo v murive) poskytlo ¢asovu sekvenciu

! Najmi DRAHOSOVA, V. - VANCO, M.: Vyskum kaplnky
sv. Margity Antiochijskej v Kopcanoch. In: Archeologické
viskumy a ndlezy na Slovenskn v roku 1994. Ed. O. OZDANI.
Bratislava 1996 s. 46; VANCO, M.: Kaplnka sv. Margity pri
Kopcanoch. Otazka jej povodu a problematika architektonic-
kého typu. In: Ars, 28, 1995, ¢. 2-3, s. 139-167; BOTEK, A.
— URADNICEK, V.: Kostolik s Margity Antiochijske Kopéany.
[Zavere¢na sprava.] Vyskumna dloha 7/95: Vyskum sakral-
nej architektary. Bratislava, VSVU, Katedra re§taurovania.
Bratislava 1998, rkp.; SABADOSOVA, E. — HAVLIK, M.:
Kapéany. Spravy o vystedkoch architektonického vyskumn 3 rokov 1995
— 1998. Archiv Pamiatkového uradu SR v Bratislave, Zbierka
vyskumnych sprav, inv. &. T 5121/a, b, s. 1-15. Stthrnne napr.
BAXA, P. - FERUS, V. - GLASER-OPITZOVA, R.: Nové
poznatky o kaplnke sv. Matgity Antiochijskej v Kopc¢anoch.
In: Zdhorie, 14, 2005, ¢. 2, s. 2-9; BOTEK, A.: Kostol sv.
Margity v Kopc¢anoch — vyvojové etapy a otiazky metodiky
obnovy. In: Monumetorum Tutela— Ochrana Pamiatok, 22, 2010,
s. 29-51.

2 Najmi BAXA, P. - GLASER-OPITZOVA, R.: Prvé visled-

ky vyskumu cintorina pri kostole sv. Margity v Kopcanoch.
In: Pamiatky Trnavy a Trnavského kraja, 8. Zbornik 30 semindra
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rokov 951 *+ 60 (¢ize roky 891 — 1011) ako obdobie
pravdepodobného vzniku stavby.’

Uz na pociatku tychto vyskumov boli v severne;j
stene kaplnky odkryté intaktne zachované primarne
okenné otvory patriace k povodnému predromanske-
mu murivu a neskor aj zvysky d'alsich dvoch primar-
nych okennych otvorov v zapadnej stene nad vstupom
do stavby a v juznej stene presbytéria. Dalsie dve dnes
uz celkom zaniknuté okna sa predpokladaji v juzne;j
stene lode a jedno vo vychodnej stene presbytéria.

Dve zachované okna v severnej stene lode pred-
stavuju v podstate jediny vyraznejsi architektonicky
detail patriaci k prvej stavebnej etape kaplnky, ktory

konaného diia 7. 12. 2004. Trnava 2005, s. 17-26; BAXA, P.
~FERUS, V.- GLASER-OPITZOVA, R. - KATKINOVA,
J.: Velkomoravské hroby pri kostole sv. Margity v Kopcanoch.
In: Pamiatky a mized, 2005, & 3, . 48-50; BAXA, P.— PRASEK,
K. — GLASER-OPITZOVA, R.: K osidleniu slovenskej casti
dolnomoravského tvalu v 10. — 14. storodi. In: GALUSKA,
L.— KOURIL, P.— MITACEK, J. (ed.): jchodni Morava v 10.
ag 14. stoleti. Brno 2008, s. 261-267; BAXA, P.: Die Kirche St.
Margarethen und andere Fundplitze des 9. — 10. Jahrhunderts
auf der Flur ,,Za jazerom pri sv. Margaréte® von Kopcany. In:
POLACEK, L. - MARIKOVA-KUBKOVA, J. (ed.): Friimittel-
alterliche Kirchen als archaologische und historische Quelle. Internationale
Tagungen in Miknliice 1111 Brno 2010, s. 135-147.

3 BARTA,P.—BONA, M.: Prispevok k absolutnemu datovaniu
muriva Kostola v Kostolanoch pod Tribecom na ziklade
chronologického modelovania. Prispevok na seminari 1/5-
skum a obnova ranostredovekej sakrdlnej architektiry konanom
11. —12. 11. 2009 v Centre vedecko-technickych informacii
v Bratislave. Podl'a tstnej informacie P. Baxu na uvedenom
semindri bolo toto datovanie pozitivne overené i tzv. astral-
nym datovanim ku dnu sviatku sv. Margity Antiochijskej
(12.7.951).
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1.1-1.2. Kapinka sv. Margity Antiochijskej, Kopéany, 2. pol. 9. — 1. pol. 10. stor., vychodné okno a zdpadné okno v severnej stene lode; 1.3. Kostol
Panny Marie Krdlovnej anjeloy, Kldtovi Novi Ves — Sddok, spdsob zaklenutia ranogotického okna na jusnef lodi 3 prelomn 13. a 14. stor. (hornd
cast’ oknay vo vyplni okna nie si zakreslené gosikmené Spalety a mniska). Kresba: M. 1/lds.

mozno povazovat’ za stylovo charakteristicky a blizsie
ho z tohto hladiska analyzovat’. Ide o malé, nizke,
smerom hore sa mierne zuzujuce otvory s takmer
rovnymi Spaletami zaklenuté polkruhovym zaklen-
kom. Zaklenutie je vytvorené radialnym kladenim
maljch tenkych plochjch kamefiov. Specifickym
znakom tychto okennych otvorov je zavfsenie za-
klenku klenakom v tvare trojstranného hranola, resp.
trojuholnikového prierezu [Obr. 1.1-1.2]. Ked’Ze tento
sposob zaklenutia je pouzity v obidvoch zachovanych
oknach, mozno predpokladat’, Ze takto boli zaklenuté
i ostatné identifikované i hypotetické okna na stavbe.*

Analyzou tychto okien sa zaoberal hlbsie Martin
Vanco® so zaverom, ze $pecificky sposob ich za-
klenutia s pouzitim trojuholnikového klenaku ma
konstrukc¢no-dekorativny charakter. Vzhl'adom na
okrajové umiestnenie kaplnky vo vzt’ahu k hradisku
Valy v Mikul¢iciach i vzhl'adom na vtedy aktualne
datovanie stavby najskor do 10. storodia, ako aj
na d'alsie savislosti M. Vanco vyslovil zaroven do-
mnienku, ze klendky nie st architektonickym prvkom
vyhotovenym pre tuto stavbu, ale Ze su prevzaté
z trosiek niektorého kostola na hradisku Valy, resp.
v jeho okoli. Tato domnienku vsak nepotvrdil res-

* Na zaklade tohto predpokladu bolo tymto sposobom zre-
konstruované ciastocne zachované okno nad vstupom do

kaplnky.

5 VANCO, M.: Kaplnka sv. Margity Antiochijskej pri Kopéa-
noch. Prispevok k problematike vyskumu predromanskej
architektary. In: Shwdcko, 40, 1998, s. 123-133.

tauratorsky vyskum, ktory nepriniesol poznatok, ze
by tieto klenaky boli vyuzité sekundarne. Mozno ich
preto povazovat’ za povodny prvok stavby.

M. Vanco zaroven skonstatoval, ze uvedeny
sposob zaklenutia sa nevyskytuje v romanskej ar-
chitektare a je preto predromanskym javom, pricom
vsak nie je znamy v ziadnych stredoeurépskych
predromanskych stavbach. M. Vanco preto uzatvara,
ze trojuholnikovy klenak nebol typologicky beznym
architektonickym prvkom, ale bol zalezitost’ou
urcitej regionalnej stavitel'skej dielne. Provenienciu
zaklenutia okien trojholnikovym klenakom hl'ada
v karolinskej architekture, t. j. v 8. — 10. storoci,
konkrétne v tzv. aachenskom stavitel'skom okruhu,
pricom jediné analégie ku kopcianskemu prikladu
nachadza v Nemecku vo vezi Auly regie v Aachene
z roku 788 a v portali a oknach udajnej obytnej veze
vo Wendhausene datovanej do 10. storocia.

Pokial ide o vezu Auly regie v Aachene z roku
788, tzv. Granusturm, na prvom poschodi schodis-
t'a sa nachadza portal zaklenuty s pouzitim klenaku
trojuholnikového tvaru [Obr. 2.1].° V tomto pripade
vsak ide len o ojedinely vyskyt, ked’ze ostatné za-
klenky okien i portalov veze ako aj kaplnky Panny

¢ HUGOT, L.: Die Pfalz Karls der Grossen in Achanen. In:
Karl der Grosse. Lebenswerk und Nachleben. Dusseldorf 1965, s.
552, obr. 4.
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2.1. Aula regia, tz0. Granusturm, Aachen, 788, portdl na prvom poschodi schodista. Kresba: M. 1llds podla 1.. Hugotay 2.2-2.5. ,,\Westban*
klastorného kostola, Wendhausen, 2. pol. 12. stor, rigne typy okien a portdl; 2.6-2.8. Westwerk opdtskeho kostola, Corvey, 873 — 885, portdly na

prizemi a proom podlagi schodiskovych vegi. Kresba: M. 1las:

Marie patriacej do komplexu tejto cisarskej falce st
zaklenuté bud’ radialne kladenym lomovym alebo
opracovanym kameniom alebo horizontalnym ka-
mennym prekladom.

Pokial ide o priklad z Wendhausenu (miestna
cast’ mesta Thale), skutocne tu mozno najst’ niekol’-
ko okennych otvorov a portal, ktorych zaklenky sa
zavisené trojuholnikovym klenakom, hoci niektoré
z nich maju skor lichobeznikovy tvar [Obr. 2.2-2.5].
Nejde vsak o obytna vezu z 10. storocia, ale o za-
padnu pristavbu (,,Westbau®) klastorného kostola
dendrochronologicky datovanu do 2. polovice 12.
storocia.* Ide teda o vrcholnoromansku, nie predro-
mansku stavbu.

7 MRUSEK, H. J.: Die Stellung der Kemenate in Pfalzen und
Burgen. In: ROZSA, G. (ed.): Actes du XXII congrés international
d’histoire de 'art. Budapest 1972, s. 409, obr. 2.

% LAUBE-ROSENPFLANZER, A. - ROSENPFLANZER,

L.: Kirchen, Kloster, Konigshife. 1V orromanische Architektur zwischen
Weser und Elbe. Halle 2007, s. 60-61.
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V karolinskej architektire na uzemi Nemecka
mozno najst’ este jeden priklad pouzitia trojuholni-
kového klenaku. V povodnych castiach priecelia
westwerku opatskeho kostola v Corvey z rokov 873
— 885 sa trojuholnikové klenaky nachadzaju v zak-
lenkoch portalov na prizemi oboch schodiskovych
vezi a na prvom poschodi juznej veze, ktoré viedli
do dvojpodlazného atria [Obr. 2.6-2.8].% Je mozné,
ze tento typ zaklenutia bol pouzity i v d’alsich dnes
uz nejestvujucich situaciach tejto stavby.

Prikladov pouzitia trojuholnikového klenaku v za-
klenku okien a portalov, ale aj arkad a slepych arkad
vsak mozno najst’ v predromanskej a romanske;j
architektire niekolkondsobne viac. Vyskytuju sa vo

% SAGEBIEL, E: Die Kirche der Abtei Corvey und das West-
werk. In: Corvey. Ein Wegweiser durch seine Geschichte und die
hentige Anlage. Hoxter 1983, s. 14; STEPHAN, H.-G.: Studien
sur Stedlungsentwicklung und -struktur von Stadt und Reichskloster
Corvey (800 — 1670). Eine Gesamtdarstellung anf der Grundlage
archdologischer und bistorischer Quellen (=Goéttinger Schriften zur
Vor- und Frithgeschichte, 26, zv. 1). Neumiinster 2000, s. 171;
LOBBEDEY, U.: Corvey — Kirche, ehemaliges Kloster und heutige
Schlossanlage. Kunstfiibrer. Betlin 2003, s. 9.
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3.1-3.3. Kostol Panny Mdrie, Melque, kon. 7. — zac. 8. stor., oknd priecnej lode a okno apsidy; 3.4. Kostol sv. Jakunba, Yosa de Broto, 10. stor.,

severné okno presbytéria. Kresba: M. 1llds.

vizigbtskej architektiure (Melque) a v predromanske;j
a ranoromanskej architekture severovychodného
Spanielska a juhozapadného Francizska (najma Yosa
de Broto, Cuxa, Sournia, Espuéndolas, Espierre,
Pano, Leyre), v ottonskej ranoromanskej architektire
i vrcholnoromanskej architektire Holandska, Flam-
ska a Valonska (najmi Gerpinnes, Gent, Maastricht,
Soignies, Nivelles, Ename, Waha, Tohogne, Wierde,
Eine),” v romanskej architekture Britskych ostrovov
(najmi Bardsey, Inchcolm, Eynhallow, Wyre, Lunda
Wick, Innisfallen), romanskej hradnej architekture
Korutanska a Stajerska (Niederkraig, Obervoitsberg,
Kaisersberg) a — co je prekvapujuce —i v ranogoticke;
(mozno vsak este romanskej) architektire na Sloven-
sku (Klatova Nova Ves — Sadok). Vyssie citované
konstatovanie M. Vanca, ze zaklenutie s pouzitim
trojuholnfkového klendku sa nevyskytuje v roman-

? V $panielskych a holandskych pramerioch sa trojuholnikovy
klenak oznacuje ako klinovity ¢i klinového tvaru (,,dovelado
en forma de cufa®; ,,wigvormige sluitsteen®), v anglickych
pramenoch tak ako v slovencine (,triangular keystone®).
Uvedené severo$panielske a juhofrancuzske predromanske
a ranoromanske priklady patria zvicsa do tzv. mozarabskej
architektiry a aragénskej architektary, ktoré nadvizuju na
tradicie vizigotskej architektary 1 architektiry arabského juhu.
Vid napr. OLIVA PRAT, M.: La arquitectura prerromdnica en
el Ampurdan. In: Anales del Instituto de Estudios Ampurdanenses,
1,1959, 5. 145-162; CASTAN SARASA, A.: Sobre anteceden-
tes del arte serrablés. In: Homenaje a Don Antonio Durdn Gudiol,
5,1995, s. 163-181. Uvadzané kostoly z Holandska, Flimska
a Valénska su prikladmi Specifickej regionalnej vetvy romans-
kej architektiry z oblasti povodia rieky Masy, tzv. masskej
architektury, ktord ¢erpa predovsetkym z tradicie karolinske;j
architektiry, a preto ma isté $pecifické konzervativne znaky.
Vid napr. TIMMERS, J. J. M.: De Kunst van het Maasland 1. De
Romaanse periode. Assen 1971.

skej architekture, treba preto rovnako odmietnut’.
Trojuholnikovy klenak sa vyskytuje aj v gotickej archi-
tektare Nemecka, Francuzska a Britskych ostrovoy,!’
no tento vyskyt nie je podstatny pre analyzu okien
v kaplnke sv. Margity Antiochijskej v Kopc¢anoch.
V kostole Panny Marie v Melque (Santa Maria del
Melgune, Spanielsko, dendrochronologicky datovany
do rokov 668 — 729)"" sa v apside a v prieénej lodi
nachadzaji okna murované z vicsich kamennych
kvadrov, pricom niektoré maja zaklenok ukonceny
mohutnym klenakom v tvare trojuholnika [Obr. 3.3].
Tento priklad je aspon podla dostupnych zdrojov
zatial’ zrejme najstarsim znamym vyskytom trojuhol-
nikového klenaku v predromanskej architekture.
Analogicky je konstruované severné okno presby-
téria kostola sv. Jakuba v Yosa de Broto (Santiago de
Yosa de Broto, Spanielsko) [Obt. 3.4] z 10. storocia.'”

1V Nemecku ide napr. o portal kaplnky sv. Trojice zo 14. storo-

&ia pri kostole sv. Lubentia v Dietkirchene. Pozri SCHAFER,
Wi: Die Bangeschichte der Stiftskirche St. Lubentins zu Dietkirchen im
Labntal. (Verdffentlichungen der Historischen Kommission fiir Nas-
san, XIX). Wiesbaden 1966. Vo Francizsku ide napr. o hrad
Cramaille z 1. polovice 13. storocia. Pozri CHATELAIN,
A.: Chiteans: Forts et Féodalité en Tle-de-France dn X" an XTI
siéele. Nonnette 1983. Gotické priklady z Britskych ostrovov
vid’ v pozn. 28.

" CABALLERO ZOREDA, L. - FERNANDEZ MIER,
M.: Notas sobre el complejo productivo de Melque (Toledo).
Prospeccién del territorio y analysisi del Carbon 14, polini-
cos, carpoldgicos y antracolégicos y de morteros. In: Archivo
Espariol de Arqueologia, 72,1999, s. 199-239.

12 CASTAN SARASA 1995, c. d. (v pozn. 9), s. 171-173.
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4. Kostol sv. Michala, Cuxa, 955 — 974, arkddy medzi strednon a severnou lodon (4.1-4.2), botny portil (4.3). Kresba: M. Llds:
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4.3

V klastornom kostole sv. Michala v Cuxe (Saint
Michel de Cuxca, Francizsko, 955 —974)" mozno néjst’
trojuholnikové klenaky pomerne malych rozmerov
v niektorych arkadach medzi strednou a severnou
lod’ou, v portaloch i v oknach [Obr. 4.1-4.3, 6.1],
ktorych murivo je okrem spodnych casti pilierov
zvacsa konstruované z lomového neopracovaného
alebo len hrubo otfkaného lomového kamena.

Podobne st konstruované dva portaly, vit'azny
oblik a okna v starSej cCasti kostola sv. Michala

" DURLIAT, M.: La Sculpture romane en Roussillon, 1. Les
premiers essais du 11° siécle, les ateliers de Saint-Michel-de-Cuxa
et de Serrabone. Perpignan 1952; OLIVA PRAT 1959, c. d.
(v pozn. 9), s. 150; Dze vorromanische Kirche (X. Jabrhundert), die
Krypta und der Glockenturm (X1. Jabrbundert), der Klostergang nnd
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53
5. Kostol sv. Michala, Sournia, pred 965, triumfilny oblik (5.1), jugny portdl (5.2); zapadny portdl (5.3). Kresba: M. 1lds.

v Sournii (Saint Michel de Sonrnia, Franctzsko, pred
rokom 965),' ich klenaky si vSak vyraznejsie nez
v Cuxe [Obr. 5.1-5.3, 6.2]. Malé okno v apside
kostola s trojuholnikovym klenakom [Obr. 6.3] ma
v podstate totoznd jednoduchd konstrukciu ako
okna v Kopcanoch.

Analogicky st pouzité trojuholnikové klenaky
1 v kaplnke sv. Felicity rovnako v Sournii (Sainte
Félicité de Sonrnia, Francizsko, polovica 10. storodia,
prestavba najskor 11. storocie),” a to v okne presby-

die Empore (XI1. Jahrhundert). [Sptrievodca po architekture.]
Cuxa 1984.

4 MALLET, G.: Eg/iye: romanes oubliées dn Roussillon. Barcelona
2003, s. 134.



6.1 6.2

6.3 6.4

6.1. Kostol sv. Michala, Cuxa, 955 — 974, podkrovné okno na zapadnom stite; 6.2-6.3. Kostol sv. Michala, Sounrnia, pred 965, jubovychodné okno
lode a okno apsidy; 6.4. Kostol sv. Julidna, Espuéndolas-Asprilla, kon. 10. stor. — 1049, relikvidr alebo pastorfirinm. Kresba: M. Llas:

téria z prvej stavebnej fazy i v pristennych arkadach
z druhej stavebnej fazy.

V kostole sv. Juliana v Espuéndolas-Asprilla (Sa7
Julign de Asprilla, Spanielsko, koniec 10. storoc¢ia
— 1049)" vybudovanom z nepravidelne kladenych
kamennych kvadrikov sa v severnej stene presbytéria
nachadza relikviar alebo pastoférium s dvoma troju-
holnfkovymi klenakmi predizeného tvaru [Obr. 6.4].

Vyrazné trojuholnikové klenaky sa nachadzaja
v portaloch dvoch kostolov v Espierre (Spanielsko)
vybudovanych z nepravidelne kladenych kamennych
kvadrikov [Obr. 7.1-7.2] — v kostole Panny Marie
(Santa Maria de Espierre, koniec 10. storocia) a v kos-
tole sv. Jana (San Juan de Espierre, 11. storocie)."”

Trojuholnikovy klendk mozno najst’ i v zaklen-
koch zdruzenych okien. V kostole sv. Jana Krstitel'a
(neskor sv. Antona) v Pane (San Judn Bautista de Pano,
épanielsko, 1060 —1083), ktory je rovnako ako pred-
chadzajuce vybudovany z nepravidelne kladenych
kamennych kvadrikov, je spolo¢ny zaklenok dvoji-
té¢ho zdruzeného okna ukonceny trojuholnikovym
klendkom predizeného tvaru [Obr. 8.1]. Dva kamene
opracované do trojuholnikového tvaru a jeden troj-

1 CROZIER, J.: Archéologie préventive, fouilles programmé-
es, sondages, prospections. Sournia. In: Archéo 66. Bulletin
de I'Association archéologique des Pyrénées-Orientales, 24, 2009,
s. 52.

16 GALTIER MARTI, E: En torno a los otigenes del creulo
larredense: Sgnjuhén de Asperella. In: Artigrama, 4, 1987, s. 11-
24; CASTAN SARASA 1995, c. d. (v pozn. 9), s. 163-168.

17 CASTAN SARASA 1995, c. d. (v pozn. 9), s. 168-171.

uholnikovy klenak sa nachadzaju v zaklenkoch tro-
jitého zdruzeného okna [Obr. 8.2] na vezi z 11. sto-
rocia v klastornom kostole Najsvitejsicho Spasitel'a
v Leyte (San Salvador de 1 eyre, Spanielsko)."

V kostole sv. Vincenta v Soignies, hol. Zinnik
(tr. Saint Vincent de Soignies, hol. Sint-1incentiuskerk
te Zinnik, Belgicko — Valénsko, 1000 — 1050)" je
trojuholnikovy klenak pouzity v zaklenkoch vicsiny
okien i slepych arkad na fasade kostola i v niekto-
rych portaloch, pricom moze ist’ o jednoduché
okna, ustupkové okna i ustupkové okna v slepych
arkadach, ¢im vznikd posobivy dekorativny efekt
zoradenia viacerych trojuholnikovych klenakov
nad sebou [Obr. 9]. Klenaky predstavuju (okrem
ustupkového portalu) v podstate jediny kamenarsky
detailnejsie opracovany prvok muriva budovaného
z hrubo opracovanych kamennych platni a kvadrikov
kladenych do nepravidelnych riadkov.

V obdobnych situaciach a rovnakou technikou aj
ked’ v mensom mnozstve je trojuholnikovy klenak
pouzity v oknach, slepych arkadach i niektorych
portaloch v kostole sv. Vavrinca v Ename (hol. Sin#-
-Laurentiuskerk te Ename, tr. Saint-Laurent d’Ename,

' MORAL, T.: Leyre pantedn real. Leyre 1997; MARTORELL,
M.: Monasterio de Leyre: de ilustre cuna. In: A se hizo Espaia:
Navarra. Madrid 2007, s. 56-57.

' Napr. MAERE, Ch. R.: La collegiale St-Vincent a Soignies.
In: Revue belge darchéologie et d’histoire de lart, 8, 1938, s. 5-48,;
LECLERQ-MARX, J.: In L.’Art Roman en Belgigne. Braine-
I’Alleud 1997.
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7.2

7.1. Kostol Panny Marie, Espierre, kon. 10. stor., portal; 7.2. Kostol sv. Jana, Espierre, 11. stor., portdl; 7.3. Kostol sv. Bartolomeja, Gavin, kon.

10. — pol. 11. stor., portdl. Kresba: M. I/las.

8.1. Kostol sv. Jana Krstitela, Pano, 1060 — 1083, jusné okno lode; 8.2. Kostol Najsvitejsieho Spasitela, Leyre, 11. stor., vichodné okno vege.

Kresba: M. 1lls.

Belgicko — Flamsko, 11. — 12. storocie), a to v po-
vodnych ¢astiach muriva [Obr. 10], no aj v novoro-
manskych apravach.

Analogicky boli trojuholnikové klenaky pouzité
i v kostole sv. Eligia v susednom Eine (hol. Sinz

% CALLEBUAT, D.: De Sint-Laurentiuskerk van Ename (stad
Oudenarde, prov. Oost-Vlaanderen): een vroeg-11de-eecuws
symbool van stabilitas regni et fidelitas imperatoris. In: Archeologie
in Viaanderen, 2, 1992, s. 435-470; HOFFSUMMER, P.: Ty-
pologie et dendrochronologie des toitures de I’église Saint

110

-Eliginskerk te Eine, tr. Saint Eloi d’Eine, Belgicko
— Flamsko, 12. storocie),”! no dodnes sa zachovalo
len minimum pévodnych situacii [Obr. 12.1], kedze
velka cast’ kostola bola znicend pocas prvej sveto-
vej vojny a nasledne faksimilne idealne obnovena.

Laurent 2 Ename (Oudenaarde, prov. de Flandre Orientale).
In: Archeologie in Vlaanderen, 2, 1992, s. 471-480.

! Napr. DEVOS, P:: De Sint-Eligiuskerk te Eine, een romaanse kol-
legiale en haar cryjpte. Gent 1993; LECLERQ-MARX 1997, c. d.
(v pozn. 19).
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9.3 9.4

9. Kostol sv. Vincenta, Soignies, 1000 — 1050, typ okna na jubu strednej lode (9.1), typ spodného distupkového okna bocnych lods, resp. okna na
severe strednej lode (9.2), typ horného distupkového okna v slepef arkdde bocnyeh lodi (9.3), juzny portl (9.4). Kresba: M. Las:
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10.3 104

10. Kostol sv. Vavrinca, Ename, 11. — 12. stor., slepd arkdda na vezi (10.7), typ okna v slepej arkdde na vegi (10.2), typ okna strednej lode (10.3),

portdl na schodisti veze (10.4). Kresba: M. 1/lds.

Sposob konstrukcie zaklenkov z malych plochych
kamenov je totozny ako v Ename.

Podobne i na strednej lodi baziliky sv. Servaca v Ma-
astrichte (Sznt-Servaasbasieliek te Maastricht, Holandsko)*
su viaceré zachované slepé arkady z rokov 1000 — 1039
[Obr. 11.1], no i niektoré obluky v interiéri kostola,
zaklenuté s pouzitim trojuholnikového klenaku.

Trojuholnikovy klenak bol tak ako v predchadza-
jucich styoch prikladoch pouzity i na katedrale sv.
Gertrady v Nivelles, hol. Nijvel (fr. Sainte Gertrude

2 MEKKING, A. J. J.: De Sint-Servaaskerk te Maastricht. Utrecht
— Zutphen 1986,

» MARDAGA, P. (ed.): Le Patrimoine Monumental de la Belgique,
2. Arr. Nivelles. Sprimont 1998, s. 356-359.

de Nivelles, hol. Sint-Gertrudiskerk te Nijvel, Belgicko
— Valénsko, 1000 — 1046),” a to v jednoduchych
oknach [Obr. 11.2] a slepych arkadach ale aj v arka-
dach v lodiach, vit'aznych oblikoch a pod., pricom
v oknach v slepych arkadach vznikol rovnako ako
v Soignies efekt zoradenia viacerych trojuholniko-
vych klenakov nad sebou [Obr. 11.3]; vicsina dnes
existujucich situacii je vsak vysledkom puristickej
prestavby kostola v 19. — 20. storo¢i a jeho obnovy
po poskodeni v druhej svetovej vojne.*

2 LADRIERE, O. — DONNAY-ROCMANS, C.: Les res-
taurations de la collegiale Sainte-Gertrude a Nivelles. In:
Monumentum, 20 — 22, 1982, s. 97-116.
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11.1. Kostol sv. Servdca, Maastricht, 1000 — 1039, typ slepej arkady na jubu strednej lode (vo vyipini nie je Zakreslené miadsie gotické okno); 11.2-
11.3. Kostol sv. Gertridy, Nivelles, 1000 — 1046, bocné okno gdpadnébo chéru a hornd cast’ jugnébo okna v slepej arkdde na vibodnom chore.

Kresba: M. 1llds:
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12.1. Kostol sv. Eligia, Eine, 12. stor., slepd arkdda na jubu transeptu; 12.2-12.3 (hore). Waha, 1050, zanurovany portilik juznej lode a okno na
Juhu strednej lode; 12.3 (dole). Kostol Panny Mdrie rugencovej, Wierde, 1194, vySok okna na jubn vege; 12.4 (hore). Kostol sv. Michala, Gerpinnes,
okno v krypte, zaé. 11. stor.; 12.4 (dole). Kostol sv. Hadelina, Celles, 1. pol. 11. stor., relikvidgr v krypte. Kresba: M. 1/lds.

Trojuholnfkovy klenak predizeného tvaru sa nacha-
dza v kostole sv. Stefana vo Wahe (fr. Saint Etienne de
Waba, hol. Sint-Stefanuskerk in Waba, Belgicko — Valon-
sko, 1050)** na malom bo¢nom portali v juznej lodi,
na niektorych oknach strednej lode [Obr. 12.22 12.3
(hore)] 1 v inych menej jednoznacnych situaciach.

Vo vel'mi podobnom kostole sv. Martina v To-
hogne (fr. Saint Martin de Tobhogne, hol. Sint-Marti-

52 COURTENS, A.: Belgigue romane. Architectnre, art monumental.
Paris 1969.

112

nuskerk te Tohogne, Belgicko — Valénsko, koniec 11.
storocia)® si trojuholnikovymi klendkmi uzavreté
okna strednej lode.

Zvysok okna s trojuholnikovym klenakom [Obr.
12.3 (dole)] mozno najst’ na vezi kostola Panny Ma-
rie ruzencovej vo Wierde (fr. Notre Dame de Rosaire,
hol. Onze Lieve-1V'romw van de Rozgenkrans, Belgicko
— Valonsko, 1194).%

BPSHOCKAERT, D.: Etude archéologique de I'église romane de To-
hogne. Louvain 1970, 25 s.

* LECLERQ-MARX 1997, c. d. (v pozn. 19), s. 68.



13.1. Kostol VSetkyeh svatych, Bardsey, 950 — 1100, okno v podvei; 13.2. Incheolm, pred 1123, portdl; 13.3. Innisfallen, kon. 12. — 13. stor.,

priklad portln. Kresba: M. 1/ds.

V krypte kostola sv. Michala v Gerpinnes (fr. Saznt
Michel de Gerpinnes, hol. Sint-Michaélskerk te Gerpinnes,
Belgicko — Valénsko), ktora bola vybudovana na po-
Ciatku 11. storoci a zrusena v 18. storodi, sa nachadza
zvysok okna s trojuholnikovym klenakom v zaklenku
[Obr. 12.4 (hore)].*™

V povodnej sale (aule), dnes suteréne, hradu Gra-
vensteen v Gente (Belgicko — Flamsko) zo zaciatku
11. storocia®™ mozno néjst’ dva portaly s vyraznym
trojuholnfkovym klenakom v zaklenku.

Trojuholnikové klendky mozno najst’ i na Brit-
skych ostrovoch v skupine kostolov budovanych
z kamennych platnf a hrubo opracovanych kamen-
nych kvadrov.® V podvezi kostola Vsetkych svi-
tych v Bardsey (A/ Hallows Church, Vel'ka Britania,
950 — 1100)* mozno néjst’ okienko so zaklenkom

*MERTENS, J.: I’église Saint-Michel 4 Gerpinnes. Rapport
sur les fouilles de 1952 — 1953. In: Bulletin de la Comission royale
des monuments et des sites, 12, 1961, s. 183, 209.

®GRAVETT, C.: Atlas der Burgen. Die schinsten Burgen und Schlis-
ser. Wien 2001, s. 80.

%V Irsku i v Anglicku, Walese a Skétsku sa trojuholnikovy
klenak hojne vyskytoval i v gotickych kostoloch, klastoroch,
ale aj pevnostnych stavbach od 12. az do 17. storocia (napt.
opatstvo Panny Marie v Louth Iteland, katedrala v Ardferte,
frantiskansky klastor v Ardferte, kostol v Townaghu, brana
sv. Vavrinca v Droghede, hrad v Kidwelly, frantiskansky
klastor v Timoleague, klastor v Bonamargy, cistercitské
opitstva v Bective a Baltinglass, kostoly v Kilballyowen, Rath
a Scattery Island, kostoly v Loughinisland, Tempel Hurpan
v Clonmacnoise a iné); tieto lokality, ako ani Cramaille ¢i

uzavretym vyraznym trojuholnikovym klendkom
[Obr. 13.1].

V malom oratériu pri klastore na ostrove
Inchcolm (VePka Britania — Skétsko, najneskor pred
rokom 1123) je trojuholnikovym klenakom uzavrety
zaklenok vstupu do stavby [Obr. 13.2] a trojuhol-
nikové klenaky boli identifikované i v zaklenuti
stropu.”

V kostole z 2. polovice 12. storocia na ostrove
Eynhallow (Velkd Britania, Orknejské ostrovy)® je
vyrazny trojuholnikovy klendk pouzity v zaklenku
triumfalneho oblika, pricom podobné trojuhol-
nikové kamenné clanky su umiestnené i v pitach
zaklenku [Obr. 14.1, severna cast’ zaklneku je po-
skodena mladsim zasahoml]; kostol je murovany bez
maltového pojiva.

Dietkirchen, nie su vyznacené na obr. 15, ked’Ze presahuju
ramec romanskeho slohu, ktory je podstatny pre analjzu
okien v Kop¢anoch.

* TAYLOR, H. M. —= TAYLOR, J.: Anglo-Saxon Architecture. 2 zv.
Cambridge 1965, s. 39-40, 369.

¥ SIMPSON, J. Y.: On an Old Stone-Roofed Cell or Oratory
in the Island of Inchcolm. In: STUART, J. (ed.): Archacological
Essays. Zv. 1. Edinburgh 1872, s. 82-136; PATERSON, ]J.
Wiz Incheolm Abbey. Edinburgh 1950.

' Napr. The Royal Commission on the Ancient and Historical Monu-
ments of Scotland (The archaeological sites and monuments of Rousay,
Egilsay and Wyre, Orkney Islands Area; The archaeological sites and
monuments of Scotland), 16. Edinburgh 1982, s. 9-10, 30.
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14.1

14.2

14.3 14.4

14.1. Eynhallow, 2. pol. 12. stor., trinmfalny oblik; 14.2. Kostol sv. Olafa, Lunda Wick, 12. stor., portaly 14.3-14.4. Kostol Panny Mdrie, Wyre,

2. pol. 12. stor., vitazny oblik a portdl. Kresba: M. Las:

V kostole sv. Olafa v Lunda Wick na ostrove Unst
(Saint Olaf in Lunda Wick, Velka Britania, Setlandské
ostrovy, 12. storocie)* sa v portali nachddza rovnako
vyrazny trojuholnikovy klenak [Obr. 14.2].

V kostole Panny Marie na ostrove Wyre (Saint
Mary in Wyre, Velka Britania, Orknejské ostrovy, 2.
polovica 12. storocia)” st vyrazné trojuholnikové
klenaky pouzité vo vitaznom obliku a v portali
[Obr. 14.3-14.4].

V klastore na ostrove Innisfallen (frsko, koniec
12. — 13. storocie) mozno najst’ niekol'ko portalov
s trojuholnikovym klendkom v zaklenku [Obr.
13.3].

Na hrade Niederkraig v Korutansku (Rakusko)
mozno najst’ trojuholnikovy klenak v zaklenku
romanskeho vstupu do obytnej veze z 13. storocia
ale 1 v mladsom portali z 15. storocia v palaci tohto
hradu. Na hradoch Obervoitsberg a Kaisersberg

2 LOWE, Ch.: Early Ecclesiastical Sites in the Northern Isles and Isle
of Man: An Archaeological Field Survey. Zv. 2. Durham 1987,
s. 355; RITCHIE, A.: Shetland. Edinburgh 1997, s. 98-99.

33 CRAVEN, J. B.: History of the Church in Orkney from the Intro-
duction of Christianity to 1558. Kirkwall 1901; LOWE 1987,
c. d. (v pozn. 32), s. 348.

3 Der Palast der Burg Niederkraig, http://www.burgenseite.
com/kraig/niederkraig_txthtm; Obervoitsberg, http:/ /www.
burgenseite.com/voitsberg_txt.htm; Kaisersberg, http:/ /www.
burgenseite.com/kaisersberg_txt.htm.
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v Stajersku (Rakiisko) sa v romanskych obytnych
veziach z polovice 13. storocia zachovalo niekol'ko
mensich okien s trojuholnikovymi klenakmi
v zaklenkoch.*

Trojuholnikovy klendk bol nedavno identifikovany
v kostole Panny Marie Kral'ovnej anjelov v Klatove;j
Novej Vsi—Sadku, a to v ukonceni druhého ranogo-
tického okna juznej fasady kostola, ktoré vzniklo na
konci 13. storocia alebo na prelome 13. a 14. storocia
[Obt. 1.3].” Nie je vsak vylucené, ze tento klendk
bol v konstrukcii ranogotického okna pouzity se-
kundarne, pricom mohol byt’ prevzaty z pévodného
presbytéria najstarsej casti kostola datovanej do 11.
—12. storocia, ktoré bolo prave pri tejto ranogotickej
prestavbe z vicsej Casti asanované. Sekundarne vy-
uzivanie architektonickych ¢lankov pri prestavbach
tohto kostola bolo pomerne ¢astym javom (v tretej
romanskej etape boli sekundarne vyuzité kamenné

% BONA, M. —- MIKULAS, M.: Vysledky architektonicko-his-
torického a umelecko-historického vyskumu Kostola Panny
Marie Kralovnej anjelov v Klatovej Novej Vsi — cast’ Sadok.
In: Monumetorum Tutela — Ochrana Pamiatok, 22, 2010, s. 94-
95; Kostol Panny Mdrie Kralovnej anjelov v Kldtovej Novej 1/si, last’
Sddok. [Sprievodca histériou a obnovou.| Tovarniky 2011, s.
15, 34; Projekty realizované v rokun 2006, http:/ /www.incognita.
eu/projekty_2006.html. Nalez tohto klendku sa v citovanych
pramenoch nijak nekomentuje.



15. Rogsirenie pousitia 3aklenku s trojubolnikovym klendkom v predro-
manskych a romdnskych stavbdch: 1. Kopéany, 2. Kldtova Novd 1es
— Sddok, 3. Aachen, 4. Wendhausen, 5. Corvey, 6. Melgue, 7. Yosa de
Broto, 8. Cuxa, 9. Sournia, 10. Espuéndolas-Asprilla, 11. Espierre,
12. Pano, 13. Leyre, 14. Soignies/ Zinnik, 15. Ename a Eine, 16.
Tobogne, 17. Waba, 18. Wierde, 19. Gerpinnes, 20. Maastricht, 21.
Nivelles/ Nijvel, 22. Gent, 23. Bardsey, 24. Incheolm, 25. Eynhallow,
26. Wyre, 27. Lunda Wick, 28. Innisfallen, 29. Niederkraig, 30.
Kaisersberg, 31. Obervoitsberg. Kresba: M. I/lds.

clanky osteni romanskych okien z druhej romanskej
etapy; pri vystavbe renesancnej veze boli sekundarne
vyuzité kamenné clanky ustupkového portalu a kru-
hova okenna tranzéna z druhej romanskej etapy).
Uvedena moznost’, ze trojuholnikovy klenak bol
povodne sucast’ou prvej stavebnej etapy kostola, by
mohla byt indiciou este starsicho datovania vzniku
kostola, a to najskor analogického ako v pripade ka-
plnky sv. Margity Antiochijskej v Kopc¢anoch.*

Na zaklade vyskytu trojuholnikového klenaku
v uvedenych prikladoch predromanskych a roman-
skych stavieb mozno vyslovit’ niekol'ko zaverov:
— zaklenky ukoncené trojuholnikovym klenakom

sa vyskytuja pocas celého predromanskeho a ro-

* Moznost’ predromanskeho datovania prvej stavebnej etapy
kostola v Klatovej Novej Vsi — Sadku pripust’aju i autori
architektonicko-historického a umelecko-historického vysku-
mu, ktori jeho dispoziciu opravnene povazuji za pribuznt
niektorym velkomoravskym kostolom. Vid BONA — MI-
KULAS 2010, c. d. (v pozn. 35), s. 87-88.

manskeho obdobia od prelomu 7. a 8. storocia az

do 13. storocia;

— vyskyt trojuholnikového klenaku pokryva Siroké
teritérium od Pyrenejského polostrova az po
severozapadnd a stredni Eurdpu;

— na tomto teritériu je vSak jeho vyskyt vyrazne
regionalne obmedzeny, a to na oblast’ stredu
Pyrenejského polostrova a Pyreneji, oblast’ seve-
ru Franskej, resp. Rimsko-nemeckej rise, oblast’
Britskych ostrovov a oblast’” strednej Eurdpy,
resp. stredného Podunajska a juhovychodnych
Alp [Obr. 15];

— napriek znacne Sirokému teritériu a dlhému ob-
dobiu vyskytu trojuholnikového klenaku mozno
ho n4jst’ len na malom pocte stavieb;

— trojuholnikovy klendk sa vyskytuje prevazne
v sakralnych stavbach, v minimalnom pocte na
pevnostnych stavbach (Gent, Niederkraig, Ober-
voitsberg, Kaisersberg);

— ak je trojuholnikovy klenak pouzity v sakralnej
stavbe, spravidla je to vo vi¢som pocte (Kopcany,
Corvey, Cuxa, oba kostoly v Sournii, Maastricht,
Nivelles, Soignies, Ename, Waha, Tohogne, Eine,
Wendhausen, Wyre, Innisfallen);

— stavby s trojuholnikovym klenakom maju
prevazne povodne neomietané rezné murivo
(s vynimkou Klatovej Novej Vsi — Sadku a ra-
kuaskych romanskych hradov), prinajmensom je
neomietnuta len konstrukcia ostenia a zaklenku
(Wendhausen).

Pouzitie trojuholnikového klenaku v zaklenuti
okien, arkad, vitaznych oblikov ¢i portalov je teda
relativne vynimocnym a ojedinelym konstrukénym
rieSenim vlastnym predovsetkym sakralnej archi-
tektire.”” Jeho skimanie prinasa so sebou niekolko
d’alsich otazok, najmi otazku vzniku tohto riesenia,
otazku jeho proveniencie vo vzt’ahu k nasmu tzemiu
a otazku jeho vyznamu.

Trojuholnikovy klenak ako osobitné konstrukéné
riesenie vzniklo pravdepodobne zjednodusenim seg-
mentového alebo lichobeznikového tvaru klendku do

*7 Zaujimavou suvislost'ou vo viacerych uvadzanych prikladoch
je spolo¢ny vyskyt trojuholnikového klenaku s tzv. hribovitym
zaklenkom alebo tzv. podkovovitym ziklenkom (Melque,
Cuxa, Sournia, Espierre, Ename, Wyre).
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tvaru trojuholnika, ako to doklada viacero prikladov,
v ktorych bol pouzity lichobeznikovy klenak zizeny
takmer do tvaru trojuholnika, napr. v oknach kostola
Panny Marie v Melque [Obt. 3.1-3.2], v relikvidrovom
vyklenku v krypte kostola sv. Hadelina v Celles (fr.
Saint Hadelin de Celles, hol. Sint-Hadelinuskerk te Celles,
Belgicko — Valonsko, 1. polovica 11. storocia) [Obr.
12.4 (dole)]** alebo v portili kostola sv. Bartolomeja
v Gavine (San Bartolomé de Gavin, Spanielsko, koniec
10. az polovica 11. storocia) [Obr. 7.3].

Teoreticky mozno zvazovat’ viac dovodov vzniku
a pouzitia tejto osobitnej a zriedkavej konstrukcie,
no viaceré mozno celkom jednoducho hned’ vylucit’.
Pric¢inou pouzitia trojuholnikového klenaku sotva
mohli byt staticko-konstrukéné potreby. Zaklenutie
mohlo byt’ jednoducho vytvorené plynulym radial-
nym kladenim kamena ¢i opracovanych kamennych
clankov bez vkladania klenaku alebo vlozenim bezné-
ho segmentového ¢i lichobeznikového klenaku. Ak
vo vrchole zaklenku vznikol trojuholnikovy priestor,
bolo ho mozné vyplnit’ tym istym materialom ako
zvysok konstrukcie okna. Pouzitie trojuholnikového
klendku neprinasa oproti inym spésobom zaklenutia
nijaku staticka ¢i konstrukénua vyhodu.

Ako d'al$iu pric¢inu mozno zvazovat’ neskisenost’
¢i nedostatoénu remeselnu zruénost’ stavitel ov, ktot{
pouzili trojuholnikovy klenak ako zjednoduseny
variant segmentového alebo lichobeznikového kle-
naku. Pre tuto alternativu by mohlo svedcit’ pouzitie
kamenov trojuholnikového tvaru v jednoduchych
situaciach, napr. v niektorych oknach valcovych
vezi kostolov Panny Marie v Tasbourghu alebo
Panny Marie v Gayton Thorpe vo Velkej Britanii
z 2. polovice 11. storoéia,” vo vstupe do romanskej
obytnej veze hradu Dobra zo zaciatku 13. storocia
v Dolnom Rakusku* alebo v omnoho mladsich
horskych kamennych na sucho murovanych pri-
streskoch alebo chyziach, tzv. ,,cabans®, z 18. — 19.
storocia vo Franctzsku. V tychto stavbach vsak neslo
o pouzitie opracovaného trojuholnikového klendku

3% MERTENS, J.: Sondages archéologiques dans I’église romane
a Celles (Namur). In: Mélanges d'archéologie et d’histoire de l'art of-
Sferts an Professeur Jacques Lavalleye. Louvain 1970, s. 169-190.

¥ TAYLOR — TAYLOR 1965, c. d. (v pozn. 29), s. 247-248,
467, 605-606.

“ DAIM, F. — KUHTREIBER, K. - KUHTREIBER, T.:
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ale len o ucelné vyuzitie neopracovaného kamena
vhodného tvaru. Pouzitie opracovaného trojuhol-
nikového klendku vo vyssie analyzovanych stavbach
vsak nemohlo byt’ désledkom nizkej kvalifikovanosti
stavebnych remeselnikov, kedze islo v niektorych
pripadoch o vyznamné ¢i az reprezentacné stavby
(predovsetkym v oblasti vyskytu vo Franskej, resp.
Rimsko-nemeckej 1isi), v ktorych boli navyse pou-
zité aj iné sposoby zaklenutia a d’alsie konstrukéne
narocnejsie riesenia.

NajpravdepodobnejSou pricinou pouzitia klenaku
tohto Specifického tvaru je jeho esteticka a dekora-
tivna funkcia, ako sa domnieva i M. Vanco. Tuto
moznost’ podporuje skutocnost’, Ze vicsina stavieb,
v ktorych bolo toto konstrukéné riesenie pouzité,
mala neomietané rezné murivo s navonok priznanou
struktirou, alebo murivo omietnuté len s vynimkou
muriva osten{ a zaklenkov okien (Wendhausen), pri-
padne murivo bolo tak, ako v Kopcanoch, povrcho-
vo upravené len rozotieranim loznej malty vytlacene;j
pri murovani, takze mohli vyniknat’ predovsetkym
detailne opracované prvky fasady, v tomto pripade
klenaky trojuholnikového tvaru. O dekorativne;
funkcii trojuholnikového klendku svedci nepochyb-
ne jeho viacnasobné radenie v ustupkovych oknach
a slepych arkadach v Soignies ¢i v Nivelles ako aj
pouzitie v pitach zaklenku v Eynhallow.

Zvysena pozornost’ venovana opracovaniu klena-
kov vo veobecnosti, a teda i klenaku tohto $pecific-
kého trojuholnikového tvaru, ako architektonického
prvku zavrsujiceho zaklenky portalov, vitaznych
oblakov, klenieb atd’. stvisi najskor s ich symbolikou
vyplyvajicou zo Svitého pisma zosobnujicou v nich
Krista v podobenstve ,,kanzeria, ktory stavitelia zavrbl,
a on sa stal kameriom uholnyn“.** Osobitny tvar troju-
holnikového klenaku navyse moze niest’ i symboliku
trojjediného Boha, resp. moze symbolizovat’ pocet
dni od ukrizovania po zmftvychvstanie Krista ako
zavf$enie spasitel'ského diela a vit'azstvo nad smrt’ou
(prave tato symbolika ma vyznam nie len v sakral-

Burgen — Waldviertel, Wachan, Mabrisches Thayatal. Wien 2009,
s. 384-387; foto vstupu dostupné na http:/ /www.burgenseite.
com/tuer/rundbogen.htm.

4 Prorok Izaias 28:16; Zalm 118:22; Evanjelium podPa Matdsa
21:42; Evanjelium podla Marka 12:10; Evanjelium podla
Lukasa 20:17; Skutky aposolov 4:10-11; Pavlov list Efezanom
2:20; Prvy list Petrov 2:6-7. — Svaté pismo. Trnava 2007.



nych, ale aj v pevnostnych stavbach, ktoré slazili na
ochranu pred utokom nepriatela).

Otazku proveniencie pouzitia trojuholnikového
klenaku v Kopcanoch je mozné na zaklade vyssie
uvedeného zodpovedat’ v principe v zhode s M.
Vancom. Ked’Ze sa tato konstrukcia vo vi¢som poc-
te vyskytuje len v oblasti zapadnej, severozapadnej
ajuhozipadnej Eurdpy,* do strednej Eurépy mohla
preniknut’ jedine z tohto prostredia, a to s najvacsou
pravdepodobnost’ou prave z oblasti severu Franske;j
riSe, resp. neskorsej Rimsko-nemeckej rise, s ktorou
malo uzemie stredného Podunajska relativne najin-
tenzivnejsie kontakty uz od pociatkov systematicke;
christianizacie na prelome 8. a 9. storocia; kontakt
s prostredim Pyrenejského polostrova nemozno na
zaklade charakteru materialnej kultary, architektary
ani znamych historickych okolnost{ vobec pred-
pokladat’ a priamy vplyv inzularnej architektary
aumenia mozno po dlhsej diskusii rovnako vylacit’.*
Neda sa vSak vylacit’ ani moznost’ multiregionalneho
povodu tohto konstrukéného riesenia vo viacerych
oblastiach vyskytu, v ktorych sa mohla s rovnakym
vysledkom uplatnit’ idea univerzalne pésobiacej bib-
lickej symboliky zhmotnenej v klendku. Sotva vsak
mozno predpokladat’, Ze by sa tato idea autochténne
uplatnila v prostredi stredného Podunajska, pres-
nejsie na Morave a zapadnom Slovensku, kde bola
sakralna architektira a krest’anska symbolika v 9.
—10. storoci celkom novym javom bez predchadza-
jaceho vyvoja.

7. uvedenych prikladov kostolov, v ktorych bol
pouzity trojuholnikovy klendk, je zrejmé, Ze t'azisko
jeho vyskytu lezi prevazne v 11. storo¢i (ide o vyskyt
v Spanielsku a najmi v Belgicku). Trojuholnikovy

# Trojuholnikovy klenik podl'a dostupnych prametiov nie je
dolozeny v predromdnskej ani romanskej architektire na
Apeninskom polostrove ¢i na Balkane a ani v neskoroantickej
architektare, hoci sa neda vylacit', ze ma pévod uz tomto

obdobi.

# VANCO, M.: K metodologii vjzkumu velkomoravské archi-
tektury. In: Acta historica Neosoliensia, 14, 2011, ¢. 1-2, s. 151;
VANCO, M.: K problematike ,,iro$kétskych® vplyvov vo
velkomoravskom prostredi. In: TURCAN, V. (ed.): Karolinska
kaultiira a Slovensko (=Zbornik SNM. Archeolégia. Supplemen-
tum 4). Bratislava 2011, s. 153-162.

# V savislosti s moznost’ou tohto $tylového datovania treba
zvazit’ vzt’ah s valonskou koloniziciou Uhorska od zaciatku

klenak preto nemozno povazovat’ za jednoznacny
prostriedok datovania charakteristicky pre predro-
mansku architektaru, ked'Ze je, naopak, typicky
najma pre ranoromansku architektiru. Do starsieho
useku predomanskeho obdobia patti len vyskyt kle-
naku tohto tvaru v kostole v Melque, vyskyt v Aule
regii v Aachene a vo westwerku v Corvey. Pouzitie
trojuholnikového klenaku v Kopcanoch v 2. polo-
vici 9. storocia az 1. polovici 10. storocia by teda
spolu s tymito tromi lokalitami patrilo k najstarsim
datovanym na celom teritériu jeho vyskytu. Mladsi
vyskyt trojuholnikového klenaku v Klatovej Novej
Vsi— Sadku by bolo z dévodu vyskytu jeho pouzitia
v europskej romanskej architektire mozné datovat’
najskér do 11. alebo 12. storocia, to znamena
v zhode so stcasnym archeologickym datovanim
prvej stavebnej fazy kostola, kym nebude v désledku
ptipadnych novych zisteni prehodnotené.*

S archeologicky zistenym datovanim pouzitia
trojuholnikového klenaku v oknach kaplnky v Kop-
¢anoch do 9. — 10. storocia vznika otizka, ¢i mohol
byt klenak tohto tvaru pouzity i v d’alsich predro-
manskych stavbach na uzemi Moravy a zapadného
Slovenska. Vyskum zaniknutych architektar tdto
otazku zodpovedat’ nemdze, ked’Ze ani v destrukcii
tychto stavieb sa az na malopocetné vynimky nepo-
darilo zistit’ opracované kamenné clanky nadzem-
nych murfv. Priaznivou okolnost’ou su vsak vysledky
vyskumu z poslednych rokov, ktoré rozsirili skupinu
dochovanych predromanskych kostolov z tGzemia
zapadného Slovenska o d'alsie dve stavby. V prvom
pripade ide o kostol sv. Juraja v Kostolanoch pod
Tribecom, archeologicky sice datovany najneskor do
1. polovice 11. storoéia,* no radiokarbénovym dato-

12. storocia (napr. RUTTKAY, A. T.: Poznamky k etnickému,
politickému a kulturnemu vyvoju na tzemi Slovenska v 9.
— 13. storodf a vzt'ahom k tizemiu Moravy. In: GALUSKA
— KOURIL — MITACEK 2008, c. d. (v pozn. 2), s. 274;
MAREK, M.: Narodnosti Uhorska. Trnava 2011, s. 312-313,
322-323), & Moravy (napr. PROCHAZKA, R. — PESKA,
M.: Zakladni rysy vjvoje brnénské keramiky ve 12. —13./14.
stoletl. In: Prehled vyzkumi, 48, 2007, s. 148).

5 BAXA, P. — BISTAK, P: Prvé vysledky revizneho archeo-
logického vyskumu cintorina pri Kostole sv. Juraja v Kosto-
Panoch pod Tribecom. In: Monumentornm Tutela — Ochrana
pamiatok, 21, 2009, s. 53-64; HUNKA, J.: Numizmaticky
a historicky vyznam minc{ objavenych pri vjskume Kostola

sv. Juraja. In: Tbidem, s. 65-72; BAXA, P. — MARIKOVA-
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vanim zvysku stavebného dreva ziskaného z muriva
kostola mozno obdobie pravdepodobného vzniku
stavby polozit’ do $irsicho useku rokov 703 — 915,
resp. do uzsieho useku rokov 789 — 902, to znamena
najpravdepodobnejsie do 9. storocia.** V druhom
pripade ide o rotundu sv. Juraja v Nitrianskej Blat-
nici, ktora je hrobmi z 11. storocia archeologicky
nepriamo datovand do 9. — 10. storo¢ia.”” Obe stavby
st zachované v podstatnej Casti ich hmot vratane
primarnych okennych otvorov.*

V kostole sv. Juraja v Kostol'anoch pod Tribecom
sa zachovali v severnej stene lode tri povodné okna,
neskor zmensené vrstvou omietky, v juznej stene
lode dve pévodné okna a jedno poskodené okno a vo
vychodnej stene presbytéria jedno pévodné okno, do
ktorého bolo neskor vlozené mladsie mensie okien-
ko. Ide o malé pomerne nizke polkruhovo uzavreté

-KUBKOVA, J.: Die ilteste Phase der Kirche St. Georg in
Kostolany pod Tribe¢om. In: POLACEK — MARTKOVA-
KUBKOVA 2010, c. d. (v pozn. 2), s. 149-160; BAXA, P.
— MARIKOVA-KUBKOVA, J.: Objev nejstarsi faze kostela
sv. Jiff v Kostol'anech pod Tribe¢om. In: Zbornik g0 semindra
a kataldg ku vystave Ranostredovekd sakrdlna architektsira Nitrians-

keho kraja. Nitra 2011, s. 89-101.

4% BARTA, P. — BONA, M.: Chronometrické datovanie
muriva Kostola sv. Juraja v Kostolanoch pod Tribe¢om:
prvé vysledky. In: Monumentornm tutela — Ochrana pamiatok,
22, 2010, s. 54-59. Dendrochronologickou metédou bol
datum zot’atia stromu, z ktorého toto stavebného drevo
pochadzalo, stanoveny na rok 861 (prostrednictvom zhody
s jednou z najpodobnejsich sekvencif letokruhov nemecké-
ho dubového standardu), no tento vysledok treba prijimat’
len ako mozny, nie isty, ked’ze vzorka dreva nemala dosta-
to¢ny pocet letokruhov. Vid BARTA — BONA 2009, c. d.
(v pozn. 3).

7 Napr. VANCO, M.: Stredoveké rotundy na Shovensku (9. — 13.
storocze). Bratislava 2000, s. 134-135; RUTTKAY, A. T.: Friimit-
telalaterliche gesellschaftliche Eliten im Gebiet der Slowakei
und ihre Sitze. In: KOURIL, P. (ed.): Die  friimittelalterliche Elite
bei den Vilkern des dstlichen Mitteleuropas. Brno 2005, s. 243-
246; RUTTKAY, A. T.: Najstarsie dejiny Nitrianskej Blatnice
a blizkeho okolia podl'a svedectva hmotnych pramenov. In:
TRSTAN, D. (ed.): Nitrianska Blatnica 1185 — 2010. Topol'éany
2010, s. 15-24; DORICA, J.: Restaurovanie rotundy sv. Juraja
v Nitrianskej Blatnici v pohl'ade novych zisteni. In: Zbornik
30 Semindra a kataldg kn vystave..., c. d. (v pozn. 45), s. 113-128;
DORICA, J.: Restauratorsky vyskum a restaurovanie. Rotunda
sv. Juraja pri Nitrianskej Blatnici. In: Historicka revue specidl,
2013, s. 62-67.
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otvory s takmer rovnymi $paletami. Zaklenutie vsak
nie je vytvorené radialnym kladenim kamena, ale tzv.
precnelkovym alebo vycnelkovym kladenim kamena,
t. j. horizontalnym vysuvanim tenkych kamennych
platni do tvaru zdklenku [Obr. 16.1-16.2].%

V kostole sv. Juraja v Nitrianskej Blatnici sa na
juhozapade lode intaktne zachovalo jedno povodné
polkruhovo uzavreté okno nizkeho nepravidelne
,»polvajcového® tvaru s rovnymi Spaletami. Zakle-
nutie okna je vytvorené rovnakym sposobom ako
v predchadzajicom pripade, t. j. tzv. precnelkovym
alebo vycénelkovym kladenim kamena do tvaru za-
klenku [Obr. 16.3].°

V obidvoch uvedenych stavbach nie je teda zakle-
nok okien konstruovany radialnym kladenim kamena
ako v kostole sv. Margity Antiochijskej v Kopcanoch,
ale ovela primitivnejSou metédou zaklenutia.!

# Na oboch kostoloch bola identifikovana zhodna primarna
omietkova Gprava ako na kaplnke v Kopc¢anoch, t. j. priznana
struktdra obnazeného mutiva upraveného len rozotieranim
loznej malty vytlacenej pri murovani, pripadne aj lokdlne
prihadzovanou maltou. Napriek tomu, ze tento sposob povr-
chovej dpravy muriva je znamy predovsetkym v tychto troch
predromanskych stavbach, nemozno ho povazovat’ za $peci-
ficky predromansku techniku, ked’ze totozna Gprava povrchu
muriva bola identifikovana napr. na kostole sv. Stefana Krala
v Kuzmiciach, ¢asti Vitkovee, z 13. storodia. Poztri BONA,
M. — GAZIOVA, E.: Vysledky architektonicko-historického
vyskumu r. k. kostola sv. Stefana Kral'a v Kuzmiciach — ¢ast’
Vitkovee. In: Zbornik 2o semindra a kataldg ku vystave..., c. d.
(v pozn. 45), s. 150.

4

=)

SASKY, L.: Predroménsky kostol v KostoPanoch pod Tribe-
com. In: Monumentorum Tutela— Ochrana pamiatok, 2, 1968, s. 84;
BONA, M.: Vysledky architektonicko-historického vyskumu
fasad vcasnostredovekého Kostola v Kostolanoch pod Tri-
becom a ich uplatnenie v pamiatkovej obnove. Prispevok na
seminari 1yskum a obnova ranostredovekey sakrdlnej architetiiry
konanom 11. — 12. 11. 2009 v Centre vedecko-technickych
informacii v Bratislave.

3 DORICA 2011, c. d. (v pozn. 47), s. 121-124.

5

Podobne ako trojuholnikovy klenak, ani tento sposob zakle-
nutia okien nie je napriek svojej prostej technologickej urovni
$pecificky charakteristicky pre predromansku architektaru,
ked’Ze ndjst’ ho mozno i v romanskej architektire, napr.
v zaklenku portilu veze kostola v Brehove z 13. storocia.
Vid KURTHY, I.. - GLOCKOVA, B.: Prispevok k vivoju
sakralnej architektiry 13. storocia na zemi byvalej UzZskej
a Zemplinskej zupy. In: Monumentorum Tutela— Ochrana pamia-
tok, 22,2010, s. 323.



16.1-16.2. Kostol sv. Juraja, Kostolany pod Tribecom, 9. — 11. stor., vjchodné okno juznej steny lode a vjchodné okno presbytéria (beg mladsej vyjpine);
16.3. Kostol sv. Juraja, Nitrianska Blatnica, 9. — 10. stor., okno na juhogdpade lode. Kresba: M. /s

Tento rozdiel v technolégii murovania zaklenku by
bolo mozné vel'mi zjednodusene oznacit’ za dosle-
dok relatfvne mladsieho datovania vzniku kaplnky
v Kopcanoch a starsieho datovania vzniku kostola
v Kostol'anoch pod Tribecom, ktoré vyplyva z radi-
okarbonového datovania tychto stavieb. No pouzitie
dokonalejsicho sposobu zaklenutia sotva mozno
uspokojivo vysvetlit’ vznikom kaplnky v Kopcanoch
v neskorSom obdobi — zaklenutie radidlnym klade-
nim kamena ¢i tehal bolo totiz v predromanskom
obdobi bezne vyuzivanou technolégiou a uplatio-
valo sa hojne uz od antiky. Tento rozdiel konstrukcie
zaklenkov v uvedenych stavbach nemozno od6vod-
nit’ vyvojom technolégie zaklenutia v obdobi, pocas
ktorého tieto stavby vznikali.

Rozdiel v technoldgii murovania zaklenku by
bolo mozné vysvetlit’ i opa¢nym postupom, teda
ako dosledok neskorsieho datovania vzniku kostolov
v Kostolanoch pod Tribecom a Nitrianskej Blatnici
v porovnani s kostolom v Kopcanoch, ktoré vyply-
va z ich archeologického datovania. Primitivnejsi
sposob zaklenutia by v tomto pripade bol prejavom
upadku stavebného remesla v tejto oblasti po zaniku
velkomoravského $tatu a znizenia dostupnosti sta-
vebnych remeselnikov. Avsak porovnatelna kvalita
ostatnych znakov a prvkov tychto troch stavieb,
napriklad zaklenutia presbytéria ¢i apsidy valenou

2 KRASA, J.: Nésténné malby v kostele sv. Jifi v KostoPanech
pod Tribecom. In: Monumentornm Tutela— Ochrana pamiatok, 2,
1968, s. 115-127; MARIKOVA-KUBKOVA, J. - BERGER,
T.: Prvni stavebni faze kostela sv. Juraja v Kostol'anech pod
Tribecom. In: Monumentorum Tutela — Ochrana pamiatok, 23,

2011, s. 97-152; DORICA 2013, c. d. (v pozn. 47), s. 65.

klenbou ¢i konchou, a najma pritomnost’ nastennych
malieb v Kostol'anoch pod Tribecom a Nitrianske;
Blatnici,” ktoré naopak podla su¢asnych poznatkov
(aj ked’ nie celkom jednoznacne) chybaju v Kopca-
noch,” tato moznost’ skor vylucuje.

Odlisnost’ technolégie konstruovania zaklenkov
mozno s vicsou pravdepodobnost’ou vysvetlit’ ako
désledok vplyvu prostredia, v ktorom kostol vzni-
kol. Kaplnka v Kopc¢anoch vznikla v bezprostredne;
blizkosti aglomeracie centralneho sidla, hradiska Valy
v Mikul¢iciach, kde pocas 9. storocia vzniklo mini-
malne desat’ kostolov a kde sa preto prinajmensom
prechodne sustredila remeselna ¢innost’ suvisiaca
s vystavbou kostolov. Kostoly v Kostol'anoch pod
Tribecom a v Nitrianskej Blatnici v8ak vznikli bud’
na okraji zazemia alebo celkom mimo aglomeracie
centralneho sidla, ktorym bola v tejto oblasti Nitra,
kde pocas 9. storocia rovnako prebichala stavebna
¢innost’ a vznikali kostoly. V prostredi, kde poso-
bili stavebni remeselnici a architekti pochadzajici
predovsetkym z cudziny, t. j. v centralnych sidlach
regionalneho ¢i nadregionalneho vyznamu, mohol
byt’ bezne vyuzivany narocnejsi sposob zaklenutia,
kym v periférnych lokalitach sa mohol uplatnit’ len
jednoduchsi sposob konstrukcie detailov stavby
v zavislosti od dostupnosti stavebnych remeselnikov
a od moznosti stavebnika.

3 BOTEK, A.: Kostol sv. Marhity Antiochijskej v Kopcanoch.
In: Pamiatky a miized, 2007, ¢. 4, s. 42; BOTEK 2010, c. d.
(v pozn. 1), s. 33-34.
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Tato savislost’ medzi irovnou stavebnej techno-
légie kostola a vzt’ahom kostola k centralnemu sidlu
teda dovol'uje predpokladat’, ze typ klendku, ktory
pozname z Kopcian, tu bol pouzity prave v dosledku
blizkeho vzt’ahu k aglomeracii centralneho hradiska
v Mikul€iciach. Z toho vyplyva, ze zaklenok s troju-
holnikovym klendkom bol pravdepodobne pouzity
1 v jednom ¢i viacerych kostoloch priamo v centre,
t.j. na hradisku Valy v Mikul¢iciach. Zaroven by tym
bolo mozné vysvetlit’ i skuto¢nost’, Ze trojuholniko-
vy klenak, pouzivany v oblasti zdpadnej Eurdpy uz
v karolinskej architekture predovsetkym vo vyznam-
nych kostoloch ¢i reprezentacnych stavbach, bol
v Kopcanoch pouzity v malej stavbe nepochybne
bez vicsieho nez len lokalneho vyznamu. Tieto pred-
poklady st vsak samozrejme zavislé od datovania
kaplnky v Kopcanoch do 9. — 10. storocia.

Na zaver mozno skonstatovat’, ze trojuholnikovy
klenak pouzity v kaplnke sv. Margity Antiochijske;

* Ciefom tejto price nie je vycerpavajuce spracovanie pet-
traktovanej problematiky ani rieSenie datovania kaplnky
v Kopc¢anoch, ale len na zaklade pomerne malého poctu
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v Kopcanoch treba podla uvedenych tvah opravne-
ne povazovat’ za kulturny import z prostredia jeho
vyskytu v karolinskej architektare 9. storocia, resp.
z prostredia nan nadvizujuceho mladsicho vyskytu
v zapadoeurdpskej ranoromanskej architektare, kde
bol pouzivany specificky v reprezentacnych, najma
sakralnych stavbach, ako konstrukény detail s dekora-
tivnou funkciou a osobitnym symbolickym obsahom.
Okolnost’ len ojedinelého vyskytu trojuholnikového
klenaku v karolinskej architekture a okolnost’ jeho
t'aziskového vyskytu v 11. storod¢i pritom do istej
miery relativizuje v stcasnosti preferované datovanie
kaplnky v Kopcanoch do 2. polovice 9. storocia
az 1. polovice 10. storocia. Skorsie datovanie by nepo-
chybne podporila identifikacia trojuholnikového
klenaku v d'alsich stavbach karolinskej architektury
2 9.—10. storocia, predovsetkym v stredoeurépskom
priestore.”

dostupnych relevantnych hmotnych pramenov formulovat’
niektoré pravdepodobné suvislosti a interpreta¢né moznosti,
ako aj otazky a mozné pochybnosti, ktoré z nich vyplyvaju.



To the Type of the Pre-Romanesque Windows
in the Chapel of St. Margaret of Antioch in Kopcany

Summary

The Chapel of St. Margaret of Antioch in
Kopcany in western Slovakia is by the archaeological
research in 2004 — 2007 dated to the period from
the 2™ half of the 9™ century to the 1* half of the
10" century. The radiocarbon analysis of the wood
residues from the cavity in masonry of the chapel
dates the building to the year 951 £ 60 (i.e. 891
—1011).

The completely preserved intact primary pre-Ro-
manesque window openings were discovered in the
north wall of the chapel. A specific feature of these
window openings is the vaulting with the triangular
keystone. This method of the window vaulting is
basically the only architectural stonework detail of
the first construction phase of the chapel, which can
be analyzed in style.

The triangular keystone occurs also in the West
European pre-Romanesque and Romanesque archi-
tecture — in the Carolingian architecture (Germany,
Aachen, Aula regia, 788; Corvey, Westwork, 873 —
885), Visigothic, Mozarabic and Aragon architecture
in Spain and France from the 7" to the 11" century
(Melque, Yosa de Broto, Cuxa, Sournia, Espuéndolas,
Espierre, Pano, Leyre), Mosan Romanesque architec-
ture in the Netherlands, Flanders and Wallonia in the
11" and 12" century (Gerpinnes, Ghent, Maastricht,
Soignies, Nivelles, Ename, Waha, Tohogne, Wierde,
Eine), Romanesque architecture in Germany in the
12™ century (Wendhausen), Romanesque architec-
ture on the British Islands from the 10 to the 13™
century (Bardsey, Inchcolm, Eynhallow, Wyre, Lunda
Wick, Innisfallen), Romanesque castle architecture in
Austria in the 13™ and the 15" century (Niederkraig,
Obervoitsberg, Kaisersberg) but also in the Gothic
architecture of France, Germany and British Isles
(12" — 17™ century). It also occurs in Eatly Gothic
architecture in Slovakia (Klatova Nova Ves — Sadok,
around 1300).

On the basis of the occurrence of the triangular
keystone in the examples of the pre-Romanesque

and Romanesque buildings mentioned above, several

conclusions can be made:

— the triangular keystone occurs during the whole
pre-Romanesque and Romanesque period from
the 7™ to the 13" century;

— the triangular keystone occurs on a wide territory
from the Iberian peninsula to North-West and
Central Europe;

— its occurrence on this territory is significantly
regionally limited (area of the Iberian peninsula
and the Pyrences, the north area of the Frankish
empire or the Holy Roman Empire, the area of
the British Isles and Central Europe region);

— despite the wide territory and the long period of
its occurrence the triangular keystone was used
only in a small number of buildings;

— the triangular keystone occurs mainly in the sacred
buildings;

— when used in a building the triangular keystone
occurs generally in a greater number;

— the buildings with the triangular keystone had
mostly an undressed facework.

The triangular keystone was a special construction
design, which probably originated as a simplification
of a segmental or trapezoidal form of the keystone
to the shape of a triangle, as it is illustrated by the
examples of the trapezoidal keystones narrowed to
an almost triangular shape (e.g. in Melque, Celles,
Gavin).

The reason for using a triangular keystone could
not be the static-structural needs or inexperience or
poor workmanship of the builders. The most likely
cause of the application of this specific form of the
keystone is its aesthetic and decorative function. This
possibility is illustrated by the fact that most buildings
with triangular keystone had an unplastered facework
with its structure recognized externally, where mostly
the facade elements worked in detail, in this case the
keystone in the triangular shape, could stand out.
The decorative function of the triangular keystone
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is undoubtedly demonstrated by its multiple queu-
ing in the scarcement windows and blind arcades
(Soignies, Nivelles) and using in the foot of the arch
in Eynhallow.

The keystones in the vaulting of the portals,
triumphal arches, vaults etc. was connected with
symbolism arising from the Holy Scriptures which
embodied Christ in them in the parable of “#be stone
which the builders rejected, and he has beconse the cornerstone”.
The special shape of the triangular keystone could
symbolize also the triune God or the number of the
days from crucifixion to resurrection of Christ.

The use of the triangular keystone could pen-
etrate Central Europe only from the areas where it
occurred in Western Europe, i.e. most likely from
the area of the Frankish empire or the Holy Roman
Empire, with which the Middle Danube territory had
intensive contacts since the beginning of systematic
Christianization at the turn of the 8" and the 9™
century. The contact with the environment of the
Iberian peninsula and the impact of the insular (An-
glo-Saxon, Irish, Scottish) architecture and art can
be excluded. It is not likely that the use of triangular
keystone was autochthonous in Moravia and western
Slovakia, where the sacral architecture and Christian
symbolism in the 9" — 10™ century was entirely a new
phenomenon without precedent development.

It is evident that the center of the occurrence of
the triangular keystone lies mainly in the 11% cen-
tury. It is not characteristic for the pre-Romanesque
architecture, but it is typical mainly for the early-Ro-
manesque architecture. Only the occurrence of this
shape of the keystone in Melque (7" — 8" century),
Aachen (788) and Corvey (873 — 885) belongs to the
older pre-Romanesque period.

Archaeologically identified dating of the chapel
in Kopcany to the 9" — 10" century implies a ques-
tion whether the triangular keystone could be used
also in the other pre-Romanesque buildings in the
territory of Moravia and western Slovakia. The
research of the destroyed churches preserved only
in their foundations can’t answer this question. The
window construction can be explored only in two
surviving pre-Romanesque buildings from the 9" or
the 10™ century, namely the Church of St. George in
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Kostolany pod Tribecom (archaeologically dated at
latest to the 1% half of the 11™ century; radiocarbon
method dates it to the years 703 — 915 or narrower
789 — 902) and the Church of St. George in Nitri-
anska Blatnica (archaeologically indirectly dated to
the 9™ — 10" century). The vaulting of their original
windows is not made of the radially ordered stones,
but by horizontal protruding the thin stone plates in
the shape of a vault.

This difference of the design technology of the
vaulting may be most likely explained as the con-
sequence of the influence of the environment in
which the church was built. The chapel in Kopcany
was built in an immediate proximity to one of the
central sites in Moravia, the hillfort Valy in Mikul¢ice,
where at least ten churches wete built during the 9*
century and where the craft activity related with the
construction of the churches was concentrated. The
churches in Kostol'any pod Tribecom and Nitrianska
Blatnica in western Slovakia were built outside the
agglomeration of the central site in Nitra, where
the building activities also took place during the 9™
century and the churches were built. In an environ-
ment where the building craftsmen and architects
worked, e.g. in the central sites, a more exacting
method of vaulting could be commonly used, while
in the peripheral areas only a simpler method of
construction of the details could be used, depending
on the availability of the building craftsmen and the
capabilities of the client.

This may imply that the triangular keystone was
probably used in one or more churches direct in the
center near the chapel in Kopcany, e.g. in the hillfort
Valy in Mikul¢ice.

The triangular keystone used in the Chapel of St.
Margaret of Antioch in Kopcany is to be regarded
as a cultural import from the pre-Romanesque
Carolingian architecture or from the area of its later
occurrence in the West European early-Romanesque
architecture, where it was used in the representa-
tive, especially sacral buildings as a structural detail
with a decorative function and a special symbolic
content.

English translation by M. ]dnosik
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Juckes, Tim: The Parish and Pilgrimage Church
of St Elisabeth in Kosice. Town, Court, and Architecture in Late
Medieval Hungary

JUCKES, Tim: The Parish and Pilgrimage Church of St Elisabeth in Kosice. Town, Court, and Architecture in Late
Medieval Hungary. Turnhout : Brepols Publishers, 2011, 292 s., ISBN 978-2-503-53109-0.

K najposobivej-
$im a najhodnotnejsim
architektonicko-ume-
leckym pamiatkam
u nas nepochybne patri
farsky Kostol svitej Al-
zbety,! dnesny dém, si-
tuovany napriec juznou,
rozsirujicou sa cast’ou
hlavného vretenovitého
namestia v Kosiciach.
Vo svojej podstate ne-
skorostredoveka kated-
ralna stavba je napriek rozsiahlej regotizacii na konci
19. storocia dodnes charakteristicka pévodnym,
nezvycajnym dispozi¢nym riesenim, ktoré spociva
v spojen{ pozdizneho bazilikového a centrilneho
krizového podorysu, s vlozenym transeptom a parmi
diagonalnych kaplniek v zavere bo¢nych lodi. Svojimi
rozmermi a bohatstvom uplatnenej, najma kameno-
socharskej vyzdoby predstavuje velkolepy stavebny
projekt, zodpovedajici vysokym reprezentacnym
narokom prosperujuceho uhorského kralovské-
ho mesta a jeho celkovej spolocenskej, kultirne;
1 duchovnej klime na prelome 14. — 15. storocia.
Vyrazné zmeny uskutocnené pocas spominanej

The Parish and
Pilgrimage Chureh e
of 5t Elizabeth in Kosice

yoeee parochialis ecclesia beate Elisabeth Cassoviensis...* Z. papezskej
odpustkovej listiny vydanej 1. 3. 1402. Pozri Monumenta
Vaticana regni Hungariae illustrantia: Bullae Bonifacii IX. Series 1.
Tomus 4. Budapest 1889, s. 417-418.

Napriklad v rozsiahlej publikicii autorov Rolanda Rechta
a Alberta Chateleta. Pozri RECHT, R. — CHATELET, A.:

puristickej prestavby, ktoré zasiahli predovsetkym
interiér kostola, si dokladom nemenej ambiciéznych
poziadaviek, kladenych na vzhl'ad najvyznamnejse;
sakralnej stavby Kosic v obdobi presadzovania his-
torizujacich slohow.

O stadium a zhodnotenie pozoruhodného
kosického chramu z roznych perspektiv a metodic-
kych pristupov sa uz viac ako stopit’desiat rokov
intenzivne zaujimaju slovenski, mad'arski a ceski
badatelia. Tematika v sucasnosti oraz viac rezonu-
je 1 v pracach zapadoeurépskych autorov.” Svedei
o tom aj publikacia anglického historika umenia Tima
Juckesa The Parish and Pilgrimage Church of St Elisabeth
in Kosice, ktora je aktualnym prispevkom k zlozite;
problematike stavebnych dejin kostola. Autor v nej
prinasa monografické spracovanie architektary
a dekorativnych prvkov stavby, vritane povodnej
socharskej vyzdoby, pricom ako uvadza, ciefom bolo
,vzkriesenie“ jej podoby z konca 15. storocia (s. 4).
Sustred{ sa na vyhodnotenie chronolégie, skima
pohnutky zadavatela k vyberu osobitych foriem,
ulohu zapojenych majstrov a vzt'ahy k architektire
vyznamnych stredoeurépskych umeleckych centier.
Text je upravenou verziou Juckesovej dizertacie ob-
héjenej v roku 2008 na Courtauld Institute of Art
v Londyne.” V tvode formulované zameranie price

Gotik. Band 3: Ausklang des Mittelalters 1380 — 1500. Miinchen
1989, s. 23.

* Pozti JUCKES, T.: St. Elisabeth’s Church in Kosice. City, Court and

Church Building in Late Medieval Hungary. [Diz. praca.] London,
Courtauld Institute of Art. London 2008, 255 s.
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naznacuje, ze autor sa nevybera cestou hladania
novych tzemi, snazi sa skor o poniknutie nového
pohladu na znamu vec.

Kniha je prehladne delend do siestich hlavnych
kapitol, d’alej rozc¢lenenych do viacerych podkapitol.
Hodnotnou sucast'ou publikacie su tri doplnky:
v prvom st obsiahnuté stredoveké pisomné a hmot-
né pramene, druhy prezentuje kamenarske znacky,
zdokumentované na stavbe, a v tret'om apendixe sd
zhromazdené nakresy kostola z obdobia pred regoti-
zaciou z rokov 1877 — 1896. Aj ked’ vicsina z tychto
dokumentov uz v odbornej literatire publikovana
bola,* velmi prinosné je ich sustredenie do jedného
celku, ktoré zaiste ul'ah¢i pracu nasledujicim bada-
tefom pri hl'adani pramennych informacii.

V uvodnej kapitole prinasa Tim Juckes histo-
ricky prehl'ad stavebnych uprav farského kostola
v priebehu storoci, ktory je sprostredkovany cez
predstavenie zmienok o jeho stave obsiahnutych
v mestskych listinach, uc¢toch kronikach a cestopi-
soch. Najvyraznejsim zasahom bola obnova v neo-
gotickom slohu, ktora priniesla dosledky nielen pre
samotny kosicky chram, ale aj pre jeho nasledujuce
umeleckohistorické skumanie. Farsky kostol sa stal
Ledmym 3 najrepregentativnejsich, iluzivne najdokonalejsich
prikladov historizmn v pamiatkovej ochrane historického
Uhorska™.> S novymi snahami o vytvorenie jeho ob-
razu z obdobia na konci stredoveku sa preto spaja
aj potreba zohladnenia tychto zasahov. Tuto sku-
tocnost’ si veI'mi dobre uvedomuje aj Juckes, témou
obnovy a puristickej prestavby v rokoch 1856 — 1863
a 1877 — 1896 sa preto v prvej kapitole svojej knihy
podrobne zaobera. Nasledne st uvedené doteraz
zname pisomné a hmotné zdroje k stavbe a prehl'ad
doterajsicho badania. Mnozstvo odbornych prac,
ktoré tu autor analyzuje, svedci o zavaznosti skima-
nej témy a zaroven oboznamuje Citatela s hlavnymi
problémami, sivisiacimi so studiom Kostola svite;j
Alzbety. Vyskum stavebnej histérie chramu podla

* Niékresy napr. MAROSI, E.: Das romantische Zeitalter der
ungarischen Kunstgeschichteschreibung, In: Annales Uni-
versitatis scientiarum Budapestinensis de Rolando Edtvis nominatae.
Sectio Historica 7. Budapest 1965, s. 43-78; MAROSI, E.:
Tanulmanyok a kassai Szent Erzsébet templom kézépkori
épitéstorténetéhéz 1. In: Miivészettirténeti Ertesitd, 18, 1969,
¢. 2, s. 1-45. Kamenarske znacky zozbierala a publikovala
MARKUSOVA, K.: Kamenarske znacky kosického dému
svitej Alzbety v Kosiciach. In: Kosické bistorické zosity, 6, 1996,
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autora st’azuje nedostatok pisomnych pramenov
k pociatkom jeho vzniku. Nejednotnost’ odbornych
nazorov na otazky datovania a slohovych vzt'ahov
stavby vyplyva nielen z rozdielnej erudicie jednot-
livych autorov, ale aj zo sledovania narodnostnych
zaujmov pri badani. Jednym z podnetov k vypraco-
vaniu monografie je snaha o priblizenie problematiky
sirsej, medzinarodnej odbornej verejnosti, nakol'ko
st zasadné prace k téme napisané v madarskom,
slovenskom a ¢eskom jazyku.

Druha kapitola publikacie prinasa prehl'ad stre-
dovekych dejin Kosic od obdobia ich vzniku —autor
v nej priblizuje vyvoj a postupny hospodarsky, eko-
nomicky a politicky vzrast sidla, ktory bol predpokla-
dom aj pre rozvoj stavebnej ¢innosti. Rekonstrukcia
stredovekého urbanizmu mu slazi k preskimaniu
vizieb farského kostola na d’alsie stavby v meste. Pri
opise historickych okolnosti stavby farského chra-
mu stoja v popredi otazky zastity a koordinovania
stavebného projektu, reprezentacie mesta, zicast-
nenych stavebnych majstrov a d’alsie. Prostriedkom
k ich zodpovedaniu sa staiva podrobnejsia reinter-
pretacia pramenov uvedenych v predoslej kapitole.
Vysledky rozboru papezskych a kral'ovskych listin,
ako aj mestskych uctov autora uist’uji v nazore, ze
Kostol svitej Alzbety bol v prvom rade mestskym
javom, nakolko jeho projekt a vystavba vyplynuli
predovsetkym z iniciativy svetskych a duchovnych
predstavitefov Kosic (s. 39). Mesto zodpovedalo za
riadenie vystavby a z vicsej Casti aj za zabezpecenie
financif a prisun majstrov. Najmad prostrednictvom
nich mohli Kosice nadviazat’ na tvorbu stavebnych
hut juzného Nemecka, dolného Rakiska a Ceska
(najma Prahy). Ako priklad uvadza majstra Mikula-
$a, pramenne dolozeného v Kosiciach k roku 1411,
ktorého stotozfiuje s majstrom rovnakého mena,
posobiacim na stavbe Kostola svitého Stefana vo
Viedni v dvadsiatych rokoch 15. storocia (s. 40-41).
Na rozdiel od badatel'ov zdoraznujacich tlohu krala

5. 2-38. Listiny publikovali KEMENY, L. (ed.): Kassa vdiros régi
szamaddskinyvei 1431 — 1533. Kosice 1892, s. 1-21; WICK, V.:
Ddm svatej Algbety v KoSiciach. Kosice 1936, s. 11-13.

5 CIULISOVA, 1.: Historizmus a moderna v pamiatkovej ochrane.
Bratislava 2000, s. 117. Autorka upozormuje aj na potrebu
umeleckohistorického zhodnotenia prave tejto stylovej vrstvy
pamiatky. Pozri tamze, s. 113-128.



Zigmunda Luxemburského a jeho dvora v Budine®
pri sprostredkovani tvorivych impulzov z tychto
centier, vyzdvihuje Juckes nezavislost’ Kosic od
dvorského prostredia.

Jadro prace tvoria tri rozsiahle kapitoly, veno-
vané stavebnym dejinam farského Kostola svitej
Alzbety. Autor zostava verny prehladnému deleniu
a kazdej z troch faz vystavby je venovana samostat-
na kapitola. Charakterizuje ich snaha o dokladné
zachytenie chronologického vyvoja, ako aj o pre-
hl'adné zdokumentovanie rozsahu prac vykonanych
v ramci konkrétnych faz. Stavebna historia je opat’
podopreta zachovanymi pisomnymi a hmotnymi
pramenmi a najma stavebno-historickymi a umelec-
kohistorickymi analyzami architektonickych foriem
a kamenosocharskych prvkov chramu.

S vystavbou sa podl'a Juckesa zacalo okolo roku
1390 obstavanim murov starsiecho kostola. V prve;j
taze bol skoncipovany plan patlod’ovej katedralnej
stavby s dvojicou vezi zapadnom prieceli, s parmi
diagonalnych kaplniek na vychode a transeptom
(s. 63). Koncepcia vychadzala zo starsich francuz-
skych vzorov, najmi z poédorysného rozvrhu kostola
premonstratskeho opatstva v Braine. Uplatnenim
transeptu a neskorsim priestorovym usporiadanim
vsak v Kosiciach doslo k zdorazneniu centralizujicej
tendencie. Autor poklada farsky chram za skutoc¢ny
unikat nielen v rimci izemia historického Uhorska,
ale aj v SirSom stredoeurdpskom priestore (s. 81).
Tretiu kapitolu knihy uzatvara strucné objasnenie
hlavnych motivacii k stavbe, medzi ktoré patrili prak-
tické dovody a sicasne snaha o dostojnu prezentaciu
mesta aj prostrednictvom vicsieho a nakladnejsiecho
kostola.

Druhou, hlavnou etapou vystavby sa zaobera
stvrta kapitola publikacie. Juckes ju chronologicky
vymedzuje obdobim rokov 1400 az 1440 (s. 148-149)
a radi sem dokoncenie hlavnych castf kostola — lodji,
krizenia a chéru. Ako uvadza, tato faza priniesla zme-
nu v poévodnom priestorovom rozvrhnut{ interiéru

¢ Najmid MAROSI, E.: Beitrige zur Baugeschichte der St.
Elisabeth Pfarrkirche von Kassa. In: Acta historiae artium,
10, 1964, s. 230-235; MAROSI 1969, c. d. (v pozn. 4), s. 31;
GEREVICH, L.: Prager Einflisse auf die Bildhauerkunst
der Ofner Burg. In: Acta historiae artinm, 2,1954 — 1955, s. 51-
61.

a deliace piliere medzi jednotlivymi lod'ami nahradili
stredové podpory. Polia hlavnej lode a transeptu boli
zaklenuté hviezdicovou klenbou a rozhodujucou
v celkovej dispozicii sa stala krizova schéma. Tazis-
kom kapitoly je umeleckohistoricka analyza architek-
tonickych foriem a skulpturalnej vyzdoby portalov,
sucasti juzného transeptu a zapadného priecelia,
klenieb a osobitych dekorativnych prvkov kostola.
Pri skumani stylovych vzt'ahov sa autor obracia
k tvarosloviu a formam architektiry spominanych
centier juzného Nemecka, Prahy a Viedne. V podobe
mnozstva analogii sa mu podarilo zmapovat’ rozsiah-
ly geograficky priestor. Vysledkom komparatistiky
je konstatovanie, ze Kosice mohli prijimat’ impulzy
zo vsetkych uvedenych stredisk, najblizsie spojenia
vsak vidi s tvorbou viedenskej huty (s. 147). Vyplyva
to najma z rozboru klenieb Kostola svitej Alzbety
a frantiSkanskeho kostola s klenbami viedenského
dému. Vysvetlenie, akym sposobom mohlo dojst’
k udrziavaniu kontaktov s tymto okruhom vidi
v postave majstra Mikulasa, o ktorom predpokla-
da, Zze pobudal striedavo v Kosiciach a vo Viedni
(s. 141-143, 149). Sprostredkovatel'sku ulohu mohli
popri stavitel'och zohravat’ aj vyznamni{ predstavi-
telia z radu Kosic¢anov, ako napriklad ¢len mestske;
rady Jan Hebenstreyt, pochadzajuci pravdepodobne
z Norimbergu, ktory mohol zabezpecit’ kontakty
s juhonemeckym prostredim. V tejto suvislosti je
prekvapujuce, ze osobnosti obchodnikov Ulricha
a Marcusa z Norimbergu, posobiacich v Kosiciach
a zaroven vo funkcii poradcov kral'a Zigmunda na
kralovskom dvore,” autor nespomina. Aj na ich pri-
klade v§ak mozno sledovat’ sposob prenosu novych
pradov a trendov, nakolko pdsobili vo viacerych
oblastiach naraz.

V zaverecnej ¢asti kapitoly vysvetluje Juckes do-
vody pre vyber dispozi¢ného riesenia a vel’kolepého
dizajnu takmer dokonceného kostola. Jeho archi-
tektura a vyzdoba boli symbolom vzmahajaceho sa
mesta a saviseli s osobitou funkciou chramu, ktory

7 Pozti HALAGA, O.: A Mercantilist Initiative to Compete
with Venice. In: The Journal of European Economic History, 12,
1983, & 2,5. 407-435; GERAT, 1.: Sigismund of Luxembourg
and the Pictorial Cult of Saint Elisabeth in Kosice (Kassa,
Kaschau). In: PAULY, M. — REINERT, E (ed.): Sigismund
von Luxemburg. Ein Kaiser in Europa. [Zbornik prispevkov]
Medzinarodny historicky a umeleckohistoricky kongres
v Luxemburgu, 8. — 10. jun 2005. Mainz a. R. 2000, s. 336.
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sa po udeleni odpustkovej listiny v roku 1402, stal
vyznamnym putnickym miestom, musel byt preto
schopny pojat’ ¢o najvacsie mnozstvo veriacich.
Uloha farara Stefana pri vystaveni papezskych bil,
ktord autor zdoraznuje (s. 155), je v sucasnych
historickych vyskumoch spochybriovana.? Spolu so
zmienenym Janom Hebenstreytom sa mohol zaslazit’
o koncipovanie programu kostola a o koordinaciu
jeho prestavby.

Piata kapitola, venovana zaverecnej faze vystavby
chramu, priblizuje obdobie okolo roku 1450 az do
80. rokov 15. storocia. Spaja sa najmi s dokoncenim
presbytéria, vezi zapadného priecelia a kamenoso-
charskou vyzdobou interiéru. Do tohto obdobia
spada aj posobenie stavebného majstra Stefana,
autora vel'kolepého kamenného pastoforia.

Jedinecny charakter architektary a prvkov far-
ského kostola chape Juckes ako doklad schopnosti
kosickej stavebnej huty nadvizovat’ na tvorbu vy-
znamnych umeleckych stredisk a ziskané impulzy
nasledne tvorivo spracovavat’. Zaroven, podobne
ako Erné Marosi,” zdoraznuje viznam centra v Ko-
Siciach, o ktorom svedc¢i odozva v podobe mnoz-
stva neskor vzniknutych stavieb v Sedmohradsku
a Pol'sku. V zmysle uvedeného sa v poslednej, Sieste;
kapitole knihy autor snazi o vsadenie chramu do
miestneho a sirsicho regionalneho kontextu. Skima,
na akd stavebnu tradiciu v Kosiciach mohla jeho
vystavba nadvizovat’ a do akej miery mala nasledne

$ Pozri NADASKA, K.: Cirkevné dejiny Kosic v 13. — 16. storoci
s dorazom na kult sv. Algbety. [Diz. praca.] Bratislava, Univer-
zita Komenského. Bratislava 2011, s. 78. Podl'a historika
Jana Hrdinu prebehlo vydanie listiny z roku 1402 na beznej
administrativnej drovni. Obsahovo ju povazuje za totoznd
s odpustkami pre Levocu, vydanymi v ten isty defl. Vydanie
oboch odpustkov vanima ako vysledok jednej spolo¢nej po-
ziadavky. Porov. HRDINA, J.: Spisskd mésta a papezska kurie
v dobé¢ velkého zdpadniho schizmatu. Komunikace a transfer
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vplyv na tvorbu okolitych oblasti. Za spojovacie
ohnivko medzi jednotlivymi oblast’ami poklada opit’
najma majstrov, ktori boli v pripade nedostatku prac
v Kosiciach nuten{ k presunu do inych miest, ¢i uz
v ramci uzemia dnesného Slovenska, alebo aj do
vzdialenejsich oblasti, napriklad Rumunska.

Kniha Tima Juckesa The Parish and Pilgrimage
Church of St Elisabeth in Kosice je po dlhej dobe vita-
nym prispevkom k stavebnej historii a Stylovym su-
vislostiam kosického farského kostola, k problému,
ktory zrejme nikdy neprestane byt’ aktualny. Pontka
uceleny pohl'ad na architektiru chramu v neskorom
stredoveku, pricom nevynechava ani jeho neskorsie
osudy az po obnovu na konci 19. storocia. Pozoru-
hodna pamiatka je skimana vo vzt’ahu k miestnym
historickym okolnostiam, a tiez s ohI'adom na vizby
k dolezitym umeleckym strediskam, ¢im sa len zdo-
raznuje jej vyznam aj v ramci tohto stredoeurépske-
ho priestoru. Jednym z hlavnych prinosov knihy je
doésledné zachytenie chronologického vyvoja stavby,
podopreté pisomnymi a heraldickymi pramenmi,
ktoré su tu podrobené kritickému prehodnoteniu.
Jeho vysledkom st nové poznatky k stavebnym
majstrom a tézy o suverenite mesta pri koncipovani
projektu kostola. Publikacia je obohatena o rozsiahlu
fotograficku a graficki dokumentaciu, ktora citatel'o-
vi priblizuje analyzovany kostol a jeho sucasti.

Miroslava Jassovd

informac’l' na piikladu gracialnich listin. In: LUKACKA, J.
— STEFANIK, M. (ed.): Stredoveké mesto ako miesto stretnuti
a komunikdcie. Bratislava 2010, s. 201-202 a s. 202 v pozn.
16.

? MAROSI, E.: Architektira prvej polovice 15. storocia na Spisi
a vychodnom Slovensku. Dém sv. Alzbety v Kosiciach. In:
BURAN, D. (ed.): De¢jiny slovenského vitvarného umenia. Gotika.
Bratislava 2003, s. 221-223.
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