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FOREWORD

New Europe College, a small independent institute for advanced studies
in the humanities and social sciences in Bucharest, has been hosting since
2000 a program supported by the Getty Foundation. This program (which
we baptized GE-NEC) had so far two episodes, GE-NEC | (2000-2004),
and GE-NEC 11 (2004-2007). It gave us the possibility to offer each year a
few fellowships in such fields as history and theory of art and architecture,
archaeology, cultural and visual studies, and to invite reputed scholars
from these fields to come to Romania as our guests in order to give lectures
and hold seminars at the New Europe College. The two components of
the program were meant, on the one hand, to support local scholars and
on the other, to acquaint a larger number of students and researchers in
Romania with approaches and contributions in areas of study that have
been in recent years particularly dynamic and captivating.

The GE-NEC fellowships are modeled on the core fellowship program
of the New Europe College: they last for one academic year, during which
fellows work on a project, and take part in the weekly seminars we hold,
alongside fellows enrolled in other programs at the New Europe College;
at these weekly meetings fellows present in turn their work in progress,
which is discussed by the group, composed of researchers coming from
various fields in the humanities and social sciences. It has been one of our
aims, in setting up this program, to open up the disciplines it addresses
to a better and more systematic communication with other disciplines
in the humanities and social sciences, and to compensate for its lack in
the “normal” research and education units. The inclusion of the GE-NEC
fellows in the weekly seminars has been, we feel, profitable to all
concerned. Fellowships include a one-month trip abroad, to enable the
fellows to consult libraries and to get in touch with colleagues involved in
similar or convergent research topics. At the end of their fellowship, the
fellows give us a paper, the result of their one-year work on the projects
they originally submitted. Two volumes including papers by fellows active
during the first interval of the program were so far published. This volume
presents the papers of the three generations of fellows in the GE-NEC I
Program.



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

As the ones that preceded it, this volume is primarily a record of the
fellows’ interests and achievements, and we did not attempt to organize
it thematically. The arrangement of the papers is chronological (that is,
by academic year), and within this frame, alphabetical. This reflects the
heterogeneous composition of the yearly groups of fellows, both in terms
of the disciplines they represent, and in terms of research topics, since this
program did not propose a thematic focus, and welcomed researchers with
various disciplinary backgrounds. After the fact, one can indentify common
pursuits in a number of cases, while others remain singular, at least within
this interval of the program. In the first category one might mention
several papers, originating with fellows from different generations: Anca
Gogaltan’s Passion Iconography and Narrative Strategies in the Medieval
Frescoes Decorating the Church of Malancrav in Transylvania and Maria
Craciun’s Attitudes to Religious Art and the Confessional Identity of the
Saxon Community. Passion Cycles in the Context of Lenten Observance
and Easter Celebrations in Late Medieval and Early Modern Transylvania
during the first year of the GE-NEC Il Program, and Ciprian Firea’s Art
and its Context. Late Medieval Transylvanian Altarpieces in their Original
Setting in the second year of the program, all dealing, in various ways, with
late medieval art in Transylvania; to them might be added Vlad Bedros’s
contribution: Iconographie et liturgie. Le programme iconographique de
I’abside dans quelques monuments moldaves, on which he worked as
a fellow during the third year of the program. It is, once again, a paper
concerning medieval art in Romania, albeit in a region of it where art had
a different fate, and remained until quite late under the spell of Byzantium.
The large majority of the papers belong, however, in the second category.
To take them in the order in which they appear in this volume: Dan Ratiu’s
paper (La muse subventionnée : politiques publiques de soutien a la
création artistique en roumanie, 1997-2005) attempts to shed light on an as
yet under-researched topic, that of public/official strategies in support of the
arts in recent years in Romania; a practicing artist and photographer, losif
Kiraly articulates his views on the status of photography as an art after the
turn towards digital photography, and assesses some of the consequences
of this change; historian Radu Pdun looks at princely pageants in XVIlith
century Romania, in attempting to reconstruct the complex play of power
that finds expression through them; Stefan Ghenciulescu reflects on the
peculiarities of the urban tissue in Bucharest (Bucarest : la transparence du
tissu. Une discussion sur les limites et I’habitation), a topic that has been
found intriguing time and again by other colleagues throughout the years.
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Among the fellows in the second year of the program, working alongside
the already mentioned Ciprian Firea, Horia Ciugudean and lleana Pintilie
approached widely divergent questions, one dealing with Landscape
Archaeology in South-West Transylvania, the other with ways and means
of representing the body in contemporary Romanian art, seen through
the dichotomy private-public. The papers of the fellows in the third year
of the program elicit a comparable diversity: Ana-Maria Gruia studies a
somewhat neglected subject, that of the function of images on medieval
stove-tiles in Transylvania, Moldova and Walachia; in her paper Etre et
Paraitre : la « visibilité » du corps dans la culture roumaine (1780-1865),
Constanta Ghitulescu investigates the public construction of the body
through dress and hair-style during an interval when they undergo radical
changes, by progressively embracing the Western manner of dress; loana
Both undertakes an in-depth analysis of the visual forms of poetry in her
Du visuel des formes littéraires; Marin Constantin puts to use his training
as an anthropologist in investigating Authorship, Representation, and Style
Within the Folk Artisanship in the 2000s Romania.

It is worth mentioning (even though these events are not reflected in
the present volume) that in addition to the public events organized in the
program around the presence of foreign guests, two symposia were held in
this interval, both initiated by fellows: The Role of the Visual and Material
Culture in Communication. A Plural Perspective on the City, convened
by Maria Craciun and Stefan Ghenciulescu in 2006, and Technology and
Photography in Transition, convened by losif Kiraly and lleana Pintilie in
2007, both with international participation.

The list of lectures and seminars held by our guests in this program
during the period 2004-2007 at the end of this volume will give the reader
an idea of the diversity of topics covered by them.

We take this opportunity to renew our grateful thanks to the Getty
Foundation for its support of the GE-NEC Program, and to the guests in this
program for their readiness to take part in it, and for their most valuable
contributions to this program.

Anca Oroveanu
Academic Director of the New Europe College
Coordinator of the GE-NEC Program
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ATTITUDES TO RELIGIOUS ART AND THE
CONFESSIONAL IDENTITY OF THE SAXON
COMMUNITY

Passion Cycles in the Context of Lenten Observance
and Easter Celebrations in Late Medieval and Early
Modern Transylvania®

The Lutheran church of Sibiu (Hermannstadt, Nagyszeben), once upon
a time the parish church of the city, still holds the remains of one of the
altarpieces used to decorate it in the late medieval period. This suggests
that at some point during the long history of the church, the altarpiece
was dismantled and the panels, being recognized for their historical and
aesthetic value, displayed on various walls of the nave. Besides raising
interesting questions as to the context of the altarpiece’s dismantling,
this makes it difficult for art historians and historians alike to reconstruct
its original format and iconography. They can not rule out alterations
to the iconography made in order to adapt the altarpiece to Protestant
worship.

* Part of this research was undertaken with the support of the New Europe
College where | held a Getty Fellowship in 2004-2005. This proved of
great value in terms of providing a stimulating environment and interesting
feedback on my work, which I have tried to integrate as much as possible
into my final paper. | would like to express my gratitude to the staff of the
Warburg Institute, especially Anita Pollard, Elizabeth McGrath and the
librarians who were always generous with their time and suggestions. My
thanks also go to the Consistory of the Evangelical Church of Sibiu for
allowing me to photograph the altarpieces. Finally, | would like to thank
the people who read various drafts of this manuscript, Stefan Ghenciulescu,
Graeme Murdock and Edit Szegedi for their valuable and constructive
comments.

13



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

Possibly its best-preserved feature is the eight-episode Passion cycle,
which decorated the exterior of the mobile and the fixed wings of the
altarpiece and was visible when the polyptych was closed. Dated 1512
by inscription, this cycle is surprising in that some of the panels, such
as the ‘Flagellation’, the ‘Crowning with Thorns’, the ‘Ecce Homo’, and
‘Pilate Washing his Hands’, show a compositional similarity with Albrecht
Direr’s ‘Engraved Passion’ (1507-1512)." It is, however, much more
difficult to determine a visual source for the other panels of this particular
polyptych. The most intriguing panel of this altarpiece is that depicting the
‘Last Supper’, which is placed within an architectural setting reminiscent
of the ‘Last Supper’ from Diirer’s ‘Large Passion” (1510). However, the
rest of the composition bears no similarity to this woodcut,? or to the
‘Last Supper’ from the ‘Small Passion’ (c. 1508-1509).% In both these
cases, Christ is centrally placed and depicted in the act of comforting
John. The rectangular table used in the Sibiu panel is closer to the one
used in the ‘Large Passion” and certainly very different from the round
one which appears in the ‘Small Passion’. The lateral placing of Christ
in the composition in Sibiu is similar to a drawing of the ‘Last Supper’
Diirer produced in 1523. It has been suggested that Durer had reverted
in this drawing to the ancient eastern iconography, in which Christ is
placed at the end of the table and shown in profile.* There is a second,
rather striking feature of the panel in Sibiu, which again suggests analogies
with Direr, but this time with the ‘Last Supper” woodcut of 1523. The
bread (placed in a large wooden basket) and the wine (placed in a jug
which is placed in a cauldron) are arranged symmetrically on the floor
on either side of the panel. (Figure 1: Sibiu, Last Supper). They are thus
depicted on an equal plane, in the foreground of the composition. This
is a similar treatment to that found in the Direr woodcut of 1523, where
the basket with bread and the jug of wine are also placed next to each
other on the floor, while the empty charger is placed in full view of the
spectator in the foreground of the composition. Finally, in the Sibiu panel,
only eleven disciples are present. Although Jesus is making gestures that
suggest that he is comforting John, the latter is not really visible in this
composition. One of the disciples is depicted cutting the bread with a
knife (a detail which does not appear in any of Diirer's compositions). So
we could say that in many ways the panel in Sibiu is highly innovative
as well as being strongly reminiscent of Durer’s later work. In other ways
the panel in Sibiu is closer to the older, traditional model of the ‘Last
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Supper’. There is emphasis on Judas’ betrayal, with the latter represented
in profile, holding the purse in his hand and accepting the bread offered
by Jesus, while the lamb is found on the table on its usual platter. This
raises interesting issues as to the dissemination of Durer’s work as well
as the dating of this altarpiece.

First of all, the panel clearly suggests familiarity with Durer’s art.
However, the inclusion of elements which only appear in Direr’s later
work (1523), suggests either that the panel in Sibiu was produced later
than has been generally believed or that it had been repainted in order to
include a ‘Last Supper’ with a particular, perhaps more Protestant message.
This latter reading is encouraged by the depiction of the species of the
sacrament in the Sibiu panel, which is reminiscent of Direr’'s woodcut
of 1523 both in terms of form and content.

With few exceptions® it has been argued that Diirer’s woodcut of the
‘Last Supper’ of 1523 and the drawing that preceded it refer to Karlstadt’s
advocacy of communion in both kinds.® This has been suggested by the
explicit Eucharistic symbols present in those compositions. Much has also
been made of the absence of the charger with the lamb, which stresses that
the Lord’s Supper is not a sacrifice. It has consequently been concluded
that, in so conspicuously emphasizing the sacramental chalice, while
eliminating the sacrificial lamb, Direr was expressing his adherence to a
Lutheran point of view. It has also been argued that the scene represents
not the ‘Last Supper’ itself, but its aftermath, as described exclusively
by St John. Judas has left the room and only the faithful apostles remain
(which explains why there are only eleven disciples in the composition).
The emphasis is on Christ’s words, which disclose not the sin of the traitor
but the human frailty of Peter, who has been appointed Christ’s successor,
and the institution of a new commandment, which forges the evangelical
community.” This analysis, focused on the relationship of the composition
to its source (John 13, which differs profoundly from the synoptic Gospels
by leaving out the Eucharist entirely) has been interpreted as emphasizing
the Protestant content of the 1523 woodcut.?

In the case of the Sibiu panel matters are complicated by the apparent
lack of coherence in the composition, which includes both innovative and
traditional elements. On the one hand, the panel in Sibiu is reminiscent
of Durer’s 1523 woodcut of the ‘Last Supper’: through the placement
of the species of the sacrament in the foreground of the composition
and on an equal plane, which suggests advocacy of communion in

15
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both kinds, and the presence of only eleven disciples, which suggests it
represents the institution of a new commandment and the formation of
the evangelical community. On the other hand, other elements — Christ’s
lateral position, the presence of Judas and the emphasis on betrayal, and
the lamb in its usual position on the charger — convey more traditional
sacrificial messages. Some of the inconsistencies in this composition,
especially the absence of John and the unprecedented placement of the
sacramental species, suggest the panel may have been altered in order
to convey a Lutheran view of the sacrament at the time the central panel
of this polyptych was painted over (1545), removing the saints from a
probably complex narrative depiction of the Crucifixion. The theological
intent is explicit as inscriptions (Isaiah 53: 11-12 and Matthew 11: 28-29)
were added to the central panel, encouraging a Protestant decoding of
the composition.?

Although the fate of the altarpiece in Sibiu illustrates the shifting attitudes
to the presence of religious art in the churches of southern Transylvania, the
continuing presence of this altarpiece in the parish church raises a number
of interesting questions. The survival of the Passion cycle on the exterior
of the wings is by no means unique. Transylvanian altarpieces from the
late medieval period, generally produced between 1450 and 1525 (either
to accommodate fashion or out of genuine enthusiasm for this type of
religious artifact), have survived more or less in situ in a number of parish
churches, both urban and rural.'® These polyptychs were commissioned
by village and town communities with the involvement and sometimes
supervision of their priest. In many cases the original format, narrative
succession and iconography have been preserved (Figure 2: The altarpiece
of Halchiu, closed position).

Does this survival of late medieval iconography point to continuities
in the function of religious art before and after the Reformation? Were
these Passion cycles meant to transmit the same theological messages or
different ones? Were they meant to elicit the same emotional responses
from the faithful? Or were they meant merely to instruct? The purpose of
this study, therefore, is to investigate whether a comparative investigation
of the uses of Passion cycles, prior to and after the Reformation, could
highlight change or reveal continuities in the understanding of religious
art and allow us to assess the pace of the reformation process. How
long did it take for a community to be reformed and actually integrate
a Protestant ethos, including attitudes to art, ritual, ceremonial and

16
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devotional behavior? How can distant observers of the phenomenon in
question — as historians inevitably are — know that a particular religious
affiliation was the result of a conscious choice that led to a new construct
of piety for the people who adopted it? This study therefore also tries to
assess whether attitudes to religious art can contribute to constructs of
confessional identity and become deeply embedded in the new religious
culture of the laity.

The relationship between religious art and the Lutheran Reformation
has long come to the fore of scholarly attention. Research, mostly
concentrating on Germany, has examined both the theological background
to the elimination of art from the context of worship and actual changes in
the appearance of the church. Moreover, studies have focused on the new
artistic repertoire forged in the Lutheran context and its development both
within and outside the church.!" Given the expansion of Lutheran ideas
both in imperial cities and territorial principalities throughout the empire,
attitudes towards religious art were affected by a diversity of political,
social and cultural contexts. This became increasingly apparent when the
peripheries of a world that was culturally German began to be explored.
Research centered on places like Silesia and Pomerania has highlighted
the inefficiency of the pars pro toto principle in assessing the emergence
of Lutheran churches and the development of Lutheran identity.'?

In order to highlight change or reveal continuities (as the case may be),
we can compare medieval and Reformation uses of religious art, explore
its place in actual acts of worship, and investigate the commitment to
ritual and gesture focused on images. Perhaps surprisingly, this study is
focused on the visual, on imagery and its role both in late medieval piety
and in Protestant worship. Why does imagery come into all this? Why
were images important? Why are they relevant to assessing change in the
process of Reformation? Why do issues such as the relationship between
image and ritual or the relationship between images and acts of worship
matter so much when trying to estimate the depth of people’s allegiance
to the new faith? In late medieval times imagery played an important role
in the religious experience of the faithful. Prayer largely focused on images
and was aided by them. For many, prayer involved contemplation and
meditation and was triggered by images. For a few, images even triggered
visions (visionary experiences focused on the Eucharist or on events in
the life of Christ)."> A widely accepted theory is that the Reformation
changed all this and that images were no longer central to constructs of

17
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piety. Images, if they remained in the church at all, were only deployed as
educational props. They were no longer the objects of devotion which so
easily led to an idolatrous mode of thought.'* Such statements, however,
fail to take into account the complex relationship between images and
ritual. Images may not have been the focus of devotion, but by remaining
within the sacred space of the church they were still seen in a liturgical,
and hence ceremonial and ritual context.

In recent decades, a re-examination of the forms of religious life has
unearthed interesting connections to social and political activity. A lot of
attention has focused on ritual, and its role within a particular religious
culture has been reconsidered.'” It has been suggested that religion had the
potential to create solidarities and help forge social and personal identities
and that, within this context, ritualistic behavior could be significant in
defining group (including confessional) identity and social relations.'®
Within the theoretical framework outlined by Victor Turner, it has been
argued that a particular religious culture can be expressed through ritual,
which can symbolize underlying differences of doctrine.!”

Among all rituals and ceremonies promoted by the new churches,
liturgy (perhaps the most inclusive act of a church’s worship experienced
by all levels of society) still held pride of place. It continued to be the
central ecclesiastical ceremonial used to focus the religious experience
of the community and can be used to define and distinguish a particular
religious group.'8 Liturgies can not be separated either from the beliefs
which created them or the physical space in which they are performed.
It has further been argued that the ordered rhythms of words and actions
in a particular locality was intended to engage the intellect and senses,
triggering responses at once emotional and cognitive. Therefore, liturgy
as an act of the community, was meant to express the cultural belief of
that community about God."” The crux of the argument is that despite
statements to the contrary, liturgy and ritual were much more than
indifferent matters to Lutherans in the late Reformation, they had turned
into markers of confessional identity. In this context, the emphasis on ritual
had a double benefit. On the one hand, it helped Lutherans distinguish
themselves from other denominations; while, on the other, it helped build
greater confessional loyalty and cohesion.?% As both the words of the
liturgy themselves and the use of the vernacular grounded people in their
local community, Saxons were also encouraged to develop a communal
identity as German speakers.

18
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Consequently, this investigation needs to consider a number of
assumptions concerning confessional identity (understood from the
perspective of a concern for the consolidation process that inevitably
followed changes in religious affiliation) that have begun to dominate
the existing secondary literature. This need for consolidation is obvious,
whether authors believe in the rapid spread of the Reformation or not.?'
Reformation scholars have found evidence of the persistence of the
old ways of worship, while adherence to the new ways (for example,
attendance at catechism) was less enthusiastic than expected by the
ecclesiastical authorities.?? The Reformation of a community does not
occur simply because new theological tenets are offered through the
discourse of the clergy.?® Perhaps it does not even occur when the liturgical
format has changed and new rituals have been implemented.?* However,
one can be reasonably sure that a Reformation process is complete when
actual acts of worship have changed.?>

Patterns of devotion, acts of worship, are a tricky subject to study for
the simple reason that they are difficult to assess. They tend to conflate the
discourse of the church (official discourse) with popular practice, which
has sometimes developed outside the constraints imposed by the latter.
Patterns of devotion involve both discourse and response and force us
to take into account both sides of the elite-popular divide.?® On the one
hand, the church provides discourse, not only in oral form (sermons), but
also in visual form through images and ritual, ceremony and gesture. These
all include particular understandings of events in sacred history. On the
other hand, the laity is not entirely a passive recipient of these messages
as they decode them within a framework of existing cultural codes and
previous religious experience.?”

Placed within the framework of this ongoing theoretical and
methodological debate, this study can deepen our understanding of
specifically Protestant patterns of worship. It can highlight the significant
changes fostered by the discourse of the newly reformed church and can
also stress the resilience of various acts of worship communities were
accustomed to. Such a study can refine our understanding of confessional
transformation, the true process of reformation within a given society.

Looking at the situation of religious art in Saxon churches of Transylvania
after the adoption of Lutheranism by this community in 1545,28 it is clear
that a moderate attitude towards images of the ecclesiastical authorities
of the new church?? existed in parallel with the coexistence of a degree
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of urban iconoclasm with more conservative treatment of images in rural
areas.?® This has led to the survival of a significant amount of religious art in
church buildings which was gradually invested with new meaning through
deliberate associations of episodes and the introduction of inscriptions
that encouraged a different reading of the compositions. '

Consequently, the hypothesis put forward in this particular case study
is that the Saxon community of Transylvania can only be considered
Protestant when its patterns of worship changed, when it no longer
deployed medieval ritual to shape its piety or needed elaborate ceremonies
to integrate its acts of worship, when the acts of worship themselves
had become free of all the traits typical of late medieval piety; when its
devotional choices, including attitudes to religious art eventually helped
it define its confessional identity and make strong statements about its
particular brand of Protestantism.

Passion Cycles in Late Medieval Devotion

Before starting this analysis we need to consider the choice of episodes
in these distinctive Passion cycles. We should take into account not only
the frequency with which certain episodes are depicted but also the
particular sequence of scenes.3? If we consider these Passion narratives in
eight episodes, we comes to the conclusion that they are focused on the
events of the Holy Week itself, from the ‘Last Supper’ to the ‘Resurrection” —
in fact more often from the ‘Agony in the Garden of Gethsemane’ to the
‘Crucifixion’. Thus the standard sequence would be: the (1) ‘Agony in the
Garden’, (2) the ‘Arrest’, (3) the ‘Hearing’, (4) the ‘Flagellation’, (5) the
‘Crowning with Thorns’, (6) ‘Ecce Homo’, (7) the ‘Bearing of the Cross’
and (8) the ‘Crucifixion’. This we find in Cund (Reussdorf, Kund), Halchiu
(Heldsdorf, Holtovény), Roades (Radeln, Rados), Fiser (Schweischer,
S6vénység), and Beia (Meerburg, Homorédbene), (Figure 3: The Altarpiece
of Cund). Finding an explanation, a reason for this particular choice helps
us understand the way these images were used. By taking a closer look at
the selection of episodes we notice a certain preference for certain events
which took place between the Thursday of the Last Supper and the Sunday
of the Resurrection. This clearly points to a preference for particular aspects
of the story over others, as the most elaborate Passion narratives include
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a much larger range of events, ranging from ‘Christ Taking Leave of his
Mother” to the ‘Descent of the Holy Spirit’.

It is true that such elaborate Passion narratives were quite frequently
depicted on the walls of churches. For instance, the Arena chapel,
commissioned by Enrico Scrovegni, a wealthy merchant from Siena, and
painted by Giotto (finished between 1308-1313), was decorated with
compositions from the New Testament. It has been suggested that the
iconography was chosen to accommodate the services celebrated in this
chapel from Advent to Pentecost.?? In the same vein, in Transylvania, the
narrative cycle on the northern wall of the nave in Mdlancrav (Malmkrog,
Almakerék) dated to the mid-fourteenth century, provides one of the richest
depictions of Passion episodes (19) in a strict chronological sequence
and enjoying detailed narrative treatment, from the ‘Last Supper’ to the
‘Ascension’.34

This narrative richness can be explained by the fact that wall paintings
were influenced by or interacted in significant ways with manuscript
illumination and book illustration. Moreover, it has been suggested that the
revolution triggered by printing had a significantimpact on the way Passion
narratives were conceived, structured and ultimately disseminated. On the
other hand, the visual Passion story gained a degree of independence from
the written text and became a sequence of narrative scenes each inviting
individual contemplation, albeit this innovation did not necessarily have
anything to do with printing.?>

Obviously, with altarpieces the selection is determined by the
availability of space, although some Passion cycles depicted on
altarpieces are in fact fairly elaborate. For example, Duccio’s Maesta
panel (painted in 1311) for the high altar of the Duomo in Siena has 26
scenes from the Passion depicted on the back of the altarpiece, from the
‘Entry into Jerusalem’ to the ‘Apparition on the Road to Emmaus’.?° In
central Europe, the altarpiece in Roudnice (1522) has a twelve-episode
Passion cycle, telling the story chronologically, from the ‘Last Supper’ to
the ‘Resurrection’,?” while there is an extensive Passion narrative, in 24
episodes, on the exterior of the wings of the altar dedicated to St Elizabeth
in Kosice (Kaschau, Kassa).38

This great diversity in the choice and number of episodes in Passion
narratives, even when taking into account their location on altarpieces,
leads us to consider the popularity of the eight-episode Passion cycle
and this particular selection of episodes. While we can safely state that
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this selection is not unheard of, it is still not sufficiently common that its
popularity can be explained in terms of a prevailing fashion.?? There are
some central European examples, for instance the altarpiece produced
in 1531 by the Master of the altar in Slavotin,*® but if we limit our
discussion to medieval Hungary, we can only conclude that eight-episode
Passion cycles were not particularly common.*' Hungary also provides
a number of examples where the Passion narrative is represented in just
four episodes.*?

We might speculate as to whether these eight-episode Passion cycles
can be accounted for by the popularity of certain models, the development
of a certain fashion. Instead, however, | would like to propose a different
explanation. It is worth considering whether these eight-episode Passion
cycles were meant to shape piety, to define a particular type of devotion
with images of Jesus as its centre.

Passion cycles were regularly used in the late medieval period to
help shape devotional models, for the faithful were meant to pray while
contemplating the various episodes of the Passion of Christ.*> This took
place within the context of an increasing interest in the religious experience
of secular society.** It has often been suggested that the average lay person
was incapable of higher-order spiritual experience without images to
assist contemplation, so various exercises which involved keeping the
Passion in mind were considered helpful.*> These meditative techniques,
initially developed by the monks for nuns, were used to shape the piety
of secular society. In this way, the visual, both in terms of image and
vision, came to occupy a significant place in the devotional mechanisms
of the people.*°

This was clearest in the Rosary devotion, which developed gradually
during the late Middle Ages and became increasingly popular with the
laity. The Rosary was particularly suitable for fostering this type of piety,
as it combined an ‘imitatio’ exercise — contemplation on the Life and
Passion of Christ — with a quantitative expiatory ritual also reinforced by
an indulgence. As a new devotional practice, the Rosary resonated with
the growing need of lay society for greater religious participation and
new exercises of personal piety to supplement public observance of the
corporate offices of the church.*”

It has been further suggested that meditating sequentially on the life
of Christ was inevitably linked to the Hail Mary because of the emphasis
on the re-enactment of the life of Jesus in spiritual exercises. Through this
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process of appropriation, ‘Life of Christ’ narratives became part of the
Rosary. 4 Rosary devotions were mostly encouraged by their presentation
in book form, their inclusion in ‘Books of Hours’, where the text, for most
people, was both a visual and a verbal one.*? It was the success of this
picture version that made the Rosary text so attractive, as the prayer not
only served as a comforting recourse against anxiety about purgatory,
it also shaped the religious life of the laity. Users were encouraged to
look at the illustrations (while repeating the Ave Maria) and think about
the Life and Passion of Christ. It has thus been argued that the emphasis
on the person of Jesus and the events of his life in effect transformed
the Ave Maria prayer into a Jesus prayer, a shift that reflects the popular
impulse towards Imitatio Christi piety. Thus, in narrative form, the Rosary
devotion became the rehearsal of an epic story, reiterating the momentous
events of the Incarnation and God’s redemption of mankind, becoming
essentially a compendium in condensed form of the doctrine of faith. As
confraternities often commissioned paintings of the Rosary mysteries,
altarpieces, sculptures and frescos made it possible for the illiterate, or
those who had no books or prints, to learn and practice the narrative
meditations.>?

In conclusion, it is tempting to associate the choice of episodes on the
altarpieces of Transylvania with the prayer of the Rosary, which explicitly
connects prayer (a personal devotional act) with episodes from the Passion
of Christ. The Rosary initially included meditation on the ‘Five Joys of the
Virgin’, the events of the birth and childhood of Christ, the ‘Five Sorrows’,
the events of the Passion (‘The Agony in the Garden of Gethsemane’, the
‘Flagellation’, the ‘Crowning with Thorns’, the ‘Bearing of the Cross’,
and the ‘Crucifixion’), and the ‘Five Glories’, the ‘Resurrection” and the
glorious events which followed. The number five was arrived at through
association with the five wounds of Jesus. This sequence appears in the
‘Venice Statutes’ of Johannes of Erfurt (1480) and the ‘Ulm Picture Rosary’
(1483). The number of joys and sorrows was eventually increased to
either seven, nine or fifteen, but rather than include further scenes from
the Passion, the sorrows tend to include dramatic events from Christ’s
childhood, such as the ‘Circumcision’.®’ However, if we compare
existing examples of panel painting or manuscript illustration with the
Transylvanian eight-episode Passion, we come to the conclusion that the
‘Seven Sorrows of the Virgin’ do not match exactly the episodes chosen
by the Transylvanian commissioners and their advisers. For instance,
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Albrecht Direr’s ‘“The Seven Sorrows of Mary’, painted in 1494-98, depicts
Mary in the center as Mater Dolorosa surrounded by panels depicting
the ‘Circumcision’, the ‘Flight to Egypt’, ‘The Twelve Year Old Jesus at
the Temple’, ‘The Carrying of the Cross’, the ‘Nailing to the Cross’, the

‘Crucifixion’, and the ‘Lamentation’.>?

The sequence in the Transylvanian altarpieces actually comes closer
to illustrations of the ‘Hours of the Virgin’ in the ‘Books of Hours’, which
include series of pictures illustrating either Christ’s Infancy or the Passion.
Some ‘Books of Hours” include the so-called ‘Hours of the Cross’, or the
much longer ‘Hours of the Passion’, which comprise a narrative episode
for each of the eight canonical hours.>? The ‘Hours of the Passion” include:
(1) the ‘Betrayal by Judas’, (2) ‘Jesus before Pilate’, (3) the ‘Flagellation’,
(4) the ‘Carrying of the Cross’, (5) the ‘Crucifixion’, (6) the ‘Deposition’,
(7) the “Entombment’, (8) and the ‘Resurrection of Christ in Majesty’.>*
This selection was consonant with the liturgical calendar. Moreover, the
connection with the actual offices is also explicit. The visual themes for
the standard text of the ‘Books of Hours” comprised the ‘Agony in the
Garden’ for Matins, the ‘Betrayal’” for Lauds, ‘Christ before Pilate’ for
Prime, the ‘Flagellation’ for Terce, ‘Christ Carrying the Cross’ for Sext, the
‘Crucifixion’ for None, the ‘Deposition’ for Vespers, and the ‘Entombment’
for Compline.

Although in Transylvania we do not find a perfect match between the
selection of episodes on altarpieces and the standard illustration for ‘Books
of Hours’, it is still possible to retain the idea of prayer, which involves
meditation on these particular events. There is only one problem: the
recipient of the prayers in this exercise is the Virgin rather than Christ.
However, addressing the Virgin directly through prayer, especially when
reciting both prayers dedicated to her (‘Obsecro Te’ and ‘O Intemerata’)
one after the other, the reader is reminded by the text and the illustrations
of the two major themes: the Virgin’s joys during Christ’s Infancy and her
sorrows during the Passion.>>

It has been argued that the viewers experienced the same emotions
when using the ‘Books of Hours’ as when contemplating similar images
in church. The connection between images and devotional actions, the
role of the visual in piety or, more broadly speaking, within the religious
experience of the laity, raises the issue that altarpieces, as well as
devotional panels and prayer books traditionally used in private devotion,
could be deployed to trigger this sort of meditation.>®
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However, the problem of the dissimilarities between the Transylvanian
eight-episode Passion cycles and both the Seven Sorrows of the Virgin
panels and illustrations for the Hours of the Virgin in Books of Hours must
also be taken into account. We are led to conclude that these particular
Transylvanian compositions, the eight-episode Passion narratives, although
they may have focused the attention of the congregation and stimulated
structured prayers throughout the liturgical day, do not seem to have
been the focus of Rosary devotion, which, after all, emphasizes Mary’s
role in the process of salvation.>” Thus, this particular function can not
account for the choice of episodes. Consequently, we must look to other
explanations.

We can not help but notice that all these episodes are connected
to Christ’s emotional and physical suffering, given that several specific
elements of Christ’s torments are present (e.g. hair pulling, the wounds all
over Christ’s body, justifying the use of the metaphor of ‘quasi leprosus’,
the staves used to press down the crown of thorns, the rope used to lead
him to Calvary ‘sicut oves’).”® This emphasis is particularly evident in
the episodes depicting Christ’s ‘Arrest’, the ‘Hearing’ in front of Annas,
Caiaphas and Pilate, the ‘Mocking’, the ‘Flagellation” and the ‘Crowning
with Thorns’, and, finally, the ‘Carrying of the Cross’. In the scene of the
‘Arrest’, Christ is depicted surrounded by his enemies, several of whom
are waving clubs and sticks as well as various other weapons, suggesting
the violence of the scene (Figure 4: The Arrest, Sibiu).>? Sometimes he
is already being physically assaulted, his clothes are being pulled in all
directions while a man is preparing to put a noose around his neck. In
Medias (Mediasch, Medgyes), a very passive Christ, not even facing him,
subjects himself to Judas’ kiss. This is in tune with the tradition in which
Christ often shows a passive pose during the episode of the ‘Arrest’.
Although he may be facing Judas, he does not respond to the embrace.
During the ‘Hearing’ Christ is sometimes led by a rope (Figure 5: The
Hearing, Cund) and surrounded by wildly gesticulating men. His feet are
bare and sometimes his hands are tied. Occasionally, the ‘Hearing’ is
conflated with a separate episode depicting the ‘Mocking of Christ’. This
is the case in Dupus (Tobsdorf, Tablas), where in the foreground we see
Christ being pulled in all directions, a man is leading him by a rope, and
Pilate in the background is washing his hands (Figure 6: The Mocking
of Christ, Dupus). During the ‘Flagellation’ scene Christ is seen as he is
violently beaten by several men using a variety of implements — whips,

25



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

branches and even chains and a sophisticated whip with metal spikes®®
(Figure 7: the Flagellation, Medias) — while his body is covered in blood
and wounds.®" The ‘Crowning with Thorns’ is depicted according to the
northern tradition, with emphasis on the staves used to press the crown
of thorns into Christ’s head to cause additional suffering (Figure 8: the
Crowning with Thorns, Sibiu). Christ is usually depicted seated and is
sometimes clad in a purple mantle (to suggest his royal status), while
a reed is placed in his hand (as a scepter).? Wounds are sometimes
visible all over his body, his hair is being pulled, and his face is bleeding
from the thorns. Sometimes he is dressed in a white garment (perhaps
to suggest innocence) while a man is shown kneeling before him, hat in
hand, petitioning him in jest. The ‘Carrying of the Cross’ is depicted in
equally dramatic terms: Christ is barefoot, he sometimes stumbles and falls
under the weight of the cross, his hair and beard are being pulled, he is
being hit (Figure 9: the Carrying of the Cross, Medias), he is led by a rope
while a man presses down on the cross to increase its weight. Christ’s
humiliation is captured in the ‘Disrobing’ episode, present only in Dupus
(Figure 10: the Disrobing of Christ, Dupus). This imposed nudity highlights
his helplessness and his transformation into a sacrificial victim.®® This
same status is emphasized by the episode of Christ’s resting before the
Crucifixion, depicted in Medias (Figure 11: Rast Christi, Medias). Christ is
shown sitting patiently on the beam of the cross, his hands folded in his
lap, his head bent to one side. This image suggests that he has accepted
his fate.* Christ’s anguish is further stressed by compositions such as the
‘Agony in the Garden of Gethsemane’ and ‘Ecce Homo’. The ‘Agony in
the Garden’ has a rather constant iconographical scheme. Christ is shown
in prayer, while three disciples are sleeping.®> This is meant to emphasize
that he is facing his fate alone, while his companions fail him by their
inability to stay awake. The chalice on a rock in front of Christ anticipates
the events, reminding us of the Gospel text and alluding to the sacrament.®°
Sometimes an angel appears next to the chalice, and occasionally holding
a cross, clearly foreshadowing the events to come (Figure 12: the ‘Agony
in the Garden’, Halchiu). In the ‘Ecce Homo’ compositions Christ, a man
standing alone, is being shown to a rather violent mob that is ready to
take him to the place of Crucifixion. Sometimes the cross is visible in the
background. Often Christ’s pose, his crossed arms, his wounded body,
highlight his helplessness and the acceptance of his fate (Figure 13: Ecce
Homo, Medias).
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One particular reading, which merits some attention, is the tendency for
this emphasis to be placed on the suffering of Christ within the devotional
context of the times and to analyze it in connection with devotional
literature produced by the Mendicants, especially the Franciscans (e.g.
Bonaventure’s Lignum Vitae, Vitis Mystica seu tractatus de passione
Domini, De perfectione vitae ad sorores, the Meditationes Vitae Christi of
Pseudo Bonaventure, the Dialogus Beatae Mariae et Anselmi de Passione
Domini, once attributed to Anselm and De meditatione Passionis Christi
per septem diei horas libellus formerly ascribed to Bede, the Vita Christi
of Ludolphus of Saxony, or the Speculum Humanae Salvationis), as both
James Marrow and, more recently, Anne Derbes have done.

James Marrow examines the rise of devotion to the suffering Christ in the
late Middle Ages, which led to analogous developments in literature and
art: on the one hand, the emergence of the first comprehensive biographies
of Christ containing regular and extensive interpolations of extra Gospel
texts, while, on the other, narrative treatments of Christ’s Passion in art.®”
Anne Derbes analyzes a shift from the notion of the triumphant Christ,
rooted in texts such as the Letter to the Hebrews (Hebrews1: 2-3), promoted
up until the Middle Ages, to the Christus patiens, which was preferred in
the late Middle Ages. She also suggests that while Passion episodes are
depicted more frequently than those relating to the Infancy or Ministry
of Christ, within the Passion narrative itself the episodes highlighting
Christ’s suffering take pride of place. Within this context, the changes
in the narrative that invited the reader to empathize and offered stimuli
to sympathetic and affective participation are explained through the
influence of devotional literature, which enriched the narrative beyond
the terse biblical text and elicited emotional responses in the readers,
and reflects, in Derbes’ opinion, a radical revision in the understanding
and depiction of the Passion.®® Both these readings seem to suggest that
the new presentation of the Passion story was meant to elicit emotional
responses from the audience and to stimulate a desire to imitate the life
of Christ.

Although the selection of episodes in Transylvania sits rather well with
this interpretation, and therefore can not be disregarded, | would like to
suggest other possible readings of this iconography. While mere appeal
to emotional responses seems somewhat insufficient as an explanation
of the presence of this iconography on the main altar of parish churches,
imitating the life of Christ may have been something of a tall order for
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the ordinary lay person. There must be something more at stake, beyond
the obvious visibility of the episodes and the overriding wish to instruct.
My hypothesis is based on the fact that these episodes are found on an
altarpiece, the main altar of the parish church, which places it firmly in
a liturgical context. Saying there must be a connection between imagery
and liturgy may sound like stating the obvious, but if we consider the
actual use of the altarpiece we touch upon a number of more complex
aspects of religious ceremonial.®? Thanks to its particular format, the
altarpiece with mobile wings allows for a carefully staged presentation of
the iconography and, we might speculate, its well-directed reception. The
closing and opening of the wings encourages an alternative presentation
of the iconography of the polyptych.”® The altarpiece was kept closed
on most days of the liturgical year, being opened only for High Mass on
Sundays and major feast days.”! This means the faithful would not have
been able to view the Passion cycle when attending Sunday Mass or special
services on feast days. Does this mean its complex redemptive message,
its suggestive commemoration of Christ’s suffering, was lost? Careful
consideration of the use of the altarpiece in relation to the liturgical year
suggests this was not the case. There were also other times of the year
when the altarpiece was kept closed in the context of liturgical ritual. This
was the so-called Lenten period, the 40 days before Easter, starting with
Ash Wednesday, which is best defined as a penitential time.”?
Traditionally, certain subjects have been deemed most suitable for the
exterior decoration of altarpieces that are visible when the polyptych was
closed simply because their celebration occurred during Lent. One very
good example of this is the Annunciation (March 25th), which is frequently
depicted in grisaille on the exterior of Netherlandish triptychs.”? The use
of grisaille itself was considered a Lenten observance, a ‘Lenten garment’
as Bernhard Decker calls it.”* | wish to suggest that Passion cycles might
have been considered an equally suitable subject for the exterior decoration
of altarpieces. For example, in the case of the Master of Saint Veronica’s
‘Triptych of the Passion’ (1410), a Passion episode, the ‘Bearing of the
Cross’, is depicted on the exterior of the wings.”” This fairly early example is
not unique. Hieronymus Bosch painted a number of altarpieces where the
Passion of Christ is painted in grisaille on the exterior of the wings or on the
back of the panel or roundel.”® The tendency to depict Passion episodes on
the exterior of the wings of altarpieces suggests the eight-episode Passion
cycle, so frequently used in Transylvania, may have been chosen precisely
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because it was considered suitable for viewing during the overtly penitential
period of Lent and the dramatic period of the Passion Week.

Moreover, the choice of episodes coincides with the narrative of the
Passion Week, which concentrates on the events that occurred between
Thursday and Sunday. This is in agreement with the liturgy that was
celebrated at the high altar during those days. Holy Week, the period
from Palm Sunday to Easter Sunday, constituted the heart of the late
medieval liturgical year, just as the Passion of Christ, something solemnly
commemorated at that time, lay at the heart of late medieval Christianity.
The ceremonies of Holy Week were elaborate and each day had its
distinctive ritual observances. The last days of the Holy Week, from
Maundy Thursday to Easter Sunday, formed a distinctive unity of their
own. These comprised the Tenebrae services, on Wednesday, Thursday
and Friday and the Easter Vigil. The Easter Triduum began with Maundy
Thursday, when Mass was celebrated with great solemnity. After Mass, the
altars of the church were stripped of their coverings and ornaments, while
a series of responsories from the Passion narratives and the Prophets were
sung. These were celebrations of the divine office during which, in some
parts of Europe, candles were snuffed out one by one to symbolize the
abandonment of Jesus by his disciples. Good Friday was a day of deepest
mourning. No Mass was celebrated and the main liturgical celebration
of the day was a solemn and penitential commemoration of the Passion.
The entire narrative of St John’s Gospel was read. After the Gospel, there
was a series of solemn prayers. A veiled Crucifix was then brought into
the church, while the Impropreria or Reproaches were sung, a series of
scriptural verses contrasting the Goodness of God with the ingratitude
of the people. The Cross was then unveiled. This was followed by the
adoration of the cross. The service concluded with the recitation of vespers
without any musical accompaniment. In some churches, after the liturgy
had ended, Christ was buried in the Easter sepulcher. This was generally
located on the east side of the chancel and in many churches was a
permanent architectural or sculptured feature. A watch was continuously
kept over it until Easter. On Easter morning, before Mass was rung, the
Crucifix was solemnly raised from the sepulcher and carried triumphantly
around the church, while the bells were rung and the choir sang the anthem
‘Christus Resurgens’.”” Although we have no detailed descriptions of such
ceremonies in Transylvania, there are signs they did take place in the
kingdom of Hungary thanks to the existence of an actual Easter sepulcher
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in the church in Hronsky Benadik (Garamszentbenedek, Sankt Benedikt)
(1480).78 There are also some Crucifixes that survived, such as that later
placed in the shrine of the altarpiece in Sorostin (Schorsten, Sorosthély),
which could have been used for such purposes, or the wooden Crucifix
donated by Nicholas Apafi to ornament the wall of the Franciscan Friary
of Targu Mures (Marosvasarhely, Neumarkt) in 1537.79

If we accept that such elaborate celebrations did take place in
Transylvanian churches, we must still consider the role played by the
imagery on the altarpiece within these complex rituals. First of all, the closed
altarpiece was clearly viewed by parishioners in this ceremonial context,
suggesting that the very act of their viewing was carefully staged. First of
all, therefore, we must look at the staging of the events. All through Lent
a large painted or embroidered veil (Fastentuch) was suspended in front
of the rood screen, the lectorium, which closed off the chancel, or at least
around the high altar. This veil was lifted on Palm Sunday while the whole
parish knelt and the hymn Ave Rex Noster was sung.8® We know that such
Lenten veils were deployed in Transylvanian churches as well, because the
inventory of the parish church in Sibiu from 1442 mentions ‘Iltem ornamenta
ibidem pendencia pro quadragesima’.8! Consequently, we must question
the purpose of the veil, which obscured the host from the faithful, and even
all the clergy, excepting the celebrant himself. It has been suggested that
the veil was there precisely to act as a temporary ritual deprivation of the
sight of the consecration. Its symbolic effectiveness derived from the fact
that for a time it obscured something that was normally accessible. In the
process, it increased the value of the spectacle it temporarily concealed.8?
During this time the altar with the imagery on its altarpiece would not have
been visible either. So the veil also obscured the viewing of the imagery
invoking the events reiterated in the liturgy. We must also think about what
happened when the veil was lifted. On such occasions, the faithful could
see the polyptych on the main altar in its closed position and featuring the
Passion of Christ — in fact the sequence of events that precisely matched
the pace of the liturgical celebrations throughout the Triduum. It has been
noted that even the narrative pace of the Gospels significantly decreases
for the Passion and they give a careful and detailed account of the events
leading up to Christ’s Crucifixion and burial, involving a variety of characters
and settings. The subject matter is ideally suited to serial representation
and consequently the sequential mode of meditation.3?
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Thus, even in the parish churches of the Saxon communities, the
laity could meditate on the Passion of Christ and its salvific value while
contemplating actual images depicting Christ’s sacrifice. Consequently,
their piety, their devotional acts, included the viewing of images that
triggered both emotional responses and complex mental projections.
Moreover, the viewing of these images was carefully staged, for it was
part of an elaborate ritual and complex ceremonial. They were seen in
a specific liturgical setting, framed by the penitential context of Lenten
observance and the events and services of the Holy Week. Ritual and
image both helped to decode the meaning of the events of the Passion
Week for the faithful. Moreover, the story of the Passion was familiar to
the laity from the ‘Books of Hours’, being included in the latter as an extra
reading taken from John (10: 1-19, 42). It was this account that was read
or chanted on Good Friday, helping medieval Christians to come into
contact with the New Testament.8

Passion Cycles within Protestant Devotion

For the second part of this analysis we must consider what happened
when these communities became Lutheran and how the altarpieces were
used in Protestant worship. The altarpieces have remained in situ on the
high altar of the church, but we must look at whether they were framed by
the same ceremonies, the same ritual, the same acts of worship; whether
they continued to trigger intense emotional responses.

First of all, we know that the image of the Crucifixion and the events
of the Passion, especially if they had scriptural backing, were considered
acceptable by Lutheran church synods. From the decisions of the 1557
synod of the Lutheran church we learn that those images which had
scriptural backing were to be kept, for they could be used to teach grave
and serious matters.8> Moreover, the synod of 1565 mentions that an image
of the Crucifixion itself ought to be enough to help the faithful envisage
the events of the Passion.8¢ On the one hand, this suggests a minimalist
approach to imagery, as graphic details of the suffering of Christ were
obviously no longer deemed necessary. On the other, it also suggests
that image was still to play a significant role in the mental processes of
the faithful. When they saw an actual image (the Crucifixion) they were
supposed to envisage, to represent, to see mentally the actual events of the
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Passion. This may suggest that very little had actually changed and that
the Protestants continued to deploy images as powerful devices, central
to their devotional patterns.

However, if we look at the context in which the congregation viewed
these images, we can assess whether changes in church ceremonies and
ritual took place. First of all, these images were seen by the faithful in
the context of the liturgy. Consequently, we need to find out how liturgy
had changed. A first clue is provided by the church synod of 1565,
which mentions that the Lord’s Supper was to be celebrated according
to the customs established in Wittenberg.8” This is interesting as it has
often been argued that Martin Luther had a very cautious approach to
liturgical reform.® It has been suggested that although Martin Luther
had called for reform of the Mass as early as 1519, and even gave strong
indications as to how this was to be achieved, the implementation of his
ideas was slow to materialize. The latter were presented in the Formula
Missae of 1523 and the Deutsche Messe of 1526. In reforming the divine
office, Luther retained Latin and followed the traditional structure and
content.?? Consequently, while Martin Luther, like the other reformers,
divorced the idea of the mass from that of a good work and sacrifice, he
retained to a considerable degree the liturgical trappings of the traditional
service, including altars, candles, crucifixes, vestments, images, music
and communion hosts.?® Although this may seem rather surprising, it has
been suggested that medieval traditions and Evangelical convictions were
closely interwoven, sometimes in a contradictory manner, in the programs
of the reformers brought up in the late medieval world.”!

We must then ask whether this traditional model of the liturgy had
been adopted and was consequently celebrated in Transylvanian churches.
When Pierre Lescalopier was travelling in Transylvania in 1572, he mistook
a Lutheran for a Catholic service, mostly due to the use of Latin, the
presence of vestments and the survival of religious art.?? Does this mean
that the liturgy in Transylvanian churches remained virtually unchanged?
A closer look at the decisions of the synods of the Lutheran church may
suggest an answer to this complex question.

The Reformatio Ecclesiarum Saxonicarum in Transylvania of 1547 had
already provided detailed instructions for the celebration of Mass. The
overwhelming impression is that, although it did retain quite a lot of the
liturgical format, the Transylvanian mass rejected all forms of elaborate
ritual. For instance, the procession through the church during mass was
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explicitly forbidden.?> The synod of 1557, while not providing very
detailed descriptions of the ceremonial, insisted on the rejection of candles,
vestments and all papist rituals.”* Correct ritual was also emphasized in
the decrees of the 1565 synod, which recorded that ‘panis azymus’ should
be used, because that was what Christ had used when he instituted the
sacrament.”> Appeal to the historical circumstances and to scriptural
foundation was thus very strong. The decrees of the new Lutheran church
insisted that the liturgical format had to conform to scriptural requirements,
and although antiphonies with the Psalms were to be retained the tendency
was often to relegate ritual matters to the realm of the adiaphora.”® The
Formula pii consensus inter pastores (1572) even contained a chapter
entitled ‘De adiaphoris ritibus et caerimoniis’ and stated that the sign of
the true church was not in these adiaphora, but rather in the scriptural
foundation of doctrine and true faith.%”

However, certain devotional practices bordering on superstition, some
involving the liturgical context and the sacrament, were condemned in
no uncertain terms as ‘impious and forbidden by God’.® This category of
practices included the ‘ridiculous gestures and ceremonies’, because ‘these
obscure doctrines were the backbone of superstition” and counteracted
efforts towards discipline and order.%? If the church did not maintain
‘decent rituals” according to the words of God, it would be very easy for
the people (the vulgus) to slide into superstition.'%° This once again brings
to the fore the complicated issue of popular religion and its relation to
learned or, more simply, the official discourse of the church. Clearly the
clergy wished to implement a certain type of piety within society at large,
and equally clearly, in their efforts, they encountered a certain amount of
resistance. But what did this resistance consist of? What was this impious
behavior of the vulgus and what did their propensity for superstition refer
to? Superstition can be defined as fragments of past faith, ritual and thought
which linger in the consciousness and behavioral patterns of people as
testimony to the enduring capacity of popular beliefs and practices to
survive in a developing and changing intellectual and cultural climate.
In the early modern period, the term carried less benign meanings and
was generally used to denounce the beliefs of others or even to condemn
ignorance and falsehood in past cultures. ‘Superstition” was used in
religious discourse as a pejorative and all-inclusive description of the
beliefs and values of opponents.'®! In the Transylvanian Lutheran church
synods, the notion of superstition seems to be equated with excessive
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ritual and ceremonial, while also firm in the belief that it could express
obscure doctrines. On the one hand, this falls within the familiar polemical
patterns in which the beliefs of ‘others” are under attack, whether these
‘others’ are older (medieval Catholicism) or contemporary (Reformed)
religious systems. On the other, it points to an awareness that ritual was
able to embody theological tenets.

The ‘Articuli Summam Doctrinae’ of 1573 serve to deepen our
understanding of the Lutheran attitude towards ritual, as this was seen as
a sign of the ‘true church’. The correct performance of ritual during the
administration of the sacraments of Baptism and Eucharist was considered
a marker of confessional identity, as these were able to reveal the true
church to the people.'? The articles explicitly condemn ceremonies
instituted by men and not God, especially candles and ornaments.'%
Correctness of ritual is based on its scriptural foundation, in other words,
divine sanction. Correct performance of ritual as a marker of confessional
identity was especially prominent in the discussion concerning particular
liturgical rituals.04

Perhaps the most sharply worded condemnation of ritual and
ceremonial can be found in the ‘Articles of Christian Religion” compiled
by the University of Saxon Pastors in 1578. The Lord’s Supper was to be
celebrated with veneration because it had been instituted by Christ, not
according to ‘papist’ customs, which turn it into a ‘theatrical spectacle
or horrible idolatry’. The emphasis was to be on the teaching of correct
sacramental doctrine, consubstantiation.'® It has been suggested that
because the sacrament was the principal bone of contention between
Lutherans and Calvinists, as well as between Lutherans and Catholics,
liturgical variations in its celebration were bound to cause disagreement
and controversy, especially since they expressed important doctrinal
tenets, such as the real presence, in the Lutheran case, the teaching of the
communicatio idiomatum, which Lutherans cited to emphasize Christ’s
physical presence in the elements.'0°

Thus, it was not so much the liturgical format but the ceremonial or
ritual aspects which distinguished the Lutheran from the late medieval
Catholic liturgy, despite the ambivalence expressed by the texts concerning
the ability of ceremonies and rituals to act as markers of confessional
identity. Perhaps confusingly, ritual was mentioned either as part of
the adiaphora, which were not able to express the true church, or as a
significant marker of confessional identity able to reveal the nature of the
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church to the congregation. We must ask whether these two attitudes were
strictly contemporary or whether they developed over time. In the early
days of the Transylvanian Lutheran church, ritual was considered less
important (among the adiaphora), while later church synods increasingly
began condemning incorrect ritual, culminating in the articles of 1578.
By that time a new church had developed fully, a new clergy had been
created, and a new congregation had been forged. There was therefore
an increasing concern for the shaping of the confessional identity of this
new denominational group. Instruction and familiarity with doctrinal
tenets and their various forms of expression became an important step in
this process. Consequently, from a chronological perspective, concern for
instruction increased and the condemnation of incorrect ritual became
stronger as the institutionalization of the church progressed. In time, ritual
matters ceased being treated as adiaphora and were increasingly seen as
important in preventing people being drawn to ‘superstition’.

We can conclude that confessional identity had become important
in the context of denominational rivalry. Initially, Evangelical ideas were
taking hold in Transylvania, both among the Saxon inhabitants of the
royal, free towns and the Hungarian nobility of the counties. Gradually,
the latter came to prefer the Confessio Helvetica and the Heidelberg
catechism, while the magistrates of the Saxon towns managed to prevent
a ‘radicalization’ of reform, i.e. the evolution of their community towards
Reformed views. In this context, views on the Eucharist were central to
the identity of each denominational group, and the way they could be
expressed, visually as well as textually, in liturgical or domestic context
became significant carriers of meaning. | have argued elsewhere that as
confessional rivalry within Transylvania grew stronger, the Lutheran church
became increasingly concerned with defining its sacramental theology and
expressing this by all possible means, especially visually.'” This dovetails
with conclusions reached by historians of the German Reformation, who
found that followers of the Augsburg Confession often maintained practices
that had been criticized as ‘catholicizing’ because they had become useful
to them in distancing themselves from the Calvinists.'% This places the
Transylvanian tendency to retain traditional liturgical ceremonial in a
whole new light. Consequently, it has been suggested that the sacrament
and the manner in which it was celebrated remained, for Lutherans,
Catholics and Calvinists alike, an important marker of confessional identity.
Even if people failed to comprehend the subtle theological differences,
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they would still be able to recognize the visible differences in ritual
(they suggested the different understandings of the sacrament).'® Thus,
Transylvanian Lutherans could express their corporate identity by forging
a liturgical ceremonial able to stress a specific sacramental theology, a
liturgical ritual that was visibly their own.

We must investigate how this attitude to the liturgy in general affected
Lenten observance and Easter celebrations. Although the instructions in
the decrees of the church synods are not as explicit as we would like them
to be, it is clear that while there is a degree of conservatism regarding
liturgical format, the regulations concerning ritual were merciless. ‘Domine
non secundum’ was to be sung during Lent, while at Easter ‘salve festa dies’
and ‘victimae paschali’ with a hallelujah were deemed appropriate.'°
More importantly, a correct understanding of events was particularly
encouraged and consequently, during Lent, the Gospel was to be read
in German.'"" Emphasis on understanding the meaning of the day, the
meaning of the historical events themselves, is highlighted by the fact
that during Lent, until the evening service, the young should study the
catechism and aim to master the 10 commandments, the Creed, the Pater
Noster, the words of Baptism and the Lord’s Supper.''? They should also
be able to participate in the service by joining in song.'"?

Despite the widespread belief that Martin Luther was the father of
congregational singing in church, which he encouraged in his provisions
for the liturgy,'' it has recently been argued that the Latin mass of 1523
was entirely choral, with no provision for the participation of the people,
except as hearers of the sermon and recipients of the sacrament.'"®
However, people were encouraged to sing, most certainly the German
hymns, or the Credo, in German, and this contributed increasingly to
the definition of their confessional identity, to their sense of solidarity
within the group, their sense of belonging to a particular confessional
community.'1®

Familiarity with prayers also deserves some further comment. Keith
Thomas has already suggested that public prayer had the symbolic
function of demonstrating a community’s solidarity as well as seeking
God’s help.""” William Christian, on the other hand, has argued that such
devotions can have a continuous role over time, not just in reflecting social
realities but also in shaping them.''® Prayer can also be understood as
performance, and scholars have researched new questions, such as who
does the praying, in what setting and when, while gestures of prayer have
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become increasingly important in interpreting the expression of religious
experience.'"?

Concern for the correct understanding of the Lord’s Supper (the
sacrament of the Eucharist) is constant, while the means of disseminating
the orthodox doctrinal tenets are interesting in themselves. For instance,
the 1565 church synod stipulated that the congregation should become
familiar with pious songs containing the doctrine and correct use of the
Lord’s Supper.'20

The correct observance of the new type of piety was ensured with the
help of visitations, which attempted to root out not just errors, confusions
and innovations, but also the ‘bad habits of the people’. This was meant
to promote order and discipline and to avoid controversy.'?! Interestingly,
the articles of the 1577 visitation insist on the instruction of children during
the Lenten period. The young were expected to understand why they had
received baptism.'?2 Finally, punitive provisions were meant to enforce
this observance, and the sacrament was to be denied those who did not
succeed in learning the catechism.!?3

This investigation aimed to unravel the uses of imagery in the context
of Lenten observance and Easter celebrations after the reformation of the
Saxon community. Passion cycles, because of their scriptural foundation,
were considered an acceptable visual expression of doctrine and useful
for their didactic function. However, the evidence suggests this imagery
was deployed to achieve different goals, by both the clergy and the laity,
in the new Protestant context. Although altarpieces featuring Passion
cycles survived in village churches and continued to decorate the high
altar, they were used in a completely different way, especially during the
Lenten period and Easter because they were no longer framed by elaborate
ritual or regarded as the centerpiece of excessive ceremonies. Complex
liturgical drama was no longer staged to re-enact the empathetic theatrical
performance of Christ’s suffering. However, the correct deployment of
ritual retained its importance, since it reflected the scriptural reference of
the ceremonial itself, helped avoid flight into the realm of superstition,
and was able to define the ‘true church’ as well as shape the confessional
identity of the congregation. The viewing of the altarpiece in the context
of complex ceremonies was replaced by an emphasis on instruction and a
correct understanding of the events of the Passion. This appears to suggest
that images would primarily play an educational role, supported by the
imaginative use of other media, such as song.
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Conclusion

This appears to suggest that attitudes to religious images changed
significantly after the Saxon community adopted Lutheranism. A clearer
perspective on this change is given by a comparative view of the use of
imagery during the late Middle Ages and the Reformation in liturgical
context, especially during the Lenten period and Easter celebrations.

During the late Middle Ages, the viewing of the altarpiece was
framed by elaborate ritual meant to enhance not just an understanding of
theological tenets, but also intense emotional responses. Passion cycles in
particular were viewed in their liturgical context and their connection to
the liturgy was emphasized by the selection of episodes. However, beyond
their obvious didactic potential, images also played an important role in
the religious experience of the people. This involved the stimulation of
mental projection and the deployment of actual images in both communal
and individual worship.

During the Reformation, although images had been retained in the
church, they were no longer framed by the same elaborate rituals.
Moreover, excessive ceremonies were specifically condemned by the
decrees of the Saxon Lutheran church synods, despite the fact that,
according to some views, they would have been part of that fluid realm
of adiaphora. Emphasis was instead placed on the correct understanding
of the sacraments and images, which, along with music, were to prove
instrumental in that endeavor. Images were no longer placed in the context
of prayer, individual or communal acts of worship.

However, there remains one slightly blurry area. This is suggested by
the fact that the faithful were still required to envisage events, to project
mentally, while contemplating images, suggesting that images were still
being linked to mental processes — what we might call imagination in the
context of specific religious experiences. The other interesting aspect is
that the visual elements of ritual, as highlighted by its correct performance,
were considered central to the representation of the true church and the
shaping of the confessional identity of the Saxon community. Besides
privileging the visual, the sense of sight, this also leads us to consider
the role of the ritual performance itself within the religious experience
of the new confessional group. Despite the efforts of the ecclesiastical
authorities in regulating ritual, and thereby framing the use of images in
a new way, the very insistence on this aspect indicates that allegiance
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to ritual was an important element of the religious experience of late
medieval Christians, one that could successfully be deployed to reinforce
the confessional identity of the Lutherans. This comparison has helped
refine the assumption that the Protestant church was a space completely
devoid of images and that Lutheran worship was free of visual elements
having completely eliminated the sense of sight. It has shown that the
new faith had a complex relationship with imagery, one not limited, as
has often been stated, to its educational role.
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Figure 1: Sibiu, Last Supper
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P

Figure 2: The altarpiece of Halchiu, closed position
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Figure 3: The Altarpiece of Cund
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Figure 4: The Arrest, Sibiu
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Figure 5: The Hearing, Cund
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Figure 6: The Mocking of Christ, Dupus
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Medias

’

Figure 7: The Flagellation
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The Crowning with Thorns, Sibiu

Figure 8
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Figure 9: The Carrying of the Cross, Medias
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Figure 10: The Disrobing of Christ, Dupus
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Figure 11: Rast Christi, Medias
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Figure 12: The ‘Agony in the Garden’, Halchiu
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Figure 13: Ecce Homo, Medias

52



MARIA CRACIUN

NOTES

1

Walter L. Strauss, The Complete Engravings, Etchings and Drypoints of
Albrecht Diirer (New York: Doner Publications, 1972), pp. 128-129,
130-131, 132-133, 134-135.

Strauss ed., The Complete Engravings, p. 429.

Strauss, ed., The Complete Engravings, p. 349.

Erwin Panofsky, The Life and Art of Albrecht Diirer (Princeton: Princeton
University Press, 1955), p. 221.

Jane Campbell Hutchinson, Albrecht Diirer. A Biography (Princeton:
Princeton University Press, 1990), p. 179.

Strauss ed., The Complete Engravings, pp. 568-569.

Panofsky, pp. 221-223.

David Price, Albrecht Diirer’s Renaissance: Humanism, Reformation and
the Art of Faith (Ann Arbor, Mich.: University of Michigan Press, 2003), p.
255-256.

For a more detailed discussion of the theological meaning of these texts in
Protestant context, see Maria Crdciun, ‘Eucharistic Iconography and the
Confessional Identity of the Saxon Community of Early Modern Transylvania’
in Laszl6 Kontler, Jaroslav Miller eds., The Missionary of Knowledge
(Budapest: CEU Press, forthcoming).

This is the case in Medias (Mediasch, Medgyes), Dupus (Tobsdorf, Tablas),
Feldioara (Marienburg, Foldvar), Beia (Meerburg, Homorédbene), Fiser
(Schweischer, Sovénység), Sorostin (Schorsten, Sorosthély), Cund (Reussdorf,
Kund), Roades (Radeln, Rados), Halchiu (Heldsdorf, Holtovény), Sibiu
(Hermannstadt, Nagyszeben) and Smig (Schmiegen, Somogyom).

Carl C. Christensen, Art and the Reformation in Germany (Athens, Ohio:
Ohio University Press, 1979). Carl C. Christensen, ‘Reformation and Art’
in Steven Ozment ed., Reformation Europe: A Guide to Research (St Louis:
Center for Reformation Research, 1982), pp. 249-270. Carlos M. Eire, War
Against the Idols. The Reformation of Worship from Erasmus to Calvin
(Cambridge: Cambridge University Press, 1986). Carl C. Christensen, Princes
and Propaganda: Electoral Saxon Art in the Reformation (Sixteenth Century
Essays and Studies, 1992). Sergiusz Michalski, The Reformation and the
Visual Arts. The Protestant Image Question in Western and Eastern Europe
(London, New York: Routledge, 1993). Bob Scribner, For the Sake of Simple
Folk: Popular Propaganda for the German Reformation (Oxford: University
Press, 1994). John Dillenberger, Images and Relics. Theological Perceptions
and Visual Images in Sixteenth Century Europe (Oxford: Oxford University
Press, 1999). Andrew Morrall, Jorg Breu the Elder. Art, Culture and Belief in
Reformation Augsburg (Aldershot: Ashgate, 2001). Joseph Leo Koerner, The
Reformation of the Image (London: Reaktion Books, 2004). Bridget Heal, The

53



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

Cult of the Virgin Mary in Early Modern Germany. Protestant and Catholic
Piety, 1500-1648 (Cambridge: Cambridge University Press, 2007).
Marcin Wislocki, ‘Ort und Rolle vorreformatorischen Tradition in
protestantischen Pommern in 16. und 17. Jahrhundert. Ein Beispiel von
Adaptationen mittelalterliche Altdre’ in Zeitschrift fiir Ostmitteleuropaforschung
47 (1998), pp. 345-370. Marcin Wislocki, In the Service of the Lutheran
Faith: Protestant Art in the Duchy of Pomerania PhD Dissertation, Wroclaw,
2001. Marcin Wistocki, ‘Saints in Protestant Theology. Devotion and Art in
Pomerania’ in Colloquia X11/1-2 (2005), pp. 41-65.

Eugéne Honée, ‘Image and imagination in the medieval culture of prayer:
a historical perspective’ in Henk van Os ed., The Art of Devotion in the
Late Middle Ages in Europe 1300-1500 (London: Merrell Holberton, 1994),
pp. 157-174. Jeffrey Hamburger, The Visual and the Visionary. Art and
Female Spirituality in Late Medieval Germany (New York: Zone Books,
1998), especially pp. 13-34, pp. 197-232. Jeffrey. F. Hamburger, Nuns as
Artists. The Visual Culture of a Medieval Convent (Berkeley, Los Angeles:
University of California Press, 1997), especially pp. 1-20, 63-80, 128-136.
Ulinka Rublack, ‘Female Spirituality and the Infant Jesus in Late Medieval
Dominican Convents’ in Bob Scribner, Trevor Johnson eds., Popular
Religion in Germany and Central Europe 1400-1800 (London: Macmillan,
1996), pp. 16-37. Caroline Walker Bynum, ‘The Body of Christ in the
Later Middle Ages. A Reply to Leo Steinberg’ in Caroline Walker Bynum,
Fragmentation and Redemption. Essays on Gender and the Human Body
in Medieval Religion (New York: Zone Books, 1992), pp. 79-118. Caroline
Walker Bynum, “‘Women Mystics and Eucharistic Devotion in the Thirteenth
Century’ in Fragmentation and Redemption, pp. 119-150. Caroline Walker
Bynum, Jesus as Mother. Studies in the Spirituality of the High Middle Ages
(Berkeley: University of California Press, 1982), pp. 170-247.

Christensen, Art and the Reformation, pp. 110-180. Bob Scribner, ‘Popular
Piety and Modes of Visual Perception in Late Medieval and Reformation
Germany’ in The Journal of Religious History, (1989), pp. 448-469. Bridget
Heal, ‘Images of the Virgin Mary and Marian Devotion in Protestant
Nirenberg’ in Helen Parish, William G. Naphy eds., Religion and
Superstition in Reformation Europe (Manchester: Manchester University
Press, 2002), pp. 25-46. Bridget Heal, ‘Sacred Image and Sacred Space
in Lutheran Germany’ in Will Coster, Andrew Spicer eds., Sacred Space
in Early Modern Europe (Cambridge: Cambridge University Press, 2005),
pp. 39-59.

Susan C. Karant-Nunn, The Reformation of Ritual. An interpretation of early
modern Germany (London: Routledge, 1997).

Karant-Nunn, pp. 144-145. Natalie Zemon Davis, ‘From Popular Religion
to Religious Culture’ in Ozment ed., pp. 323- 331. Bodo Nischan, ‘The
Exorcism Controversy and Baptism in the Late Reformation’, in Bodo

54



MARIA CRACIUN

20
21

22

23

24

25

Nischan, Lutherans and Calvinists in the Age of Confessionalism, Variorum
(Aldershot: Ashgate, 1999), p. 47.

Davis, p. 326. Nischan, ‘Baptism’, p. 47. Bruce Gordon, ‘Transcendence
and Community in Zwinglian Worship: the Liturgy of 1525 in Zurich’ in R.
N Swanson ed., Continuity and Change in Christian Worship (Rochester:
Boydell Press, 1999), p. 142. Victor Turner, The Ritual Process. Structure
and Anti-Structure (London: Routledge and K. Paul, 1969). Victor Turner,
Edith Turner, Image and Pilgrimage in Christian Culture. Anthropological
Perspectives (Oxford: Blackwell, 1978). Bodo Nischan, ‘Ritual and
Protestant Identity in Late Reformation Germany’ in Nischan, , p. 143. Philip
Broadhead, ““One heart and one soul”: The Changing Nature of Public
Worship in Augsburg 1524-1548’ in Swanson ed., pp. 119-127.

Nischan, ‘Baptism’ pp. 31-50, Nischan, ‘Ritual’ pp. 142-158, Bodo Nischan,
‘Fractio Panis’: a Reformed Communion Practice in Late Reformation
Germany in ‘Nischan, pp. 17-29, Bodo Nischan, ‘The Elevation of the
Host in the Age of Confessionalism: Adiaphoron or Ritual Demarcation?’
in Nischan, pp. 1-27. Davis, p. 325.

Gordon, pp. 128-145.

Nischan, ‘Ritual’, pp. 145-148.

Christopher Haigh, ‘Historiographical Review. The Recent Historiography
of the English Reformation’, in The Historical Journal, 25/4 (1982)
pp. 995-1007.

Gerald Strauss, Luther’s House of Learning. Indoctrination of the Young
in the German Reformation (Baltimore: Johns Hopkins University Press,
1978), p. 229. Davis, pp. 329-330. C. Scott Dixon, ‘Popular Beliefs and
the Reformation in Brandenburg-Ansbach’ in Scribner, Johnson eds.,
pp. 119-139. Robert Kingdon, ‘Worship in Geneva Before and After the
Reformation’, in Karin Maag, John D. Witvliet eds., Worship in Medieval
and Early Modern Europe. Change and Continuity in Religious Practice
(Notre Dame, Indiana: University of Notre Dame Press, 2004), pp. 49-53.
Kingdon, pp. 48-54. Davis, p. 330. Andrew Pettegree, ‘The clergy and
the Reformation: from ‘devilish priesthood’ to new professional elite’
in Andrew Pettegree ed., The reformation of the parishes. The ministry
and the Reformation in town and country (Manchester and New York:
Manchester University Press, 1993), pp. 1-21. C. Scott Dixon, ‘Rural
resistance, the Lutheran pastor, and the territorial church in Brandenburg
Anshach-Kulmbach, 1526-1603" in Pettegree ed., pp. 85-112. Karin Maag,
‘Change and Continuity in Medieval and Early Modern Worship: The Practice
of Worship in the Schools” in Maag, Witvliet eds. pp. 119-129.

Kingdon, pp. 50-55. Frank C. Senn, ‘The Mass in Sweden: From Swedish to
Latin?’ in Maag, Witvliet eds., pp. 69-74, 79-82.

Bob Scribner, ‘Cosmic Order and Daily Life: Sacred and Secular in
Pre-Industrial German Society’ in R. W. Scribner, Popular Culture and Popular

55



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

26

27

28

29

30

Movements in Reformation Germany (London: The Hambledon Press, 1987),
pp. 1-16. Susan M. Felch, ‘The Development of the English Prayer Book’,
in Maag, Witvliet eds., pp. 132-161. Maria Craciun, ‘Traditional Practices:
Catholic Missionaries and Protestant religious practices in Transylvania’, in
Parish, Naphy eds., pp. 75-93.

Davis, pp. 322-331. Carlo Ginzburg, ‘Religioni della classi popolari’,
Quaderni Storici 41 (1979). Carlo Ginzburg, The Cheese and the Worms. The
Cosmos of a Sixteenth-Century Miller (Baltimore: Johns Hopkins University
Press, 1980). William A. Christian, Person and God in a Spanish Valley (New
York, London: Seminar Press, 1972). William Christian, Local Religion in
Sixteenth-Century Spain (Princeton: Princeton University Press, 1981).
David Freedberg, The Power of Images. Studies in the History and Theory
of Response (Chicago: The University of Chicago Press, 1989). Michael
Baxandall, Painting and Experience in Fifteenth Century Italy. A Primer
in the Social History of Pictorial Style (Oxford: University Press, 1972),
pp. 29-108. Peter Burke, Eyewitnessing. The Uses of Images as Historical
Evidence (London: Reaktion Books, 2001).

Best defined as a status group or a privileged community, the Saxons of
Transylvania benefited from a distinctive ecclesiastical organization even
during the Middle Ages. The free provostship of St Ladislaus was directly
affiliated to the archbishopric of Esztergom, while as a consequence of
the Andreanische Freibrief of 1224 congregations were allowed to elect
their own priests. Andras Kubinyi, ‘Plebanos valsztatok és egyhazkozségi
onkormanyzat a kozépkori magyar orszagon’ in Aetas (1991-1992),
pp. 24-26. O. Wittstock, ‘Die Genossenschaftkirche der siebenbiirger
Sachsen vor der Reformation’, Kirche im Osten 17 (1974), pp. 156-162.
This distinctive status and specific religious culture were reinforced
during the sixteenth century, when the Saxons adopted Lutheranism as a
community.

‘Reformatio Ecclesiae Coronensis ac totius Barcensis provinciae (Coronae
MDXLII) in Oskar Netoliczka ed., Johannes Honterus ausgewaélhte Schriften.
In Auftrage des Ausschusses zur Errichtung des Honterusdenkmals in
Kronstadt (Hermannstadt, 1896), pp. 11-29. ‘Reformatio Ecclesiarum
Saxonicarum in Transylvania Coronae 1547 in Georg Daniel Teutsch ed.,
Urkundenbuch der Evangelischen Landeskirche in Siebenbtirgen vol. 1
(Hermannstadt, 1862), pp. 6-36. ‘Articuli in Synodo pastorum saxonicarum
Cibinii anno 1557 die 13 jan conclusi’ in Georg Daniel Teutsch ed.
Urkundenbuch der Evangelischen Landeskirche in Siebenbtirgen, vol. Il
(Hernmannstadt, 1883), pp. 3-7. ‘Acta publica sinodii cibinii celebratae die
25 nov ani 1565’ in Teutsch ed., Urkundenbuch, 1I, pp. 101-109.

For urban iconoclasm see Hieronymus Ostermayer, ‘Chronik’ in G.
Joseph Kemény ed., Deutsche Fundgruben der Geschichte Siebenbtirgens
(Klausenburg, 1839), pp. 27-29. Chronicon-Fuchsio-Lupino-Oltardinum

56



MARIA CRACIUN

31

32

sive Annales Hungarici et Transsilvanici (Coronae, 1847), pp. 53-54. For
the survival of religious art in village churches see Istvan Wesselényi,
Sanyaru vilag. Naplé 1703-1708, 1l in Lajos Demény, Andras Magyari
eds., (Bukarest: Kryterion, 1985), p. 502. Maria Holban ed., Calatori straini
despre Tdrile Romane, vol. Il (Bucuresti, Editura Stiintifica, 1972), p. 430. In
Movile (Hundertbiicheln, Szaszhalom) a panel of the altarpiece dedicated
to St Valentine was later used as a door to one of the storage towers. Juliana
Fabritius Dancu, Cetdti tdranesti sdsesti din Transilvania (Sibiu: Revista
Transilvania, 1983), fol. 17.

Maria Crdciun, ‘Iconoclasm and Theology in Reformation Transylvania.
The Iconography of the Polyptych of the Church in Biertan” in Archiv fiir
Reformationsgeschichte/Archive for Reformation History 95 (2004), pp.
61-97. Maria Craciun, ‘Rural Altarpieces and Religious Experiences in
Transylvania’s Saxon Communities’ in Heinz Schilling, Istvan Gyorgy Téth
eds., Religion and Cultural Exchange in Europe (Cambridge: Cambridge
University Press, 2006), pp. 191-220, especially 212-214. Sergiusz
Michalski, ‘Inscriptions in Protestant Paintings and in Protestant Churches’
in Arja Leena Paavola ed., Ars Ecclesiastica. The Church as a Context for
Visual Arts (Helsinki: University Press, 1996), pp. 34-47.

An analysis of the frequency with which the episodes are depicted highlights
the fact that the ‘Crucifixion” is the most frequently represented composition
(on 14 altarpieces, on 9 altarpieces with eight-episode cycles). It is also a
composition which as an iconic type is the subject of the central panel
in both Prejmer (Tartlau, Prazsmar) and Sibiu. Other frequently depicted
episodes are the ‘Flagellation” (13 altarpieces, 11 of the narrative group),
the ‘Crowning with Thorns’ (11 altarpieces, 10 of the narrative group) the
‘Agony in the Garden of Gethsemane’ (10 altarpieces, 9 of the narrative
group) the ‘Arrest’ (9 altarpieces, 9 of the narrative group) the ‘Hearing’ (8
altarpieces, 7 of the narrative group), ‘Ecce Homo' (8 altarpieces, 8 of the
narrative group), the ‘Bearing of the Cross’ (9 altarpieces, 9 of the narrative
group). Finally, there are some episodes, which appear quite often, although
not necessarily in the narrative sequence discussed: the ‘Lamentation” and
the ‘Last Supper’ (which appear in 6 altarpieces but only once and twice in
the narrative group respectively) and the ‘Resurrection’, which is present
in 5 altarpieces, but only three times in the narrative group. The ‘Descent
from the Cross’ and the ‘Entombment’ are only present on two altarpieces,
and only the ‘Entombment’ appears in the narrative cycle. Several episodes,
some of them part of the events of the Holy Week (‘Christ Taking Leave
of his Mother’, the ‘Washing of the Feet of the Apostles’, the ‘Mocking of
Christ’, the ‘Disrobing of Christ’, ‘Rast Christi’ and the ‘Washing of the
Hands of Pontius Pilate’), only appear once on various altarpieces. Events
following the Death and Resurrection of Christ are also rarely depicted (the
‘Three Marys at the Grave’, the ‘Doubting Thomas’, the ‘Resurrected Christ
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of 12 full-page woodcuts, while the ‘Engraved Passion’ (1507-1512) has 15
separate scenes. The variety and number of scenes suggests that there was
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in 1507, to accompany Ulrich Pinder’s Speculum Passionis.
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Jaroslav Pesina, Tafelmalerei der Spétgotik und der Renaissance in Béhmen
1450-1550 (Prague: Artia, 1956), pp. 230-233.

Gyongy Torok, Zu Fragen der skulpturelen Ausstatunmg des Altars der HI.
Elizabeth in Kaschau, in Hartmut Krohm, Eike Oellermann eds, Fliigelaltére
des spdten Mittelalters. Internationales Colloquium Miinnerstadt, 1990
Staatliche Museen in Berlin Preussicher Kulturbesitz (Berlin, 1992),
pp. 157-166.

58



MARIA CRACIUN

39

40
41

42

43

44

45

46

German altarpieces produced in Nirenberg tended to combine Marian
and Christocentric iconography in order to express doctrines related to
redemption and the incarnation that made it possible. For examples see:
Peter Strieder, Tafelmalerei in Niirenberg 1350-1550 (Kénigstein im Taunus:
Hans Koster Verlagsbuchtragung, 1993). For instance, the Marian and
Passion altarpiece produced in Nirenberg, Cat. No. 67, p. 218. None of
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(Klagenfurt: Verlag des Geschichtsvereins fiir Karnten, 1991).

Pesina, p. 288.

They are found on the Bishop altarpiece in L’ubica (Leibic) [1521], the
high altar in Armdseni (Csikmenasag) [1543], the high altar in Leliceni
(Chikszentlélek) [1510], the altar in Hrabusovic (Kaposzfalva) [1516-1520],
the Coronation of the Virgin altar in Spisska Kapitula (Szepeshely, Zipser
Kapitel) [1499]. Gyongyi Torok ed., Gotikus szdrnyasoltarok a kézépkori
Magyarorszagon (Budapest: Kossuth Kiadd, Magyar Nemzeti Galéria, 2005),
pp. 80, 84, 85, 8, 102, 106, 107.

The Virgin altarpiece in Liptovsky Ondrej nad Vahom (Liptészentandras)
[1480], the altarpiece in Liptovska Mara (Liptészentmaria) [1450-1460],
the altarpiece in L'ubica (Leibic) [1521], the St Martin and St John altar in
Doval’s 1520, the Christ Altar in Bardejov (Bartfa, Bartfeld) [1480-1490].
Torok ed., Gotikus, pp. 30-37, 40-41, 72.

A history of the Dominicans written before 1269 by Gérard de Frachet
reveals that, in their cells, the monks had before their eyes images of the
Virgin and her Crucified son, so that while reading, praying and sleeping
they could look upon them and be looked upon by them with the eyes of
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Form and Function of Early Paintings of the Passion (New Rochelle, New
York: Aristide D. Caratzas, 1981), p. 57.
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of Devotion, pp. 10-28, 50-60, 104-129, 136-150. Hamburger, Nuns as
Artists, pp. 80-100. Hamburger, The Visual and the Visionary, pp. 111-148,
pp- 149-190. Roger Wieck, Painted Prayers: The Book of Hours in Medieval
and Renaissance Art (New York: George Braziller, 1997), p. 18.
Hamburger, The Visual and the Visionary, pp. 111-148.

59



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

47

48
49
50

51
52

53
54
55
56

57
58

59
60
61
62
63
64

65
66
67
68

69

André Vauchez, Laity in the Middle Ages. Religious Belief and Devotional
Practices (Notre Dame: University of Notre Dame Press, 1993),
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BUCAREST : LA TRANSPARENCE DU TISSU.
UNE DISCUSSION SUR LES LIMITES ET
L’HABITATION

Entre la ville verte et le grand village

Difficile de trouver une ville plus éclectique et dissonante que Bucarest.
Partout des sauts d’échelle, un mélange global de styles et d’époques,
dont les seuls fragments unitaires semblent étre les ensembles uniformes
de I’ére socialiste, brutalement superposés a la ville précédente. Pourtant,
on reconnait a cette ville qui semble se réinventer a chaque génération
un trait caractéristique (au moins en ce qui concerne la zone centrale) :
méme pour ces pires détracteurs, Bucarest reste « une ville verte ». Cette
image n’est pas due aux parcs et jardins publics, leur surface par rapport au
territoire urbain global n’étant pas plus importante que dans la majorité des
grandes villes européennes. En fait, il s’agit de la visibilité de la végétation
des cours privées. La perméabilité du tissu ancien est la raison de cette
image dont les connotations ne sont pas que positives. L’étalon pour
la lecture des villes (pour les professionnels comme pour la société en
général) reste la ville occidentale. Dans cette logique, I'urbanité véritable
signifie obligatoirement des fronts continus, I’occupation du terrain en
régime isolé ou semi-isolé restant I'apanage du monde rural ou suburbain.
La présence structurelle de ces types dans la zone centrale est une des
raisons principales du puissant cliché de I'urbanité impure de Bucarest.
Cette image d’un grand village qui commence a ressembler un peu a une
vraie ville au XIXéme siécle (et encore, dans certaines zones seulement)
est une des plus profondément enracinées. Elle apparait dans les récits
sur la ville avant-moderne du XVlléme et du XVIlléme siécle, mais aussi
dans la perception de celle moderne des derniers 200 ans, en continuant
jusqu’a présent. En outre, elle a toujours servi comme argument pour les
transformations radicales.
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Pourtant, si on va au-dela de I'image superficielle, I'urbain suppose en
premier lieu la concentration et la complexité des activités et aussi une haute
densité des constructions par rapport aux autres types d’établissements.
Des caractéristiques fonctionnelles typiquement urbaines ne peuvent étre
contestées ni au Bucarest avant-moderne, ni a ces évolutions ultérieures. Au
niveau de la forme, les quartiers apparemment banlieusards, voire ruraux
de laville de I'entre-deux-guerres montrent au regard plus attentif un degré
d’occupation du terrain tout a fait comparable a celui des zones centrales
des villes occidentales. La différence réside surtout dans les nombreuses
dilatations de I"espace public et les nombreuses zones semi-publiques
ou semi-privées, dans le mode d’implantation des batiments et dans la
profusion des espaces et éléments-tampon entre |’extérieur et I'intérieur,
qui donnent de la profondeur au tissu urbain.

Ce sont la des caractéristiques assez intuitives, dont I'omniprésence
semble les désigner comme support d’une identité de la ville. Toutefois,
il reste a démontrer qu’il ne s’agit pas seulement d’une rémanence rurale,
disparaissant lentement au cours de |’évolution historique. Si on veut
parler d’une spécificité, il ne suffit pas de I'énoncer ; il faut essayer une
approche plus rigoureuse, trouver les moyens pour analyser cette structure,
la mettre a coté d’autres types de culture urbaine. Une telle analyse pourrait
I’encadrer peut-étre dans un contexte historique (prenant en compte
des longues durées) et la comparer avec la lecture d’autres exemples,
sans rapport apparent avec Bucarest. L'identité urbaine, comme forme
particuliere d’identité sociale, n’est pas seulement définie par la forme ou
par les activités sociales, mais aussi par les relations entre ces catégories.
Définir un mode de construire la ville a travers I'histoire devrait nous aider
a mieux comprendre |’évolution sociale. Enfin, il faudrait discuter dans
quelle mesure ces caractéristiques sont encore pertinentes aujourd’hui,
et, si le cas donné, de quelle maniere elles représentent un modele pour
le projet architectural et urbain.

Obijectifs et hypothéses de recherche. La transparence du
tissu comme expression d’une culture de I’habiter

L’objectif principal de ma recherche est de déterminer s’il y a une
spécificité urbaine de Bucarest basée sur cette profondeur du tissu
énoncée plus haut. Des caractéristiques comme les variations de |'espace
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public, les relations des batiments avec les parcelles et entre eux, les
espaces intermédiaires dans le cadre de ces batiments sont toutes plus
ou moins connues et acceptées dans le monde des architectes roumains’.
L’hypothese est que ces éléments structurent ensemble une image urbaine,
celle-ci exprimant un mode particulier d’habiter. Dans cette hypothese,
aux frontieres plus fermes d’autres cultures urbaines correspondent dans le
cas de Bucarest une multitude de couches, une transition complexe entre
des univers spatiaux différents. Les superpositions et les interpénétrations
définissent une grande variété d’espaces intermédiaires et de zones
d’articulation entre le public et le privé, entre I'extérieur et I'intérieur,
transformant les limites en lieux. La période d’études choisie s’étend du
début du XIXeme siecle (époque ol commence la modernisation urbaine
et oll on commence a avoir des documents beaucoup plus précis) jusqu’a
présent.

Pour une lecture rigoureuse de ce phénomene, il est nécessaire d’établir
un concept fédérateur et ensuite une méthode de recherche. D’une part, il
faut conjuguer I'analyse de la forme urbaine (sur les espaces de la ville, les
relations entre les constructions individuelles et I’'ensemble, le parcellaire
etc.) avec celle qui se concentre sur I'objet architectural. D’autre part,
une discussion sur des aspects de I'identité ne pourrait se résumer a une
analyse de la forme physique, sans prendre en compte I’espace social et
culturel. J'essaye ici de suivre une démarche qui part de la morphologie
urbaine et architecturale, mais se référant a la notion générale d’habiter,
avec ses aspects sociologiques, anthropologiques etc.

C’est pour cette raison que le deuxieme objectif de I’étude est en
fait de construire un modele de recherche, et de I'appliquer au cas de
Bucarest. Le concept proposé, que je crois, comme il sera expliqué
plus tard, préférable a ceux d’ouverture, espace intermédiaire, porosité
etc., est celui de « transparence virtuelle », définie comme une qualité
essentielle de la culture de I"habiter bucarestoise. | est repris par les
théoriciens Colin Rowe et Robert Slutzky, qui I’ont défini dans leur essai
« Transparence réelle et virtuelle »2 de 1995 devenu classique. Dans cet
ouvrage, le concept est appliqué aux ceuvres d’architecture ; je vais essayer
de le reprendre et de I'appliquer pour I’analyse des espaces de I"habiter
urbain. Comme il s’agit de structurer un nouveau modele de recherche
et comme le concept d’origine est assez particulier et peu connu, je vais
présenter d’abord la base théorique : le contexte général, et, ou s’inscrit
ma démarche, son opportunité, I'aire d’application et la méthodologie.
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La grille d’analyse ainsi définie sera ensuite appliquée au cas de Bucarest.
En dehors de jeter un autre regard sur une culture urbaine, la démarche
essaye aussi de construire une approche au caractere assez général pour
pouvoir servir dans d’autres contextes.

La ville transparente.
Une discussion sur les limites et I’habiter

Que signifie en fait la « transparence virtuelle » 2 Pour ceci, je crois qu’il
serait utile de nous rappeler la définition familiere du mot « transparence ».
Utilisons le Larousse :

TRANSPARENCE n.f. Propriété de ce qui est transparent. Fig. Parfaite
accessibilité de I'information dans les domaines qui regardent |’opinion
publique.

TRANSPARENT, E adj. (lat. trans, au-dela de, et parens, apparaissant).
1. Qui, se laissant aisément traversé par la lumiére, permet de distinguer
nettement les objets a travers son épaisseur. 2. Fig. a. Dont le sens se laisse
deviner, saisir aisément. Allusion transparente. b. Qui a un fonctionnement
clair pour quiconque, que I’'on ne cherche pas a dissimuler a I'opinion.
Des affaires publiques transparentes.

Il s’agit donc, au sens propre, d’une qualité de certaines choses (objets
ou milieux) et, au sens figuré, de clarté, évidence, limpidité, de ce qui
n‘est pas caché, d’une transmission directe. Pourtant, ce sens figuré qui
nous est si familier, ne se superpose pas si parfaitement au sens propre.
La transparence tient fondamentalement de I'intermédiation. L’objet ou
le milieu en cause laisse percevoir, plus ou moins ce qui est derriére, voir
dedans. Pour donner un exemple trés banal, le fait de se trouver dans une
chambre et de voir par la fenétre en verre ce qui se passe dehors dans
la rue, signifie que, dans notre perception, se superposent deux mondes
spatiaux complétement différents, I"intérieur de la maison et le territoire
extérieur. Donc, pas vraiment de transmission directe, mais intermédiaire.
La vue a travers les objets transparents (d’ailleurs, il n’existe pas de
transparence complete) devient en fait une entre-vue. Cette interprétation
semble peut-étre un peu forcée, mais elle s’apparente au concept du
diaphane de la pensée classique et médiévale (concept qui précédait
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celui du transparent), qui définit un milieu qui lie les choses les unes aux
autres et qui ouvre les portes de la réception et de la compréhension,
sensible comme intelligible. Sur ces deux acceptions — I'intermédiation
et la continuité — se base ma démarche.

Le texte fondateur du concept de transparence virtuelle est dii a Gyorgy
Kepes, artiste et théoricien de la modernité. Dans son livre apparu en 1944
« The Language of Vision »*, qui essaye de définir ce qui caractérise |’art
moderne par rapport a celui des époques antérieures, Kepes parle trés
bref de la « transparence » de la peinture moderne — en |’occurrence du
cubisme et des courants apparentés. Cette qualité les différencierait de
la peinture traditionnelle, dans laquelle, indifféremment du style et de
I’époque, les figures et le fond gardent leur intégrité. Je me permets de
citer la partie essentielle du texte :

Transparence et interpénétration réciproque

Quand deux ou plusieurs figures se superposent et quand chacune
d’entre-elles revendique pour elle-méme la partie commune, nous nous
trouvons devant une contradiction des dimensions spatiales. Pour trouver
la solution a cette contradiction, il nous faut admettre |’existence d’une
nouvelle qualité optique. Les figures sont douées de transparence, ce qui
signifie qu’elles peuvent s’interpénétrer réciproquement, sans s’annuler
d’un point de vue optique. Mais la transparence possede beaucoup plus
que cette qualité optique ; elle implique une ordonnance spatiale plus large.
La transparence signifie la perception simultanée de plusieurs couches
spatiales. L’espace fluctue continuellement. La position des figures regoit
un sens ambivalent, étant donné que chacune de ces figures apparait tantot
comme la plus proche, tantét comme la plus éloignée.

Pas de clarté donc dans ce cas particulier, mais de I'ambiguité et
plusieurs valences. L’analogie se fait par rapport aux objets transparents
réels, qui peuvent étre percus comme tels, permettant en méme temps
la perception d’autres objets. Les figures montrées ici sont en réalité
réciproquement transparentes. La « fluctuation » de ces figures qu’on
percoit comme appartenant a des systemes d’ordonnancement différents
confére une ambiguité structurelle a ces ceuvres d’art. Il faut bien distinguer
la transparence du désordre — nous avons la une ambiguité controlée, qui
se greffe sur une hiérarchie.

Kepes ne fait qu’énoncer briévement cette acception. Ceux qui ont
construit une théorie partant de la et I'ont appliquée a I’architecture ont
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bien été Colin Rowe et Robert Slutzky dans leur ouvrage de 1995 déja
cité - « Transparency : Litteral and phenomenal ». La grande difficulté
reconnue par les auteurs réside dans la reprise du concept de la peinture —
ou la transparence n’est que représentation — pour |"architecture, ot la
transparence existe en réalité. Parler la de transparence virtuelle semble
assez difficile et s’oppose a un bon sens primaire. Mais Rowe et Slutzky
voulaient définir la complexité fondamentale des conceptions spatiales
modernes, en distinguant entre une transparence littérale des grands pans
vitrés (un symbole du modernisme pour la plupart) et la transparence
phénoménale (la traduction par « virtuelle » parait plus pertinente pour
les langues latines) ou transposée comme mode de composition. En effet,
si les grandes surfaces vitrées des boites en verre, réduites trop souvent
la modernité, permettent la perception des espaces de I’extérieur vers
I'intérieur et réciproquement, ces éléments gardent leur intégrité et
leur apparence monovalente. Pour cette raison, I'utilisation extensive
du verre ne permettrait pas I’analogie avec les peintures cubistes. Les
auteurs ont comparé dans ce sens la richesse des interpénétrations et des
ordonnancements dans les ceuvres de Le Corbusier avec la rigidité et les
limites fermes des batiments qui ne sont transparents qu’a ce premier degré
(comme le célebre siege du Bauhaus construit par Walter Gropius).
L’apparente contradiction du sens évident du terme et d’une perception
générale assez figée sur le modernisme a fait que ce texte, quoique tres
connu, n’ait pas réussi a introduire un nouveau paradigme d’analyse.
Le seul a avoir pratiquement interprété le concept a été le professeur
Bernhard Hoesli, dans les commentaires aux différentes republications
de l'ouvrage cité et dans son activité didactique a la Polytechnique de
Zurich. Le développement di a Hoesli réside surtout dans I'usage de la
transparence virtuelle comme élément d’analyse formelle ouvertement
anhistorique et appliquée non seulement aux ceuvres du modernisme du
XXéme siécle, mais a I’architecture de partout et de toutes les époques. La
possibilité de lectures multiples et I'interpénétration spatiale ne supposent
plus les principes et les matériaux modernes. L’étape suivante est le
transfert de |'idée de I’architecture vers la lecture et le projet des espaces
urbains. Le concept de « ville dialogique » introduit par Hoesli décrit la
ville comme un ensemble continu d’espaces et de masses construites se
trouvant dans une stricte interdépendance. Des types d’espace, comme
les niches, les cours intérieures, les passages ou les portiques peuvent
étre pergues comme appartenant simultanément aux batiments et au tissu
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urbain, dans une logique de la continuité dans laquelle I'espace général
du territoire, celui extérieur de la ville et celui intérieur des batiments font
partie du méme milieu’.

Sur les traces de Bernhard Hoesli, je me permettrais de discuter un
peu les sens du terme « espace physique ». Un premier niveau serait
celui de I'espace contenu, total, universel, sans forme, a caractéere
plutot mathématique. Le monde dans lequel nous vivons représente
un systeme d’espaces découpés dans cet espace homogene et infini.
L’espace architectural n’est pas tant un milieu ou une portion de territoire
géographique, qu’un « objet » défini matériellement, avec une forme
particuliere. Cette définition peut résider dans |’occupation d’une portion
de l'espace général avec différents éléments (pensons par exemple
a I’emplacement d’une maison dans une plaine ; par ce geste nous
définissons son espace entourant et le faisons perceptible). La deuxieme
modalité, qui donne a I’espace une forme pratiquement aussi tangible que
celle d'un volume, est de définir I'espace par la construction des limites.
Celles-ci ne sont pas des lignes abstraites : par exemple, les parois d’une
chambre, avec leurs ouvertures, proportions et matériaux, ot I'ensemble
des facades des batiments qui délimitent et donnent le caractere d’une
rue ou d’une place.

Dans ce sens, je définirais la transparence virtuelle comme un mode
particulier de définir les limites, dans lequel les frontieres se spatialisent,
se transformant de frontieres linaires en frontiéres profondes. Les limites
deviennent espaces, qui appartiennent simultanément a des systemes
différents. Je crois qu’on peut alors parler de transparence, en fait des
espaces transparents, dans le cas de du « parthénon » ou dans celui de
« I'engawa » entourant les maisons traditionnelles japonaises.

C’est en partant de ces sens du terme transparence que j'essaye de
construire un modele d’analyse des espaces urbains et architecturaux et
de leur articulation. Comme Rowe et Slutzky, dans ses textes (d’ailleurs,
peu nombreux), Hoesli a préféré illustrer un ensemble d’idées par un
nombre d’exemples relevants et de montrer qu’on peut parler dans ces
cas précis de transparence virtuelle. Si nous acceptons qu’il s’agit la de
caractéristiques qui ne sont pas le propre d’une culture ou d’une époque
historique, et qui décrivent des aspects fondamentaux , il nous faut trouver
une méthode pertinente de lire de facon systématique ces phénomenes,
en appliquant une série de critéres d’analyse.
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Bien sdr, I'utilisation du terme transparence comporte le risque
permanent de confusion avec le sens propre du mot. D’ailleurs, dans
beaucoup de cas, c’est une transparence littérale qui permet I’émergence
de celle virtuelle. Pourtant, je le crois plus fertile pour une analyse sur
Bucarest (et pas seulement) que d’autres termes, comme par exemple
ouverture, espace intermédiaire ou porosité. L'espace intermédiaire —
fétichisé comme élément spécifique de I"architecture roumaine — est
beaucoup trop lié a 'objet architectural et ne couvre donc la gamme
des possibilités. Il en va de méme pour celui, beaucoup plus a la mode,
de porosité : s'il décrit assez bien un type de limite qui se spatialise,
il ne suggeére pas I’entrecoupement, la superposition des systemes. Ni
celui d’ouverture, qui me parait le plus proche ne se réfere du tout a
I’ambiguité qui caractérise si fortement les exemples donnés et la forme
urbaine de Bucarest. La maison hollandaise typique, avec sa fagade
complétement vitrée reléve d’un type entierement différent d’ouverture
que celle balkanique ou roumaine, avec si peu de fenétres, mais dotées
de la grande véranda qui ouvre la maison sur 'extérieur. De méme, on
appelle urbanisme ouvert les principes de planification modernistes, en
comparaison avec une la ville traditionnelle compacte et fermée. Mais ce
modele, comme on le voit a Brasilia et dans bien de quartiers de logements
réalisés a I’Ouest comme a |’Est, propose un espace total, homogene, dans
lequel flottent des objets isolés et clairement définis. Aucune ambiguité,
aucune articulation, mais un contraste trés ferme entre les volumes et
I"espace, entre les objets et le fond.

Il faut rappeler ici que la transparence ne devrait étre confondue avec
le désordre. Nous parlons d’une complexité et d’'une ambiguité controlées.
Les éléments suivent un ordre compositeur principal (le parcellaire et
I’alignement d’une rue ou la volumétrie essentielle d’une construction)
mais permettent en méme temps plusieurs lectures. Au lieu de la logique
du « comme ceci ou comme cela » nous sommes tout simplement dans
celle du « comme ceci mais aussi comme... ».

La deuxieme idée essentielle de la démarche théorique, et qui justifie
le sous-titre « une discussion sur les limites et I’habiter » est d’essayer
d’aller au-dela des implications strictement morphologiques. Tant Rowe
et Slutzky comme Hoesli ont choisi de lire les formes architecturales
et urbaines en tant que systémes autonomes, sorties de leur contexte
social et historique. Or, il me semble que cet acte humain essentiel qui
est I’habiter signifie toujours la construction d’un centre, mais aussi (et
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peut-étre surtout) la construction des limites. Limites non pas dans le
sens d'un état vers lequel on tend, mais dans celui des frontiéres, de
circonscription d’un lieu, d’interface entre les territoires. Je me permets
donc de considérer la transparence d’un tissu urbain comme I’expression
physique d’'un mode d’habiter. L’une de ces catégories qui ressort de la
plupart des exemples données jusqu’ici est I'interface entre I'intérieur et
I"extérieur. L’autre serait celle de la relation entre le public et le privé.
Il est trés nécessaire de discuter un peu ces deux termes. Le public et le
privé ne représentent pas deux catégories opposées que d’un point de vue
strictement [égal. Dans la pratique de I’habiter, il y a dans chaque culture
des nuances de privatisation de I"espace public (public, semi-public,
semi-privé) —un cul-de-sac est autrement public qu’un grand boulevard —
et de I'espace privé — I'espace sous l'auvent, le hall et le séjour sont
des espaces privés avec de différents degrés de contamination par le
public®. Ces superpositions et cette gradation ont toujours existé lors de
I’aménagement de |'espace par une communauté. Mais la fagon dont on
négocie les transitions est trés liée a la forme et a la question des limites.
C’est encore un point ol cette compréhension de la transparence me
parait trés fertile.

Instrumentaliser le concept de transparence virtuelle.
Une méthode

Pour synthétiser, la transparence virtuelle d’un tissu urbain est un état
d’organisation du territoire pour lequel des éléments peuvent se lire comme
appartenant simultanément a plusieurs systemes d’ordonnancement
(intérieur — extérieur, public — privé). Le degré de transparence résulte non
seulement du type de ces éléments, mais aussi de la fagon dont ceux-ci
se combinent dans un systeme complexe. Pour qu’on puisse parler de
transparence d'un lieu particulier ou d’une culture urbaine, il faut que
cette qualité dépasse les styles et s’inscrive dans une durée historique.
L’analyse du phénomene devrait permettre la lecture synchronisée des
passages entre ces deux catégories fondamentales : de I'extérieur vers
I"intérieur et du public au privé, donc la fagon particuliere de conjuguer
I"intimité et I'exposition, I'individuel et le collectif.

Comment passer d’un constat ou d’une hypothése a une analyse
proprement-dite ¢ D’autant que la transparence en soi ne saurait étre
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I"apanage d’une culture urbaine particuliere — elle apparait a certains
degrés pour tous les cas et a toutes les époques. Pour qu’on puisse affirmer
que la transparence donne une identité a un cas particulier, il faudrait
déceler la nature de ces éléments, leur présence systématique et les types
de combinaison qui ont comme résultat, dans un temps historique, cette
identité. Il ne faut pas se faire des illusions : comme pour d’autres qualités
de 'espace urbain et architectural, la transparence ne peut étre mesurée
d’une facon absolument précise et objective. L’analyse sera toujours moins
quantitative que qualitative, dans une logique du « plutot ».

La méthode proprement-dite réside dans la définition de trois paliers
ou se manifeste |a transparence. Ce sont la des découpages d'analyse, qui,
en réalité, se superposent en une image globale. Cette décomposition a
pour but de permettre une lecture plus rigoureuse, une présentation des
résultats et une comparaison des sujets. La succession des trois paliers
suit en méme temps une logique de trois catégories de passages : de
I"échelle urbaine a celle de I'objet architectural, du public au privé et de
I"extérieur a l'intérieur.

e Le premier palier est celui des différences qui apparaissent dans le
cadre de I'espace public, donnant a celui-ci un caractére plus privé :
dilatations des voies, excroissances, poches ou alvéoles spatiales.

e Aunsecond niveau, qui articule la ville et I'architecture, la transparence
apparait suite au mode d’implantation des batiments sur les parcelles :
entailles dans les fronts construits, retraits de I’alignement, la position
et la forme des cours. Ces opérations peuvent déterminer des espaces
qui sont privés, mais ouverts sur l'espace public, participant ainsi
visuellement a tous les deux systémes.

e Le troisieme palier est constitué par les espaces intermédiaires entre
I"extérieur et 'intérieur dans le cadre des batiments : avancées et
retraits partiels, balcons, loggias, portiques, bow-windows ; dans
cette catégorie peuvent entrer aussi des éléments décoratifs, quand
ceux-ci sont plus fortement articulés par rapporter au volume principal,
déterminant ainsi des couches spatiales (corniches, profils de toute
sortes etc.).

Ces paliers déterminent une grille d’analyse qui serait appliquée a une
aire de recherche définie — une ville ou une culture urbaine particuliére,
en fait a des études de cas significatifs. Il s’agit d’illustrer sur des plans des
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ensembles urbains, choisir les zones de transparences selon les trois paliers
et d’essayer d’en comprendre la logique. Cette analyse morphologique a
base de plans et des informations supplémentaires doit obligatoirement
se faire pour des situations successives du méme territoire. Si on veut
parler d’identité, la perspective diachronique est indispensable : on décrit
ainsi non un état, mais un proces, les permanences et les évolutions d’un
mode d’habiter au cours d’une période historique. L’analyse sera mise
en contexte : elle sera mise en rapport avec |'histoire urbaine de I'étude
de cas et les exemples seront comparés a d’autres de la méme période,
mais se situant en dehors de |"aire d’étude.

Le probleme majeur réside, d’aprés moi, dans |’articulation de cette
analyse spatiale avec les phénomeénes sociaux. Dans quelle mesure la
transparence se lie-t-elle a certaines pratiques et comment décrire cette
interdépendance ? Si nous acceptons le principe que le moyen de définir
les limites caractérise une culture de I'habitat, je verrais pratiquement
deux possibilités :

La premiére consisterait tout simplement dans |’offre du résultat pour
des recherches ultérieures. De méme que le concept a été transféré de
la peinture moderne a I’architecture moderne, de la a I’architecture et la
ville en général, et, par ce que j'essaie de faire, a une méthode d’analyse,
on pourrait envisager une étape suivante, dans laquelle les résultats et
les hypotheéses seraient utilisés par des recherches provenant d’autres
disciplines, qui, par leur nature, analysent les faits sociaux mieux que je
ne le pourrais jamais. Dans cette variante, les conclusions resteraient a
I"état d’hypotheses, éventuellement mises en rapport avec des études déja
existantes dans le domaine des sciences humaines’.

La deuxieme possibilité est liée a I'idée de la perspective diachronique.
Si on décrit un proces, il est plus facile, au moins pour certains moments,
de lier I’évolution spatiale de I’évolution sociale. Des changements forts
dans la transparence du tissu peuvent étre ainsi liés a des ruptures dans
le plan des formes sociales.

La transparence a Bucarest

Nous avons énoncé en bref au début de cet ouvrage quelques éléments
qui semblent montrer une transparence du tissu bucarestois. La profusion
des entailles dans les fronts construits, des retraits et des espaces entre les
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batiments et des éléments-tampon entre I'intérieur et I’extérieur paraissent
suggérer cette qualité. La période dans laquelle ce phénomene se manifeste
dans sa vraie ampleur, est celle de la modernité, du début du XIXeme
siecle a I'avenement du régime communiste a la fin de la Deuxieme
Guerre mondiale. Nous étudierons aussi les évolutions pendant I'époque
socialiste (1947-1989) et des dernieres 15 années.

Si profondeur du tissu il y a, dans quelle mesure elle serait autre
chose qu’une rémanence rurale, disparaissant de plus en plus avec le
développement de la ville 2 Pour répondre a cette question, il est utile de
jeter un regard sur la ville avant-moderne, comme elles nous est montrée
par les quelques batiments survivants, les images d’époque et le premier
plan topographique rigoureux, celui rédigé par le majeur Borroczyn en
1856. Le Bucarest de cette époque ne parait trop différent, du point de vue
de la morphologie essentielle, de la majorité des villes balkaniques. Les
espaces civiques proprement-dits manquent, la ville s’agglutine autours de
plusieurs poles représentés par les principales églises. Au découpage net
entre I'urbain et le rural si typique du monde occidental s’oppose ici un
mélange déconcertant entre ces deux mondes. Ceci est dii essentiellement
au fait que, pendant le XVileme et le XVIlleme siécle les fortifications,
qui n’étaient pas agrées par les sultans, disparaissent complétement. La
ville a ainsi pu se développer librement. Nous distinguons une zone
centrale trés dense, d’oll partent des arteres principales construites d’une
maniere tout aussi intense, et entre lesquelles s’étendent des morceaux de
tissu quasiment rural, avec des concentrations locales autour des églises
paroissiales ou des monasteres. Pas un grand village ou un assemblage
de villages donc, comme le veut le cliché, mais un mélange d’urbain et
de rural. Pourtant, méme dans les zones denses nous distinguons des
dilatations de I’espace de la rue qui déterminent des zones a caractere
différent, des retraits et des crevasses dans la masse batie qui alterent
le découpage net entre le public et le privé ou entre les constructions
et I'espace libre. Cette dilution se continue par les vérandas ouvertes
(cerdac) ou fermées par des vitrages (geamlic), par les bow-windows et
les avancées du toit qu’on voit dans les gravures d’époque.

Je crois qu’on peut voir dans cet effort de négocier les limites dans
les conditions d’une haute densité une hypostase avancée de |’évolution
du territoire urbain dans la période moderne. La modernisation urbaine
a Bucarest jusqu’a la Deuxieme Guerre mondiale n’a pas été celle des
grandes opérations ; elle s’est concentrée sur la restructuration d’un
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territoire existant, le remplacement de I’ancien fonds bati et la densification,
suivant les différents reglements, et il semble que I'on ait réinventé en
permanence des nouveaux moyens de créer la transparence. Il est presque
impossible de cerner la part exacte de ce qui est volonté — des autorités
ou des professionnels — ou tradition, permanence et commande sociale.
La rectification des voies et espaces publics est affaire de la municipalité
et des planificateurs. Pourtant, le fait que les alvéoles et excroissances
des rues spécifiques a la ville ancienne sont ordonnées ou remplacées
par des innombrables applications des modeles occidentaux, mais d'un
caractére semblable — squares accolés a la rue ou culs-de-sac — semble
indiquer un certain type de pratique de |'espace public. Si on se réfere
aux autres paliers, qui concernent la construction sur sa parcelle, il est
intéressant de voir comme I’évolution des types anciens et des modeles
importés agencent la transparence. La maison-wagon, de loin, le type le
plus fréquent de la fin du XIXéme et du début du XXeme siecle est un des
symboles de la ville, a son origine dans la maison isolée sur son terrain,
caractéristique autant pour la campagne que pour la partie périphérique
des villes. La densification du tissu et le morcellement parcellaire qui
a engendré des lots tres étroits et profonds, aurait du avoir comme
conséquence « logique » le passage a la maison entre mitoyens. Par contre,
celle-ci est trés rare ; les maisons arrivent jusqu’a la rue, il est vrai, puis
se collent a une extrémité et laissent libre une cour, par laquelle se fait
I"entrée dans la maison. Il n’y a donc pas d’avant-cour et d’arriére-cour,
comme dans les lotissements anglais, par exemple, mais des cours
profondes qui laissent percevoir jusqu’au fond de I'ilot et établissent un
filtre entre I’espace de la rue et celui de la maison, privé et intérieur®. Le
résultat, encore tres caractéristique pour la zone centrale autour du centre
médiéval — une morphologie en peigne, avec un tressage de laniéres de
constructions et d’espaces libres.

Méme dans les opérations nouvelles, suivant clairement les modéles
occidentaux on peut remarquer cette qualité. Les beaux quartiers de type
ville-jardin du nord de la ville sont en fait tres fortement construits. Les
villas sont si proches les unes des autres, qu’il s’ensuit une image qui n’est
pas vraiment suburbaine, la perception oscillant entre celle des objets
isolés et celle d'un alignement interrompu régulierement. Quant aux types
architecturaux, il faut noter que les maisons en bande sont extrémement
rares, méme pour les logements sociaux. La densité nécessaire est obtenue
soit par de maisons couplées, soit par un type tres fréquent pour le Bucarest
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de I'entre-deux-guerres, la villa urbaine isolée ou couplée, abritant deux,
trois ou quatre appartements : on renonce au privilége du jardin individuel
pour garder I"espace intermédiaire entre soi et les autres. Je vais discuter
les maniéres d’obtenir de la transparence dans les conditions du centre, ot
la contiguité devient obligatoire a cause des reglements et des conditions
économiques, dans le cadre des études de cas choisis’.

Cette complexité ne s’atrophie pas vraiment que dans les grandes
opérations de I’époque socialiste. Je ne crois pas qu’il s’agisse la seulement
des nouvelles données de la production (la préfabrication industrielle et
la non-existence de concurrence qui ne favorisent pas la richesse et la
complexité de solutions), mais, en premier lieu, de la disparition de la
négociation complexe entre le public et le privé spécifiques aux sociétés
traditionnelles et modernes libérales. L’état comme pouvoir totalitaire,
unique financier et exécutant a déterminé une prééminence absolue
de I'espace public (celui privé étant pratiquement réduit a celui des
appartements) et une société qui n’intervenait pratiquement plus dans la
production de l'espace qu’on lui imposait. La médiation, la complexité
et I'articulation ne devenaient tout au plus des problémes techniques et
professionnels. Ces aspects et ceux visant la période d’aprés 1989 pour
chaque étude de cas et dans les conclusions.

La grille d’analyse sera appliquée, dans un essai de lecture diachronique,
a trois exemples que je crois représentatifs pour I’'évolution urbaine et
architecturale entre 1800 et 1940, mais aussi pour les 15 dernieres années,
et qui montrent aussi des aspects du paradigme de I’époque socialiste.
Il s’agit d’une portion de la Calea Victoriei, une des axes essentielles
autant pour la ville ancienne que pour celle moderne, d’un fragment du
boulevard Magheru — le fier axe d’'une modernité ambitieuse d’avant la
guerre, et d’une partie de la rue des Plantes (strada Plantelor), située dans
une zone qui, il y a 150 ans, tenait autant de I'urbain que du rural et qui
aujourd’hui est en plein centre-ville.

Calea Victoriei, entre la rue Campineanu et
le boulevard Elisabeta

Calea Victoriei est une des plus vieilles rues de Bucarest et une des plus
importantes — c’était d'ailleurs I’axe principal avant la percée du boulevard
Magheru. Toutes les couches de I'histoire de la ville s’y trouvent. Méme
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s’il a souffert des nombreuses rectifications a I'époque moderne, le tracé
tortueux est assez semblable a I’ancien. Le spécifique de son espace est
bien connu et plus accentué que pour toute autre rue de Bucarest : des
poches d’espace, des dilatations et des rétrécissements qui déterminent
un balancement permanent entre la logique spatiale d’une rue — uniforme
et directionnelle et celle d’un assemblage d’espaces de type semi-public
ou de places. Le segment choisi, qui comporte des habitations mais aussi
des programmes publics est, a mon avis, représentatif. Les alvéoles sont
marquées en gris clair (premier palier), les passages qui ouvrent les cours
intérieures sur la rue, les portiques et les auvents dans une nuance plus
foncée ; les loggias, les retraits de I’alignement aux niveaux supérieurs
qui forment des terrasses et les balcons appartiennent au troisieme
palier. Il est intéressant de comparer la situation dans le plan Borroczyn
a celle d’aujourd’hui : bien que ces pulsations de I'espace public soient
présentes a I’époque avant-moderne, il ne s’agit pas vraiment d’une inertie
d’une structure traditionnelle. La majorité de ces situations apparaissent
a I"époque moderne, montrant plutot I’évolution dans des nouvelles
conditions de densité et en adaptant des modéles résolument occidentaus,
d’une philosophie de I'occupation du territoire.

Les interventions de |’apres-guerre sont minimes : un immeuble
d’appartements qui reprend une parcelle existante et un hotel qui date
de 2004 qui délimite la placette ouverte sur la rue devant le théatre
de I’Odéon. Par contre, le bel et tres bucarestois espace vers la rue
Campineanu a disparu : la démolition aprés 1945 du Théatre National n’a
laissée qu’un terrain vague déstructuré qui sera rempli prochainement par
une opération immobiliere sans caractere urbain ou architectural.

Le boulevard Magheru, fragment entre la rue
Arthur Verona et 'immeuble Ciclop

Le boulevard Magheru a été percé dans les années 30, époque d’un
développement urbain sans précédent et d’un enthousiasme généralisé
pour le modernisme. Il s’agit d’'un axe complétement nouveau et
qui a généré une trés intense occupation du territoire. 1l n’y a aucun
élément stylistique ou typologique d’origine roumaine : I’axe vient de la
grande tradition parisienne du XIXeme, les plans suivent les typologies
métropolitaines de fin de siecle modernisées, et I'architecture est, a part
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quelques intrus néo-classiques ou du style néo-roumain, homogene et
moderniste : volumes simples, fenétres et balcons en bande, toits-terrasse
(ou avec une trés petite pente imitant le toit-terrasse). La densité a fait que
les cours intérieures, comme on les voit a Budapest et souvent a Paris
ont été soit transformées en cours de lumiere pour les fonctions annexes
soit ouvertes vers la rue. Dans ce dernier cas, assez fréquent, des zones
de transparence sont crées, qui appartiennent autant a I'immeuble qu’a
la rue. Elles travaillent ensemble avec les élargissements du boulevard
et avec le troisieme palier, constitué par les trés complexes espaces
intermédiaires. Il parait que I'extréme densité, donc la trés petite surface
libre a I'extérieur et les voisinages trés proches, se sont concentrés sur
la plus petite aire possible le maximum de filtres, qui s’enchainent et
se superposent : balcons, loggias (souvent en continuation), terrasses
obtenues par les retraits de I’alignement, mais aussi des éléments de
décoration. Le souci esthétique de créer une image moderniste, méme si
la structure et le volume de base sont plus conventionnels a déterminé
des petites avancées de la facade qui donnent I'image de bandeaux
horizontaux et aussi des rebords profonds pour renforcer cette image ; il
résulte une peau extérieure avec une texture profonde, créant ainsi des
minces couches d’espace sur la fagade.

Le boulevard Magheru est un des peu nombreux ensembles urbains
dans lequel les interventions de I’aprés-guerre ont respecté la structure
existante (alignements, hauteurs de corniche et aussi une architecture
qui se revendique de la modernité). Mais les nouvelles conditions
d’occupation du terrain (libération forcée et construction d’un seul coup et
non pas achat et remplacement successif, puis construction par promotion
individuelle suivant les réglements comme dans le régime libéral d’avant)
ont déterminé un appauvrissement de la transparence : ce sont des barres
simples, sans retraits ou avancée et qui ne s’articulent que fort peu au
tissu existant. Les interventions des derniéres 15 années — fermetures de
balcons et terrasses surtout — opacifient les fronts et détruisent |'image
de I'ensemble.

La rue des Plantes, entre les rues Mantuleasa et Sf. Stefan

I s’agit d’une rue relativement nouvelle de Bucarest, située dans la zone
centrale, prés de la Calea Mosilor et du boulevard Pache Protopopescu.
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Comme on le voit dans le plan Borroczyn, vers 1860, la zone, trés
proche du centre historique, avait pourtant un caractére pratiquement
rural, avec quelques maisons éparpillées et I’église Mantuleasa marquant
le début de la zone urbanisée. La majorité des maisons de la portion
choisie est construite vers la fin du XIXéme et le début du XXeme siecle —
maisons-wagon ou villas isolées ; il y a des interventions des années
20 et 30, obéissant aux reglements respectifs, de style moderniste ou
néo-roumain. Enfin, au début des années 70 quatre immeubles R + 7
ont été construites, dont I’échelle et le mode d’implantation détonnent
avec le reste du quartier. Tout ¢a fait de la rue un exemple représentatif
pour la zone centrale en dehors du centre historique proprement-dit. Les
caractéristiques morphologiques originelles et les transformations de la
période de transition sont marquées sur deux plans différents.

Le premier palier — celui des différenciations dans le cadre de |’espace
public —n’est pas représenté ici. En échange, la transparence issue du mode
d’implantation des batiments parait tres importante : la construction en
profondeur, I'ouverture vers la rue et la grande proximité des immeubles
définissent des espaces intermédiaires fort bien contournés ; I'acces se
fait toujours par la cour, méme si les constructions sont alignées a la
rue. On voit bien dans cette étude de cas, que certaines caractéristiques
de l'implantation ne sont pas seulement des rémanences d’un passé
péri-urbain ou liés a des styles et époques, mais survivent dans des
constructions qui sont tout, sauf d’origine rurale ou balkanique : les villas
des années 20 ou les immeubles de rapport des années 30.

Dans le plan de la rue, seulement I'espace autour des immeubles des
années 70 reste blanc. On voit ici trés bien la différence entre I’ouverture,
dans le sens de I'urbanisme ouvert — des objets isolés dans un espace
uniforme — et la transparence. Point de superposition ou d’articulation
ici, mais une collision de deux systemes : les quatre constructions ne
définissent aucun espace positif, mais seulement des zones résiduelles,
qui sont fort peu capables d’engendrer la transparence.

Le palier de I'implantation est soutenu par celui des espaces
intermédiaires des batiments, marqués en gris plus foncé et présents dans
tous les exemples : balcons, retraits, auvents et loggias qui s’entrecoupent
avec les cours, mais aussi la décoration introduisant une peau profonde
entre les corps des maisons et I'espace extérieur. Pour ce dernier palier,
I’analyse graphique des plans montre ces limites : la méme teinte marque
des espaces fort différents, des fois dans le cadre d’une seule maison. Mais
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différencier encore plus les teintes et montrer leur superposition rendrait
la lecture pratiquement impossible. Il faut alors choisir des exemples
significatifs de la zone choisie et marquer cette structure complexe en
détail.

Le second plan montre, toujours sans entrer dans le détail, les tendances
a opacifier d’aprés 1989. L’action la plus simple et la plus fréquente est de
fermer les clotures filigranes en fer forgé avec des plaques en tole ou alors
les remplacer avec des murs en béton. Bien sir, ces mesures agissent au
niveau de la transparence littérale. Mais, en bloquant la continuité entre la
rue et les cours, ces dernieres perdent de leur qualité d’espace intermédiaire,
les limites plus fortes changent leur caractere, et la profondeur des fronts
s’atrophie. Il en va de méme pour la fermeture des balcons dans les quatre
immeubles socialistes, quasi-totale a Bucarest, qui transforme ceux-ci en
espaces intérieurs. Enfin, le dernier type d’intervention, et le plus violent,
est représenté par les nouvelles constructions, qui expriment parfaitement
le désir de fermer et de cacher.

Conclusions. Vers une culture de I'opacité

Comme il a été dit plus haut, aucun des éléments qui donnent de
la transparence virtuelle a I'espace urbain bucarestois n’est vraiment
spécifique a celui-ci. Ce que j’ai essayé de démontrer est que le concept
de transparence virtuelle peut étre utilisé dans I"analyse des tissus urbains,
et qu’une présence nombreuse d’éléments qui assurent cette qualité
sur divers paliers et surtout leur imbrication dans une structure plus
complexe peuvent aider a définir une culture urbaine dans I'occurrence,
Bucarest. Apres avoir appliqué la grille d’analyse a Bucarest, il apparait
que la transparence est décelable comme trait morphologique structurel
dans tous les trois exemples, qui représentent des situations urbaines
tres différentes. Ce sont le degré et les moyens par lesquels se réalisent
la continuité, le passage complexe entre I"espace public et privé et entre
I"extérieur et I'intérieur qui changent, mais la qualité essentielle est gardée
et développée au cours de I’époque moderne et pour des fonctions, styles
et situations tres différentes.

Cette courte étude ne permet pas une analyse profonde d’autres
contextes. Toutefois, si on regarde par exemple des fragments des tissus
centraux de Zirich et de Budapest (deux villes d’ailleurs tres différentes)
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on observe que 1a, généralement, les places sont des lieux fermement
limités, reliés par les rues et non accrochés a celles-ci ; les constructions
définissent une limite stricte d’alignement, et les espaces intermédiaires —
jardins de derriére ou cours demi-privées pour les immeubles collectifs
et publics — se retrouvent au coeur des ilots, se reliant éventuellement a
I"espace public par des passages couverts.

Par comparaison avec ces villes beaucoup plus homogénes, Bucarest
parait faite seulement de collisions et de sauts d’échelle. Bien sdr que ce
cliché cache une réalité plus profonde, et qu’il y a (encore) des fragments
plus unitaires et en méme temps a échelle humaine. Pourtant, la qualité
qui semble se retrouver dans toute la ville d’avant-guerre (mais aussi dans
certains ensembles d’apres 1945) et qui devient donc un élément d’unité,
semble bien étre la transparence du tissu.

Ceci nous emmene a la premiére conclusion de cette étude, a caractere
strictement architectural : la transparence pourrait devenir une des
qualités a suivre pour des insertions ou des réhabilitations dans la zone
centrale, mais aussi pour des batiments ou des ensembles nouveaux. Je
crois que I"éclectisme et les incohérences dues a |’histoire mouvementée
de cette ville ne doivent pas servir de prétexte pour construire n’importe
ou, n'importe comment. Plus que jamais, apres les destructions et les
interventions mégalomanes des derniéres décennies de la dictature et
dans les conditions d'un développement présent anarchique, il faut
essayer d’articuler les parties disparates, de « recoudre » les fragments et
s’insérer dans une continuité. Celle-ci ne saurait étre stylistique (absurde
dans le cas de Bucarest), ou s’arréter a un régime d’hauteur, mais agir a
un niveau plus profond.

De toute évidence, il ne faut pas croire a une recette infaillible ; il
est toujours difficile de passer de I'analyse au projet, et il y a le grand
risque d’appliquer de fagcon mécanique les modeles traditionnels, dans
un contexte qui n’est plus le méme. C’est le principe qui compte, alors
que les éléments peuvent changer. Si on regarde dans une perspective
diachronique, la transparence de la maison-wagon est bien différente
de celle des grands immeubles d’appartements modernistes ; chaque
époque semble avoir inventé sa propre forme de négocier les limites.
Il est peut-étre stupide de s’acharner a projeter des balcons qui seront
fermés par les locataires. A nous de trouver les moyens de réinventer la
transparence dans les conditions d’aujourd’hui.
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La question du contexte social nous emmene au probléme essentiel
du type de recherche que j’ai essayé de construire : dans quelle mesure
et comment cette transparence du tissu bucarestois exprime-t-elle une
culture de I"habiter ?

Le fait d’établir des liens directs entre des caractéristiques spatiales et
des faits sociaux généraux semble assez risqué. Les conditionnements sont
réciproques (I'espace nous forme autant que nous le formons) et beaucoup
trop complexes. Le climat est évidemment important — pourtant, dans des
climats semblables les modes d'habiter different considérablement. Pour
ne pas aller tres loin, les villages saxons de Transylvanie par exemple,
ou, d’ailleurs, les maisons s'implantent d’une fagon assez semblable,
montrent des fronts continus, séparant nettement le public et le privé. De
I"autre coté, il ne s’agit pas de groupes sociaux homogenes. Les habitants
du boulevard Magheru étaient différents comme structure sociale de
ceux de la rue des Plantes ; il faut aussi différencier ce qui est action de
I"autorité sur I'espace — formes des batiments et des espaces publics — de
I"habitation en soi.

Une analyse qui prendrait en compte toutes ces déterminations me
parait impossible, sinon dans des grandes équipes pluridisciplinaires.
Et, toutes ces différences mises a part, nous nous trouvons face a un
phénomeéne global, qui semble dépasser les projets urbains, les modeles et
méme les différences sociales. Dans ces conditions, je ne peux qu’essayer
de donner quelques directions d’approche et quelques hypothéses.

Je voudrais d’abord discuter une conclusion qui a premiére vue
parait pertinente : elle indique que c’est I’espace public faible qui
détermine I’agencement d’innombrables filtres, comme autant de
zones de remplacement, des lieux protégés ou on peut se montrer
et se rencontrer. Lieux dont les cultures urbaines plus fortes auraient
moins besoin. Mais cela est contredit par le développement historique.
Il'y a eu une croissance et des transformations de la transparence
accompagnant une urbanisation progressive, et non l'inverse, et surtout,
dans la situation d’apres 1989, quand I'espace public, incomparablement
plus problématique qu’avant la guerre, n’a pas engendré des filtres
supplémentaires, mais, au contraire, et comme on verra plus loin, emmené
une fermeture de plus en plus prononcée. Ou alors faudrait-il accepter
I"existence d’un point de rupture, dans lequel la décadence de |'espace
public renverse une évolution précédente. De toute fagon, je crois
qu’on peut accepter I’hypothéese d’une ouverture médiée entre le public
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et le privé, une tendance jamais exprimée explicitement d’agencer un
« amortissement » entre la grande échelle de la ville et I'unité individuelle
d’habitation ou dans d’autres termes, de domestiquer I"espace urbain.
Une ville d’espaces semi-publics et semi-privés qui s’articulent a une
armature générale.

En ce qui concerne les batiments en eux-mémes, il y a stirement une
ancienne tradition des espaces intermédiaires, qui d’ailleurs n’est pas
seulement roumaine, mais propre, dans des diverses variantes, a la culture
d’habitation balkanique. Dans ce cas précis, il s’agit peut-étre de la tension
entre une volonté d’ouverture et un individualisme prononcé, qui résulte
dans cette obsession d’isoler le plus possible I'unité individuelle, de lui
assurer une zone d’espace libre propre tout autour, et d’englober des
portions de cet espace dans le cadre de la construction.

Je ne me risquerai pas plus loin dans les interprétations. Au moins,
dans une perspective diachronique, la fagon dont a évolué a Bucarest la
définition des limites pendant les dernieres 15 années peut étre corrélée
avec |"évolution sociale et donner ainsi des indices importants sur
comment nous commengons de nous rapporter a |’espace.

Evidemment, les obturations décrites dans les études de cas tiennent
en grande mesure a des considérations pragmatiques. La fermeture des
balcons assure une surface d’habitation, I'occupation de plus en plus
intensive de |'espace disponible ou, au moins, une protection thermique.
La fermeture des fronts de rue de méme, la vitesse et le poids grandissant
de ces changements semblent indiquer plus que ¢a : au fond, c’est une
question des priorités. Si on ne sacrifie plus comme auparavant des
meétres carrés précieux pour ces espaces intermédiaires, ca signifie qu’ils
ne sont plus importants. Et ceci n’est pas d@ seulement aux conditions
économiques. La profondeur des limites a un sens dans un systeme
normal, comme articulation entre le privé et le public, I'individuel et
le collectif. Dans le systeme socialiste, I'espace public est celui d’une
autorité absolue, le collectivisme est imposé, et I'espace privé devient le
refuge qui permet de garder un minimum de normalité. Aprés la chute
du régime, nous assistons a une trés logique explosion de I'individualité.
Du lieu du pouvoir, I'espace public devient un territoire qui n’appartient
plus a personne, dont on peut éventuellement accaparer des morceaux,
gu’on est obligé a utiliser, mais duquel on désire se retirer et se protéger. Le
territoire urbain tend de plus en plus a devenir un archipel de lieux privés
fermés, sirs et douillets. Plus d’articulation, mais séparation volontaire : les
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limites deviennent des barrieres. En méme temps, j’ai I'impression que les
derniers 45 ans nous ont fait oublier les réflexes normaux de I’habiter. La
surface représente |I’objectif principal, en dépit de toutes autres qualités.

La grande question est si cette relation problématique avec la ville tient
seulement des conditions de la transition, qui devraient s’arranger avec la
normalisation de la situation générale ou si nous sommes en train de finir
un chapitre de I’histoire de I"habiter. Au fond, la retraite progressive de
I"espace public et la tendance de le privatiser ne sont pas seulement des
phénomenes roumains, mais généraux. Dans |"absence des relations plus
stables, qui controlent les évolutions — comme c’est le cas pour la société
occidentale — peut-étre que ce que nous voyons ici n’est que |'expression
plus violente d’un développement global. C’est une question a laquelle
je ne peux pas me hasarder de donner une réponse.
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NOTES

1

Voir Joja, C., Actualitatea traditiei arhitecturale romanesti, Ed. Tehnica,
Bucarest, 1984 ou Harhoiu, D., Bucuresti, un oras intre Orient si Occident,
Editura Simetria, Bucarest, 1997.

Rowe, C., Slutzky,R., Transparence réelle et virtuelle (nouvelle édition
avec des commentaires de B. Hoesli), Les Editions du Demi-Cercle, Paris,
1992.

Vasiliu, A., Trottman, C., (sous la direction de ), Du visible a I'intéligible.
Lumiéres et ténébres de I’Antiquité a la Renaissance, edité par le Centre
d’Etudes supérieures de la Renaissance, Honoré Champion Editeur, Paris,
2004 et Vasiliu, A., Du diaphane. Image, milieu, lumiére dans la pensée
antique et médiévale, Ed. Vrin, Paris, 1997.

Gyorgy Kepes, The Language of Vision, Paul Theobald, Chicago, 1944.
Edition allemande, dans la collection Neue Bauhausbiicher, edité par Hans
M.Winiger, Florian Kupferberg, Mainz, Berlin, 1970, pag. 63. Le sens qui
nous intéresse est pour la premiére fois énongé, mais le terme de transparence
virtuelle n’apparait pas.

Hoesli, B., Hofer, P., ,Materialien eines dialogischen Stadtentwurfs”, dans
Werk/Archithese 33 /34, Oct. 1979, Zirich.

loan, A., Arhipretexte, Paideia, Bucarest, 2003.

Je pense par exemple a des ouvrages de synthése comme L’Histoire de la vie
privée ou L’Histoire de la France urbaine, toutes les deux sous la direction
de Georges Duby, qui manquent encore dans le contexte roumain et qui
seraient trés utiles pour une telle recherche.

Pour une description de ce type et de ces variantes, voir Crisan, R.,
Reabilitarea locuirii urbane traditionale, Editura Paideia, Bucarest, 2004.
Les modeles et leur adaptation, ainsi que le pradigme du modernisme
roumain - tempérance, rejet de |’utopie et acceptation par la société comme
élément d’identité — se retrouvent analysées dans les ouvrages Bucuresti, aniii
1920-1940. Intre avangardd si modernism, Ed. Simetria, 1994 et Machedon,
L., Scoffham, E., Romanian Modernism. The Architecture of Bucharest,
1920-1940; MIT Press, 1999.
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PASSION ICONOGRAPHY AND NARRATIVE
STRATEGIES IN THE MEDIEVAL FRESCOES
DECORATING THE CHURCH
IN MALANCRAV (ALMAKEREK, MALMKROG)
IN TRANSYLVANIA®

Introduction

After visiting Transylvania in the second half of the nineteenth
century, around the year 1863, the English traveler Charles Boner wrote
an extensive book detailing his impressions from his journey. The book,
entitled Transylvania: Its Products and Its People (London, 1865), describes
among other places the village and church of Mdlancrav (Malmkrog,
Almakerék, now in county of Sibiu)."

“There is a church here going fast to ruin, which, were it anywhere else than
where it is, would be carefully preserved from dilapidation. [...] Over the
altar are two good oil pictures on panel, of the fifteenth or the beginning of
the sixteenth century. They have been sadly treated; and the most curious
fresco paintings, representing the Passion, of the vaulted ceiling and walls of
the church, have been whitewashed over. But this has proved a protection,
and if carefully removed, which would be an easy matter, a great part of
the quaint old decoration might be preserved.” 2

This description suggests that the church, found by the English visitor
in a state of decay and destruction, had once been beautifully painted and

* This article could not have been written without the Getty-NEC scholarship
which facilitated a research trip to Berlin (June-July 2005). | would like to
express my special thanks to all those who helped in the realization of this
project: Maria Crdciun, Ruxandra Demetrescu, Gerhard Jaritz, Béla Zsolt
Szakacs, Axel Azzola, Mariela Steinberg de Serpa and Guido Steinberg.
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endowed with elaborate furnishings. Boner’s mention of the content of
the paintings — namely, the story of the Passion — introduces the subject
of the present study.

It is important to note that, visiting in 1863, Boner only got to see the
murals and the winged altarpiece used to decorate the sanctuary. Some
fifty years later, extensive restoration of the church carried out in the period
1914-16 revealed various previously unknown frescoes on the north wall
of the nave. These were first brought to scholarly attention in 1915 by
Laszlo Eber.3 What is puzzling about them is that, though dated earlier
on stylistic grounds, they, like the paintings in the sanctuary, include an
extant depiction of the Passion.

Several questions arise as to why two identical narratives were chosen
(one following the other) to decorate the same church: What are the
similarities and the differences in these iconographic depictions? Which
messages were addressed to the public and how were these transmitted?
Is it possible to link the choice of iconography with specific influences
(especially Franciscan) or were they already part of Late Medieval devotion
and witnesses to a common culture, the “Period Eye” that allowed people
to understand messages mediated by images?*

Proceeding from a particular case to a general situation might lead to a
sharper perception of the larger devotional context of Hungary during the
fourteenth and fifteenth centuries, a period in which the level of ‘popular’
devotion is harder to trace.

kK k

Like the rest of the Christian world, in medieval Hungary the story of
the Passion was one of the most frequently depicted narratives, especially
during the Late Middle Ages. However, the quantity of preserved murals
in this region is quite low.> Besides the scarcity of images, however, the
poverty of written sources (giving some idea of the messages spread by
sermon literature and books) also represents an important obstacle to
this inquiry.®

Although a selective overview of the content of these cycles appeared
in the survey of medieval Art in Hungary published under the direction
of Marosi in 1987, interest in a detailed study of the Passion cycles in
this area is quite recent. In his research into the decorative scheme in the
church at Poniky (Slovakia), Buran drew attention to the narrative style of
the Passion cycle in the sanctuary,® while Gerat tried to summarize the
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way it was depicted in general in the churches of Slovakia.? Consequently,
this study is still lacking in thoroughly researched comparative material.

Despite these objective shortcomings, the analysis performed for other
areas — for example, Germany, the Low Countries and Italy — constitutes
valuable background knowledge highlighting the changes that occurred
in the images depicting the Passion under the influence of Franciscan
ideology'? and Late Medieval devotional literature.'” Moreover, renewed
interest in the study of sermon literature in general has attracted scholarly
attention to this important additional source in the quest for a more
complex historical analysis."?

When dealing with images we must bare in mind that these “offer
us not a supplemental interpretative path, but one that is essentially
different”, as Lee Palmer Wandel put it in response to the paths opened
to such studies by Michael Baxandall, Svetlana Alpers, Andrée Hayum
and Patricia Brown."3 In the case of medieval Hungary, sometimes the
images are all we have: they are usually found in small country churches
less affected by the radical change and destruction imposed by fashion
(as was often the case in towns) or changed religious attitudes.

kK k

The fresco cycles in the church at Mdlancrav (one on the north wall of
the nave, the other on the north and the north-east walls of the sanctuary)
are quite rare among Transylvanian examples of medieval mural paintings
in that the decorative scheme is preserved almost entirely through the
whole church. The frescoes in the nave are dated in literature on stylistic
grounds at around 1350 or the second half of the fourteenth century.'
The murals in the sanctuary are dated before 1405 thanks to the presence
of some graffiti scratched into the surface of the frescoes on the south-east
wall.’ Depicting what is essentially the same story, these two decorative
phases were attributed to two distinct workshops practicing completely
different styles.

As is generally the case with wall paintings, the artist’s main limitation
was imposed by the church’s architectural framework.'® In the nave, the
entire history of the salvation of the humanity is summarized on one wall:
from the story of Creation'” to the Childhood of Christ,'8 the Passion
narrative and the Resurrection.' The sequence finishes with several images
of the Death of the Virgin.?® On the lower area of the wall — in fact, the
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upper part of the pillars separating the nave from the side aisles — there
are various representations of the Saints.?'

Compared with the decoration of the nave, the iconographic scheme
in the sanctuary seems at first sight to be more complex, for it contains
not only narrative cycles (depicting the Childhood of Christ, the Passion
and the Resurrection), but also several devotional images, including the
Man of Sorrows and the Mater Misericordiae alongside a large number
of iconic representations of the Saints.??

Significant differences occur in the formal arrangement of the cycles
in the two architectural spaces. Therefore, a comparative analysis of the
type of narrative and the formal strategies employed, as well as a study of
the scenes to which emphasis is given, might produce some meaningful
information about the messages for public consumption.

The gradual development of the
Passion story in the nave cycle

Recent decades of art historical writing have been characterized by
the firm opinion that the formal organization of paintings played an active
role in the process of transmitting messages.?? Analysis of the relationship
between spatial location and content, combined with the function of
framing, size, color scheme and the internal composition of the scenes,
provides many indications of how a narrative is recomposed.?* This
approach allows us to indentify the key-elements in a scheme.

In the nave, the pattern of formal arrangement follows what it is
called the linear Boustrophedon. Paintings cover the entire north wall of
the nave: the narrative begins in the upper left corner and finishes on the
right side before continuing on the second row, now from right to left,
and so on (Fig.1).2> This same pattern was sometimes used in fourteenth
century ltaly, and, as Aronberg Lavin indicates, its purpose was to fit a
more complex scheme of paintings into the limited space of a chapel.?®
In Médlancrav, however, this can hardly be the reason for its use, since the
north screen-wall (like the south wall of the nave) provides a relatively
large pictorial surface. Consequently, explanation must be sought either in
the painter’s personal artistic experience or among the specific intentions
behind the process of message transmission.?’

106



ANCA GOGALTAN

In order to identify the peculiarities of the Passion cycle in the nave
it would be useful to analyze it in relation with the larger iconographic
scheme on the north wall of the nave.

The painter in Malancrav used the boustrophedon style in order to
adapt several cycles for display on one screen-wall.?8 All the stories
develop in what is called a continuous narrative. The paintings look
like comic strips, arranged in five registers separated by thin horizontal
dark brown lines. They are crowded with characters that seem to fill the
whole height of the register.?? On closer inspection, we notice the formal
differences between the two upper registers, which are wider than their
lower counterparts.®? The stages representing the Creation of the natural
elements, as well as Adam and Eve, followed by the story of Christ’s
Childhood, are placed in neutral locations as suggested by a continuous
white background. The scenes are large and contain few indications of
three-dimensional space. It is the painter’s visible intention to minimize as
far as possible any disruption to the flow of the biblical stories. Individual
scenes in the narratives are introduced by various separating devices. In the
representation of the Creation, this role is given to the silhouette of God
the Father or his messenger at the moment when Adam and Eve are cast
out of Paradise. In the cycle for the Infancy of Christ, the same separating
function is performed by simple architectural structures, such as an arched
gate in the Visitation scene, the stable in the depiction of the Nativity and
Herod’s throne during his order for the Killing of the Innocents.

The viewer is told the ‘order’ of reading by means of compositional
details, such as the orientation of the bodies of the actors in various scenes
and their clear pointing gestures.

Step by step, a deconstruction of the compositional devices used in
the nave reveals the variety of formal strategies employed by the master
painter in depicting the stories of the Bible. A slightly different situation
than in the first two registers can be observed on the third and fourth rows,
where the Passion cycle is depicted.

Here the rhythm of the narrative becomes more dynamic. The separation
between individual episodes is formally expressed by thin brown lines
similar to those dividing the registers. Depth is suggested by a continuous
ochre band showing the ground and a blue background indicating the
sky. The only architectural forms that occur are the occasional thrones of
Christ’s judges in his trial. A typical feature of the paintings in this row is
the size of the characters, who, almost equaling the height of a register,

107



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

appear to fill the entire pictorial area. It is also noticeable that the painter
showed little concern for the internal compositional balance of individual
scenes, which consist of clusters of characters, one above the other, shown
in three-quarters view.

The Boustrophedon pattern has few parallels in the corpus of mural
paintings in Medieval Hungary. To my knowledge, it occurs only in the
Franciscan church dedicated to the Virgin in Keszthely (Hungary) on
the north wall of the choir. Dated 1384-87 by Prokopp,?' the murals
reveal a partially preserved cycle describing the ministry of Christ and
the Passion.3?

Generally speaking, no other surviving contemporary Passion cycle
contains such small scenes, one after the other, or a similar density of
participating characters.?3 In the murals dated to the second half of the
fourteenth century, individual episodes tended to be clearly delimited
by means of visible framing devices (introduced by ornamental bands).
Moreover, the internal composition of the scenes focused the viewer’s
attention on the center of the depiction. This can be seen clearly in some of
the larger Passion cycles, such as that in the choir of St. Nicholas’ Church in
Ochtind in Slovakia (dated by Togner at 1360-80)%# and that in Kocelovce,
again in Slovakia, in the church dedicated to St. Bartholomew (dated
around the same time).3> On the basis of their stylistic and iconographic
similarities, both of these were attributed to the so-called Master of Choir
Paintings in Ochtina.3°

This peculiar strategy of condensed rows containing many scenes and
many participants (sometimes also arranged in a Boustrophedon scheme)
can be observed in regions outside medieval Hungary. For example, it
also appears in several ‘provincial’3” churches in southern Germany
and northern Switzerland in the area near Lake Constance.?8 The formal
features of paintings in a number of churches in the aforementioned regions
are quite similar to those in Mdlancrav. Their content is also very similar
in that they also summarize the entire history of human redemption in
one unitary pictorial space.?? Therefore, it is possible that the peculiarity
of the murals in the nave in Mdlancrav can be explained by the fact that
the master painter charged with decorating this space brought his personal
artistic vision with him from regions outside the territory of medieval
Hungary.

The cycles of paintings in Lien and Waltensburg (Vuorz), for example,
feature a Boustrophedon arrangement of narratives*® similar to that in
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Malancrav.#! The murals in the church dedicated to Saint George in
Rhéaziins (end of the fourteenth century) were considered as an analogy by
Lionnet.*? Arranged in three rows separated by visible bands, the murals
decorate the entire architectural space of the nave and as such probably
represent one of the richest iconographic schemes in this region. As in
Malancrav, the collection of paintings features a Creation cycle, followed
by a narrative of the Infancy of Christ, scenes from his ministry, the Passion
and the Resurrection, the Death of the Virgin, the Last Judgment and
representations of Saints.*3

The programmatic articulation of the
Passion narrative in the sanctuary

When we look at the paintings in the sanctuary of the church, the
impression we are left with is that of a disrupted narrative (Fig.2). The
architectural framework — in this case the two-bay sanctuary with its tall
Gothic windows occupying the east, south-east and south walls — provides
a small number of large and continuous pictorial areas on the north and
part of the south wall.#4

The decorative ensemble as a whole provides evidence of the existence
of four horizontal registers surrounding the entire sanctuary (interrupted
by the windows). From a visual point of view, the scenes are grouped into
programmatic groups and arranged in a certain order on the architectural
support.*

Within the programmatic groups, the painter concentrates on disparate,
individual scenes, rather than creating a flowing episodic continuity. This
way of organizing the decorative space enhances the impression of a
disjunctive narrative that, as Marcia Kupfer has put it, “privileges specific
parts, each competing for the viewer’s attention, over the continuity

between them” .46

The cycle depicting the Passion (and the Resurrection) of Christ can
be seen on the north and north-east walls. Although the same saturated
blue background and yellow-ochre earth color appears in all the scenes,
the general impression given is that of fragmentation. Visually, the flow
of the pictorial field is interrupted by a powerful bordering system and
the fact that in each image the participants are generally grouped in the
center of the scene.
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From a narrative point of view, the scenes of the Passion cycle appear
very confused, but there is an obvious intention to highlight certain
moments. The painter combined several formal procedures in order both
to single out and to relate to each other the significant moments in Christ’s
suffering during the Passion. This explains why the representations of the
Crowning with Thorns and the Flagellation*” appear in the middle of the
second row, whereas the Carrying of the Cross* and the Crucifixion*’
are situated far apart from each other, at opposite ends of this register. In
a left to right order of reading, the Crucifixion is followed by two scenes
referring to Judas: one showing him Returning the Money to the High
Priests and another depicting his suicide. The presence of these two scenes
near the Crucifixion is intentional; their connection is suggested by the
thin borders between the scenes. Moreover, the negative connotation
afforded to Judas’s death is suggested by the dominance of saturated,
gloomy hues.

A key element of the third register introduces extra meanings to the
narrative found on the north wall. The episodic development of the
Resurrection cycle (which appears after the Passion story on the third
row) is interrupted by the occurrence of the Eucharistic Vir Dolorum®°
(between the scenes of the Resurrection and Noli Me Tangere). This is
placed above a stone relief showing the Crucifixion (which lies over the
niche of the tabernacle on the north wall). The formal relationship between
sculpture and image is visually indicated by the fact that the borders of
the Vir Dolorum (which is thinly framed) continue along a vertical line of
the margins of the sculpted baldachin placed above the relief.

The Passion and Resurrection cycles surround and also enhance in
a meaningful way the importance of the image of the Eucharistic Vir
Dolorum and the entire composition formed by the tabernacle and the
Crucifixion relief placed above it.

Kk k

From a formal point of view, the two decorative ensembles in
Malancrav are very different. The one in the nave depicts a chronological
development of the events of the Passion, whereas the later one, in the
sanctuary, contains a selection of scenes. This represents two different
strategies of imagining the Passion: a historical one, depicting a gradual
unfolding of events, and a didactic one, seeking to draw attention to
particular aspects. Nevertheless, closer analysis of the first Passion cycle

110



ANCA GOGALTAN

reveals the repetition of several significant moments, and this might cast
a different light on the interpretation of the messages contained in this
cycle.

Historical narrative and meaningful moments
in the nave frescoes

The story of the Passion in the nave is told in sixteen episodes. Due
to the density of the scenes depicted and the multitude of participants,
the viewer has quite a hard time in deciphering and recomposing the
gradual evolution of events. In a left to right order, the first image is that
of the Last Supper, followed by a damaged area (probably representing the
Agony in the Garden), the Arrest of Christ, the Trial before Annas, Christ
before Caiaphas, the Flagellation, Christ before Herod, the Crowning with
Thorns, Christ before Pilate, the Carrying of the Cross, the Hammering
of Christ to the Cross, the Raising of the Cross, the Crucifixion. On the
fourth register from right to left there appears the Descent from the Cross,
the Lamentation, and the Entombment.

The image of the Last Supper (badly damaged by a wooden hanger
nailed to the wall) shows the participants gathered behind a rectangular
table. The poor state of conservation means only some of the faces of the
participants and details of the table arrangement are visible. Nevertheless,
we are able to observe that the painter gave little thought to the spatial
representation of the figures lined up behind the table. This type of
image seems to have been fairly widespread in the churches of medieval
Hungary, appearing in various locations, such as Ochting, Kocelovce,!
Zehra,®? and Ludrova, albeit in these cases the depictions concentrate
more on the Apostles’ animated response to Christ’s announcement of
pending betrayal (they are seated both behind and in front of the table
and engaged in intense conversation).

The linear arrangement of the participants behind the rectangular
table can be seen in several earlier murals in the region of Graubtinden
(Switzerland), such as those in Medel, Rhiziins, and Waltensburg.>3 The
depiction in Medel is significant in this case due to the linear disposition
of the Apostles and the centrality of Christ and John asleep in his lap.
Raimann observed that in this case communication is not shown within
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the group and seems to be being directed from the painted characters
towards the public.”*

This image is also larger and more spread out than those that follow in
Malancrav. The next visible image, the scene of the Arrest (Fig.3) shows,
in the middle of the group, Christ’s silhouette, with Judas to his left and
Malchus kneeling before him. Peter, the only one who tried to defend
Christ at that moment, appears on the left hand side of the composition
with a large sword in his hand.>>

Christ’s serene poise, enduring the aggressive treatment of his captors
and, at the same time, stretching out his right hand to repair the servant’s
ear, illustrates a favorite theme of the Franciscans: the depiction of Christ
in total control of the situation, calmly enduring his fate at the moment
of his Arrest.>®

It is interesting to observe that Malchus does not appear frequently
in similar representations of this scene in medieval Hungary. The act of
restoring the servant’s ear during the Arrest can be seen in paintings (dated
around 1375) in the Church of the Holy Spirit in Zehra in Slovakia (dated
1360-70). Itis also depicted in the sanctuary paintings in Malancrav (dated
prior to 1405), in the Slovenian rotunda in Sélo v Prekmurju (dated around
1410)°>7 and then again in Medias in Romania (dated around 1420).°8 In
northern Switzerland, the healing of Malchus’s ear during the Arrest can
be seen in the paintings of the Church of St. George in Riziins®? and in
Mon dated to the first half of the fourteenth century.®

However, none of the above mentioned images show the aggressiveness
of the soldiers as in the Malancrav Arrest scene,®! in which they not only
seize Christ’s body but also pull out his beard and hair.

One popular literary source for this episode of beard and hair pulling is
a piece of writing held dear by the Franciscans entitled Meditations on the
Life of Christ, which was written around 1300 by a Franciscan friar for a
nun of the female branch of the order, the Poor Clares.®? The text says:

“It is to be read in a certain writing which the Lord revealed to one of
His devoted ones that His head was shorn and His beard torn; but the
Evangelists have not described everything. And indeed, | do not know how
to prove by the Scriptures whether or not He was shorn, but the plucking
of His beard can be proved. For Isaiah, in the person of the Lord says: |
have given my body to the strikers, and my cheeks to them that plucked
them [Isaiah 50:6].” Meditationes cap. LXXXII.%3
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This detail betrays the Late Medieval desire to increase the psychological
and didactic impact of the Passion story. According to Marrow “narratives
of epic length and moving detail came to replace the summary formulas of
earlier centuries.”®* Further events were introduced to the Passion story in
order to illustrate the inhuman, physical and moral sufferings induced on
Christ by an increasing number of tormentors. The depiction at Mdlancrav
clearly illustrates this idea, the scene of the Arrest being crowded with a
large number of different figures (around 19).

The plucking of the beard also occurs in the following two scenes,
which show the trials of Christ before Annas and Caiaphas. The high
priests are hard to identify by their clothes but their positioning on rich
thrones decorated with baldachins indicates their official function. In both
depictions, the tension is increased by the presence of figures mocking
Christ, some of which are identified as Jews by their pointed hats.

At least three Jews are also depicted in the next representation, that
of the Flagellation (Fig. 4). Although their presence appears quite normal
during the trials, the insistence on the role played by the Jews in the Passion
cycle in Malancrav is indicative of a strong anti-Semitic orientation.® Jews
also appear elsewhere. For example, they are seen bringing Christ before
Caiaphas and stripping him in the murals in Podolinec in Slovakia,®
and again in the Passion cycle in the choir of the church in Poniky in
Slovakia (dated around 1415). Jews are again seen in scenes showing
Christ being tortured in the church in Waltensburg/Vuorz (dated around
1330) in the canton of Graubiinden in Switzerland.®” This may be an
iconographic stereotype, adopted from existing models and linked with
anti-Semitic sentiment already present in Franciscan ideology from the
thirteenth century.%8

An important detail of the representation of the persecuted Christ is
the rope with which his hands are bound, especially during the trials. St.
Bonaventure, who dedicated a chapter to this matter in his Vitis mystica
(‘On the Tying of the Vine’), emphasized the significance of the binding
of Christ’s hands, considering it a further humiliation inflicted upon him
during the Passion.® This became a common motif in a large number of
representations of the trials and the Carrying of the Cross.

It is interesting to note that, of the 16 scenes in this cycle, four depict
Christ being judged: twice by the Jewish priests, once by Herod, and
once by Pilate. In this respect, the Passion cycle in Malancrav is quite
unique in the region and without parallel among the remaining frescoes
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of medieval Hungary. This is similar to the sequence of trials in the
detailed Passion cycle of Duccio’s Maesta, dated approximately half a
century earlier (1308-11). According to Stubblebine, the motivation for
this richness of narrative detail is to be found in Byzantine prototypes,
namely in manuscript illumination.”® The paintings in Malancrav have a
lot in common with later panel paintings from German areas, such as that
by a master from Cologne dated around 1400.”" The panel,”? presenting
a detailed narrative of the Life and Passion of Christ, features four trial
episodes besides the image of the Stripping of Christ and the Hammering
to the Cross. As in Malancrav, the story finishes with the Resurrection and
a scene depicting the Death of the Virgin. 73

The repetition of particular scenes — for example, the trials and the
insistence on the physical suffering of Christ during the Crucifixion — were
meant to stress the humanity of Christ. Such images were used as a way
to arouse feelings of empathy and compassion among devotees. They
were of central importance in the devotional trend of the Late Middle
Ages, the so-called devotio moderna,”* which emphasized the importance
of personal identification with the sufferings of Christ as well as private
responsibility for individual salvation.

The last trial scene in the nave cycle depicts Pilate (dressed in a
fashionable tight tunic, tight trousers, and pointed shoes, and wearing a
peculiar hat) sitting on a throne and washing his hands,”” followed by the
image of the Carrying of the Cross (Fig.5). In the center of this composition
we see Christ carrying a visible, ochre-colored T-shaped cross. Simon of
Cyrene, forced to help Christ carry the cross, holds it by the end. Christ
is being led by a rope by a figure holding three big nails in his hand. The
scene is crowded with soldiers but also includes the group of the three
Maries, among whom features the Virgin.”®

The four episodes of the trials mentioned above correspond to an
equal number of scenes in which Christ’s body is placed on the Cross.
These emphasize the physical suffering during the Crucifixion and depict
the story from the moment of the actual Hammering to the Descent from
the Cross.

The Cross itself is given particular emphasis by the presence of an
additional representation, namely the Hammering of Christ’s body to
the Cross (Fig.6). The textual source for this image is to be found in
late medieval Passion Tracts. Its iconographic origin lies in the famous
medieval writing called Speculum Humanae Salvationis.”” In Speculum,
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the nailing of Christ to the Cross is juxtaposed with a scene of hammering
on anvils in a blacksmith’s workshop. Typologically it is related to the
story of Jubal and Tubalcain, the inventors of music and forging according
to Genesis 4: 21-22.78

In the murals of medieval Hungary, this episode features only in
a limited number of Passion cycles dating to the final decades of the
fourteenth century and the fifteenth century. There are a number of
examples in murals in Slovakia, such as in the sanctuary of the church
in Podolinec (dated 1360, 1380),”° and the nave of the church in Sliace
in Slovakia (dated around 1370, 1390).8° It also features in Svabovce in
Slovakia (dated 1390, 1400)8" and later in Kogice (paintings dated around
1440).82 In Transylvania there are two cases, the murals in Chilieni in
Romania (dating to the end of the fourteenth century)?? and a less visible
image (dated 1420 by Dragut)®* in fragmentary form on the northern wall
of the central nave of the church of St. Margaret in Medias in Romania.

The Hammering already existed in eleventh to twelfth century
manuscript illustrations based on Byzantine models.> This representation
became very fashionable, especially in the thirteenth and fourteenth
centuries, and was a widespread phenomenon in northern art. In the
fifteenth century, it was frequently represented on altarpieces featuring
Passion scenes, especially in German areas.®®

If the scene of the Hammering was inspired by the widely known
illuminated manuscripts of the Speculum Humanae Salvationis, a peculiar
representation in the Passion cycle in Malancrav can be linked with
another important writing of the fourteenth century. At first sight the
representation seems to be a Crucifixion, but it in fact depicts the moment
of the Raising of the Cross (Fig.7).

The depiction shows the crucified Christ on the Cross (already in a
vertical position) which is being embraced/held vertical by three characters
on each side. The whole group is framed by two soldiers who are pointing
to the Cross. To the left of the composition we see the three Maries together
with John, whose grief is indicated by his praying hands.

The visual source of this scene is found in a medieval illuminated
manuscript, namely the Concordantiae Caritatis, a typological work written
around 1351 by a certain Ulrich of the Cistercian monastery of Lilienfeld in
Austria. In this codex, on fol. 92 v, in a medallion in the upper part of the
page, we see an image of Christ Crucified while his Cross is being raised
by three figures. This image is similar to that in the church at Rhaziins
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(Switzerland),®” in which the Cross, not yet fully erect, is being raised with
a rope by a soldier, while several other figures are seen hammering Christ
to the Cross.88 With its symmetrical and static composition, the scene in
Malancrav appears to have gone one step further. The depiction has lost
its narrative content. It almost looks like a devotional representation of the
Crucified Christ, whose body is embraced by an equal number of figures
on either side of the Cross.

It is difficult to trace the source of this representation in Mdlancrav at
this stage of the research. It should be noted, however, that there is no
similar image remaining throughout all of Medieval Hungary. We may
suppose, therefore, that its iconographic origins can be found either in the
manuscript illumination of the fourteenth century, produced somewhere
in the German areas, or in mural paintings like the aforementioned cases
in Rhazins in Northern Switzerland.

The last scene on this row is the actual Crucifixion showing Longinus
and his spear. He is pointing at his eyes, visually indicating his miraculous
healing. It is interesting to note how, although Longinus can be seen in the
painting of the Crucifixion in Sivetice in Slovakia as early as around 1300,%?
he does not seem to have been very popular in Medieval Hungary”® during
the fourteenth century.?’ Longinus appears in the Crucifixion scene in
Waltensburg (dated around 1330) and Liien in Switzerland (dated to the
fourteenth century).”?

The Descent from the Cross, situated under the Crucifixion, is hard to
see due to its being almost entirely covered by the baldachin above the
pulpit (Fig. 8). The Passion cycle ends with the scene of the Lamentation, a
Pieta-like representation given its depiction of the grieving Virgin holding
in her arms the stiff, dead body of her son. The (partly preserved) scene
of the Deposition concludes the Passion cycle that is followed by the
Resurrection and the Apparitions of Christ.

Disjunctive narrative and significant images
in the sanctuary murals

From the Passion cycle in the sanctuary, only 11 scenes have been
preserved.?? The narrative begins in the upper register of the northern wall
with the Last Supper, in which Christ and his disciples are shown sitting
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around a circular table.* In the middle of the table, there is a large plateau
of fish,%> a plate, two pieces of knot-shaped bread and a knife.

The round composition permitted the painter in Malancrav to create
a scene in which all participants are entirely visible from below. % In the
Central European area, similar examples are less numerous. The round
composition appears in the Passion cycle in the church in Keszthely
in Hungary mentioned earlier (1384-87) and on the northern wall of
the sanctuary in Stitnik in Slovakia (also dating from around the end of
the fourteenth century).®” It appears again later on panel paintings — for
example, on a Bohemian winged altar in South Tyrol dating to 1410.%8

This scene is followed by the Washing of the Feet, which depicts
the Apostles grouped together in the background and assisting Christ in
washing Peter’s feet. Peter is stretching one foot towards the round tub
while pointing to his head with his left hand. In the foreground, Christ
is kneeling down to perform the ritual with a towel hanging over his
shoulder. Behind him, one of the Apostles is reading a book.

This is followed by a representation of the Praying on the Olive
Mountain and the Arrest. Although framed together, these moments are
visually separated by the thick line formed by the rocky hill (suggesting
the Olive Mountain) on which Christ is praying (Fig. 9). From the right
hand side, in the upper corner, the Holy Father is seen between the clouds
blessing his son. On a lower level, we see three Apostles asleep behind
a wattle fence.'

The scene of the Arrest of Christ occupies the right corner of this
bay. The main characters in this scene — Christ, Judas and Malchus — are
positioned in front of the group of soldiers.'®" Christ is offering his cheek
to Judas (standing to the right) while at the same time his eyes are turned
towards Malchus, in the foreground, on the left of the scene.

The servant kneels while Christ touches his ear. Behind Christ there is
a crowd of soldiers ready to fulfill their task. One of these, behind Judas,
even tries to speed up matters by grabbing him. The painter in Malancrav
depicts Christ as being fully in control of the situation, accepting Judas’s
kiss and healing the servant’s ear. Peter is marginalized, standing to the
right of the crowd and held by one of the soldiers who has turned his
back to the main figures.

The next scene retells the events of the Jewish Trial. With his hands
tied, Christ is brought by soldiers before the high priests, who are sitting
together on the same throne under a narrow baldachin. Annas raises his
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hands while discussing with Christ and Caiaphas rips open his garment,
condemning the blasphemy by this gesture. 02

The preference for this type of representation, one stressing the role
of the high priests in the condemnation of Christ, is again reminiscent of
Derbes’s comment on the anti-Semitic orientation of Franciscan ideology
during the thirteenth century.'

The story continues in the middle of the second row, in the northeastern
bay, with the Crowning with Thorns. Christ is placed in the center of the
composition, seated on a semicircular throne. Dressed in a long robe with
geometric patterns, he is supporting his head with his right hand, in an
indication of his physical suffering and exhaustion,'%* while with his left
hand he takes the rod handed to him by one of his tormentors.

Two other figures, situated to the sides of the throne, are pressing the
crown onto Christ’s head, two staves arranged crosswise on top of the
crown. In similar, albeit simplified image of that found in Mdlancrav is
that in Kocelovce in Slovakia showing Christ with his head bent to the
left and the crossed staves being pressed by four tormentors, one at each
end.'% Four tormentors and the staves can also be seen in Ochtina in
Slovakia (dated 1375-85),'9 where, on the northern wall and on the third
row, we find a frontal view of Christ, his hands tied in front of him. His
rigid position and lack of expression is further enhanced by the symmetry
of the overall composition.'?”

The Crowning with Thorns is followed by the scene of the Flagellation.
Christ, tied and facing the column, is seen in the middle of an architectural
structure that frames and highlights the entire composition. Christ’s
position is twisted and appears quite clumsy, placed as he is behind the
column.'%® The effort made by the painter to depict naturalistic details
is clear, especially in the case of Christ’s body, which, full of wounds,
provides an illustration of Isaiah’s prophecy that he would be whipped
so cruelly until nothing remained whole and he became covered with
wounds ‘a planta pedis’ [Isaiah, 1,6].1%7

In the next composition, which shows the Carrying of the Cross, we
see Christ holding a T-shaped cross over his shoulder. A peculiarly dressed
Simon of Cyrene, forced to help Christ carry the cross, holds it by the
beam (Fig. 10).11°

The rope is again emphasized: Christ’s neck is tied with a rope and he
is being led by an older figure who is holding up a hammer in his left hand.
A cluster of soldiers clad in fourteenth century amour resembling kettle
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hats (bassinets and aventails) and some other people are accompanying
Christ, while a soldier behind him raises his hand as if to hit Him. Two
men appear in the middle of the group accompanying Christ: the two
thieves who are to be crucified together with Christ.!"!

The depiction of the two thieves in such a prominent position in the
scene is not matter of chance. Indeed, this was a common motif in many
Franciscan writings. As Derbes points out, “Bonaventure and especially
Pseudo-Bonaventure stressed the thieves, considering Christ’s association
with criminals still another humiliation.”'"2

The thieves were inserted into Passion narratives produced for the
Order in Italy."® They also appear in several representations in Slovakia —
for example, in front of Christ during the Carrying of the Cross in the
sanctuary of the church in Ochtina (third row, north wall of the sanctuary),
in Kocelovce in Slovakia (third row, north wall of the sanctuary),’'* as
well as in Ludrova in Slovakia (dated around 1420, on the bottom row of
the north wall in the sanctuary). (Fig. 11.)'"°

The Passion story finishes with the Crucifixion — that is, the first scene
in the second (and third) register of the north wall in the sanctuary (Fig.12).
It shows Christ on the cross between the two crucified thieves. The cross
is Tau-shaped and bears the inscription at the top of I.N.R.I. On the left
we see the good thief and an angel (waiting to take his soul to heaven).
On the right, we see the bad thief whose soul, depicted as a small nude
child coming out of his mouth, has already been taken away by a devil
piercing the clouds in the right corner of the scene.

The centrally positioned body of the crucified Christ attracts the
attention of the viewer. He is depicted as Christus Patiens, with his head
bent to the left and his eyes closed. The sight of his transparent loincloth
barely covering his nudity was a common allusion to his poverty, as
Derbes has emphasized.!® This was one of the most significant motifs in
Franciscan spirituality, especially during the thirteenth century, one which
“validated the vow upon which Francis founded the Order.”"”

Unfortunately, only half of this image has been preserved, but, based
on the quality of the remaining upper half (where we see the remains of the
sponge, the lance and a flag), this must have been a very beautiful example
of the historiated type of Crucifixion following the Italian tradition. Similar
examples can also be found in other churches of Medieval Hungary. One
such example is that in Stitnik in Slovakia on the east wall of the north
aisle (dating from the beginning of fifteenth century),''® in Kocelovce''?
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and Ludrova in Slovakia, and, albeit only in fragments (only the upper
part of the scene, the angel and the devil taking the souls of the thief, is
visible), in the Slovenian rotunda in Sélo (dated around 1410).120

The Crucifixion is followed by the depiction of Judas’s repentance
and his Suicide (Fig. 13)."?! The proximity of the two scenes to the
Crucifixion once again resembles Franciscan texts: namely, Bonaventure’s
commentary on the Passion. In Lignum vitae he stresses that: “The first
thing that occurs to the mind of anyone who would contemplate devoutly
the Passion of Christ is the perfidy of the traitor.”!2?

Thus, it is not by chance that the Suicide of Judas is depicted in the
Church of San Francesco in Assisi, the most important church of the
Franciscan Order in Italy, where we see a terrifying picture of the traitor
as a warning to all who would follow Judas’s example of treason.!?? Both
episodes, Judas returning the money and his death, were included in the
Passion cycle in the church in Ludrova (second row on the north wall of
the sanctuary)'?4 that also features some other iconographic similarities
with the sanctuary cycle in Malancrav.'?

‘Diffused’ Franciscan influence in
the mural paintings in Malancrav

Our analysis of the two Passion cycles in the church in Malancrav has
shed light on a number of Late Medieval devotional trends. Many of these
seem to have been inspired by the popular mysticism of the mendicant
orders, especially the Franciscan one. The images contain important motifs
not only of Franciscan spirituality (e.g. poverty, humility and the bodily
suffering of Christ) but also the important writings (e.g. the Meditationes
Vitae Christi) that sought to explain them.'2¢

The iconographic scheme in the nave was also inspired by other popular
illuminated manuscripts, such as Speculum Humanae Salvationis'?”
and Concordantiae Caritatis,'?® both of which circulated widely at the
time'2? and therefore well known. The existence in Malancrav of images
like the Hammering of Christ, which derives from Speculum Humanae
Salvationis, is also indicative of Franciscan devotional patterns. Thomas
argued that Speculum was itself based on a theological source originating
from Franciscan circles.'30
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However, the problem is that despite the widespread presence of
Franciscans in Medieval Hungary,'3" monuments illustrating their presence
in this region'3? or information about their preaching activity is either
extremely rare or dates from later periods.'3?

In terms of the images of the Franciscan saints, Lanc arrived at the
conclusion that they seem to have been less popular outside Italy, although
the Order was nonetheless extremely successful throughout Europe and
England.'* In Central Europe, representations of the most important
Saints promoted by the Order can only be found in churches whose
dedication was directly linked with the ideology of the Order'3* or in those
belonging to Franciscan cloisters (many of them built by nobles). One
such case is the church in Keszthely in Hungary, which was built around
1386 for the Franciscans by Stephen Lacki, Palatine of King Sigismund
of Luxemburg.'36

It was the support of nobles that convinced the Franciscans to settle
outside towns, and this illustrates one of the particularities of Franciscan
activity in this region.'?” The Franciscan monastery dedicated to the
Virgin in the village of Tileagd in Romania was founded in 1329 by the
local owner, the Telegdi family, the members of which were prominent
figures in the church hierarchy. Another case, dating from the end of the
fourteenth century, is that of the monastery dedicated to the Virgin in
Salard in Romania, whose benefactor was Nicholas Csaki, a nobleman
who received the village through royal donation in 1395.138 However,
the remaining visual material for all these monuments is not sufficient to
allow for a better understanding of the iconographic choices favored by
the Franciscans in their churches.

Recent research, such as that by Buran on the mural paintings in the
church in Poniky in Slovakia'®? or by Lionnet into representations of the
Virgin in the murals of Medieval Hungary, have refined our understanding
of the Franciscan influence on the images of this region. Lionnet argued
that there was a certain “diffused influence” of Franciscan spirituality in
many mural paintings in the churches of Medieval Hungary.!4°

This diffused influence is visible in both cycles of paintings in
Malancrav and might explain several iconographic choices as well as the
obvious insistence (in both cycles) on depicting the physical and moral
suffering of Christ during the Passion, as well as his humiliation, poverty
and sacrifice. This was connected with the western idea of Redemption
through contemplation and emphatic devotion.'!
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The theory of diffused influence is also favored by the lack of historical
documents. The patronage of the church in Malancrav by its local owners,
the Apafi family, is an acknowledged fact. However, nothing is known
about their possible relationship with the Franciscans during the fourteenth
century and first half of the fifteenth century.!4?

The decoration of the sanctuary appears to be more elaborate from a
theological point of view. It has an obvious didactic message and insists on
the Eucharistic significance of Christ’s sacrifice (the iconographic scheme
in the sanctuary contains two representations of Christ Vir Dolorum).'43
This iconographic theme as highly favored by the Franciscans while
already part of the larger stream of Late Medieval piety.

Late medieval spirituality and the circulation of images

Finally, it is interesting to note how, despite the fact that the paintings
in Malancrav depict the same story in two different ways and in murals
that were dated (on stylistic grounds) at least 20-30 years apart, they
nonetheless seem to underline similar ideas: namely the humanity of
Christ. One rendering of the story achieves its goal through repetition, the
other by means of structural and formal visual strategies.

Why, then, was the same theme chosen for both cycles — that in the
nave and that in the sanctuary?

The simple answer could be that the paintings exist in two distinct
spaces (the nave and the sanctuary), each designed for a different public.
On the other hand, being a family church (whose interest in embellishment
is documented until later in the sixteenth century),'** it could be argued
that the paintings were commissioned by two generations of donors and
therefore represent two distinct donations.

Concerning the iconographic choices, although it is possible to find
correspondences with other examples from Medieval Hungary, it is
clear that, especially in the case of the nave cycle, there are no close
iconographic and stylistic parallels in the region. In general, we see a
preference for certain scenes preparatory to the Passion, such as the
Last Supper, Praying on the Olive Mountain, and the Arrest. While the
majority of the cycles more often than not depict the Trial before Pilate,
the Flagellation, the Crowning with Thorns, the Carrying of the Cross,
the Crucifixion, and the Deposition, the cycle in the nave in Malancrav
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is highly detailed and includes four trials of Christ and four moments
connected with the Crucifixion.

Two mural cycles in what is today Slovakia — that in Podolinec'* and
that in Sliace'#® — appear to provide some similarity in terms of chosen
scenes, such as the Hammering of Christ to the Cross. However, in terms
of composition and form, these paintings contain many differences. For
example, none of the Slovakian examples feature the Boustrophedon
arrangement. Instead, the narratives are clearly divided into separate
scenes which are visually composed in order to be ‘seen’ separately.

That related iconographic patterns can also be found in churches
in other regions — for example, Switzerland and Germany - tells us
once again that painters and images were in wide circulation.’®” The
iconographic choices reflect the trends of Late Medieval spirituality in
general. This can explain decorative schemes, like that in the nave, which
was probably the work of an itinerant artist from southern Germany or
northern Switzerland.'4®

Although the murals in the sanctuary feature some of the generally
preferred scenes of the Passion, the meaningful articulation of the
iconographic scheme (enhancing the significance of the image of the Vir
Dolorum) is also quite unusual in comparison with other Passion cycles
found in the region (Fig.14). These paintings were compared (from a
stylistic and iconographic point of view) with those found in the church
in Ludrovd, even if the latter cycle is much more narrative than that in
Malancrav. In both cases, the social and historical background is similar,
both being the family churches of nobles.

We can now turn our thoughts to questions concerning aspects of
popular devotion (already being familiar with the idea of salvation through
empathy with the sufferings of Christ), the circulation of iconographic
patterns and the relationship between the donor, the master painter and
the community to which the images were addressed (in this particular
case a family church in Medieval Transylvania). Last but not least, we
can address different questions concerning concepts such as center and
periphery, especially when looking at patterns of devotion characteristic
of Late Medieval spirituality in general and Transylvania in particular.
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Place names

Present-day
names

Chilieni
Kocelovce
Kosice
Ludrova
Malancrav
Medias
Ochtina
Podolinec
Poniky
Rimavska Bana
Salard
Sivetice
Sliace
Stitnik
Svabovce
Tileagd
Zehra

Hungarian
names

Sepsikilyén
Gecelfalva
Kassa
Ludrofalva
Almakerék
Medyes
Ochtina
Podolin
Pénik
Rimabanya
Szalard
Stivete
Szliacs
Csetnek
Svabfalva
Mezotelegd
Zsegra

German
names

Kilon
Kaschau
Malmkrog
Mediasch

Pudlein

Schwabsdorf

Country

Romania
Slovakia
Slovakia
Slovakia
Romania
Romania
Slovakia
Slovakia
Slovakia
Slovakia
Romania
Slovakia
Slovakia
Slovakia
Slovakia
Romania

Slovakia
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Fig. 1 Scheme of the murals
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Fig. 2 The Arrest

Fig. 3 The Flagellation
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Fig. 5 The Hammering of Christ on the Cross
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Fig. 7 The Raising of the Cross, the Crucifixion,
the Descent from the Cross and the Lamentation
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Fig. 8 The Arrest, sanctuary
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Fig. 9 The Carrying of the Cross, sanctuary

131



GE-NEC Program 2004-2005, 2005-2006 and 2006-2007

Fig. 10 The Carrying of the Cross in Ludrov4, Slovakia
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Fig. 11 The Crucifixion, sanctuary
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Fig. 12 Judas’s suicide, sanctuary
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Fig. 13 The second bay in the north wall of the sanctuary
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NOTES

1

During the Middle Ages and later, in the modern period, the church and
the property of Mdlancrav belonged to a Hungarian family of nobles named
Apafi. The members of this family were responsible for the construction of
the church and its interior decoration. The history of the Apafi family, as well
as the various phases in the construction of the church and identification
of donors to the interior decoration, formed the subject of my PhD thesis,
Patronage and Artistic Production in Transylvania. The Apafi Family and
the church in Malancrav (fourteenth-fifteenth centuries), which | defended
at the Central European University in Budapest. Unable to connect any
donor with the murals in the nave, | paid little attention to these fascinating
paintings. Recently, however, the depictions of the Virgin Mary in Malancrav
aroused the interest of the French scholar Marie Lionnet, who included
them in her doctoral thesis Les peintures murales en Hongrie a la fin du
Moyen Age (v. 1300-v.1475), Universite Paris-Nanterre-U.F.R. d’Histoire
de I'art, 2004. | would like to thank Professor Gabor Klaniczay of the CEU,
Budapest, for allowing me to consult this work. On the donor of the murals
in the sanctuary, see Gogaltan A., Sallay D., “The Church of Malancrav
and the Holy Blood Chapel of Nicholas Apa” in Rusu A.A., Szécs P.L.
eds., Arhitectura religioasa medievala din Transilvania [Medieval Religious
Architecture in Transylvanial, Ed. Muz. Sdtmdrean, Satu Mare, 2002, vol.
11, 181-210.

Boner Ch., Transylvania: Its Products and Its People, Longmans Green Reader
& Dyer, London, 1865, 361. It should be noted that as early as 1855 the
church was listed as one of the most valuable monuments in Transylvania,
when Friedrich Miiller described it for the “Central-Commission zur
Erforschung und Erhaltung der Baudenkmale” in Vienna. Mdller’s notes
appear in the Archives of the Committee for the Conservation of Monuments
in Budapest (copies were made some years later by Imre Henszlmann)
[OMVH, no. K. 859]. On this issue, see Mezey A. D., Szentesi E., “Az
allami mtiemlékvédelem kezdetei Magyarorszagon. A Central-Commission
zur Erforschung und Erhaltung der Baudenkmale magyarorszagi miikodése
(1853-1860),” [The beginnings of state monument conservation in Hungary.
The activity of the Central-Commission zur Erforschung und Erhaltung der
Baudenkmale in Hungary (1853-1860)] in Bardoly I., Haris A. eds., A magyar
miiemlékvédelem korszakai. Tanulmanyok [Research on stages in Hungarian
monument protection], Orszagos Milemlékvédelmi Hivatal, Budapest, 1996,
47-67.

See Eber, L., “Tanulmanyok Magyarorszag kozépkori falfestményeirgl.”
[Studies of Hungarian wall paintings of the Middle Ages], in Magyarorszag
miiemlékei, Forster Gy. ed., Budapest, 1915, vol. 4, 71-86.
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Baxandal M., Painting and Experience in Fifteenth Century Italy, Oxford
Univ. Press., London, Oxford, New York, 1972, 29-103.

We count approximately 25 cycles (i.e. narrative cycles) including more
that 4 scenes. The majority of these are in churches in present day Slovakia
and Romania.

In Hungary, interest in the study of these sources arose only more recently. See
the works of Andras Vizkelety and Edit Madas; Vizkelety A., ‘I “sermonaria”
domenicani in Ungheria nei secoli XIlI-XIV’ in Graciotti S., Vasoli C.
eds., Spiritualita e lettere nella cultura ungherese del basso medioevo,
Olschki, Florence, 1995, 29-39; Madas E., A kézépkori magyarorszagi
prédikacié-irodalom forrasai (XII-XIV szazad) [The sources of medieval
Hungarian sermon literature, twelfth to fourteenth centuries| Dissertation
Cand. Sci., Ms, Budapest, 1992; and idem, ‘Coepit verbum Dei disseminari
in Ungaria’. Prédikacicirodalom a kézépkori Magyarorszagon [Sermon
literature in medieval Hungary] Doctoral dissertation, Ms., Budapest, 2000;
and idem, “"Species Priami digna este imperio”. Les enseignements d’un
sermon du Xlle siecle’, Acta Antiqua 40 (2000), 311-19.

See Wehli T., “Passi6-ciklusok” in Marosi E. ed., Magyarorszagi miivészet
1300-1470 koriil [Hungarian art between ca. 1300-1470], Akadémiai Kiado,
Budapest, 1987, vol. 1, 186-88; vol.2, figs. 1282, 1292, 1363-64, 1374,
223.

Buran D, Studien zur Wandmalerei um 1400 in der Slowakei. Die Pfarrkirche
St. Jakob in Leutschau und die Pfarrkirche St. Franziskus Seraphicus in
Poniky, Weimar, 2002, 154-61.

Gerét ., Stredoveké obrazové témy na Slovensku : osoby i pribehy [Medieval
Iconography in Slovakia: characters and history], VEDA, Bratislava, 2001,
210-30.

See, for example, Russo D., “Saint Francgois, les franciscains et les
representations du Christ sur la croix en Ombrie au Xllle siécle. Recherches
sur la formation d’une image et sur une sensibilité esthétique au Moyen Age”
in Mélanges de I’école Francaise de Rome. Moyen Age. Temps Modernes,
1984, Tom 96/2, 647-717; Derbes, A., Picturing the Passion in Late Medieval
Italy. Narrative Painting, Franciscan Ideologies, and the Levant, Cambridge
Univ. Press, Cambridge, 1996, passim.

Marrow, J. H., Passion Iconography in Northern European Art of the
Late Middle Ages and Early Renaissance, Van Ghemmert Publ.Comp.,
Brussels, 1979, passim. See also Wachinger B., “Die Passion Christi und
die Literatur. Beobachtungen an den Rédndern der Passionsliteratur,” in
Haug W., Wachinger B. eds., Die Passion Christi in Literatur und Kunst des
Spatmittelalters, Max Niemeyer Verlag, Tuibingen, 1993, 1-20.

Klaniczay listed some representative studies on sermon literature in general
and also in Hungary. See Klaniczay G., Holy rulers and blessed princesses:
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20

21

dynastic cults in medieval Central Europe, Cambridge University Press,
Cambridge, 2002, 404-406.

Palmer Wandel L., “Envisioning God: Image and liturgy in Reformation
Zurich” in Sixteenth Century Journal XXIV/1 (1993), 21-40 (esp. 21). | am
indebted to Maria Crdciun for providing me with this article.

For further bibliography see Gogaltan, Sallay, “The church of Malancrav”
p. 187, footnote 33. See also Lionnet, Les peintures murales, vol.2, p. 5.
On the opinions surrounding the dating of the frescoes in the nave, see
Dragut V., “Picturile murale din biserica evanghelica din Malincrav.”
[Mural paintings in the Evangelic church in Malincrav]. Studii si cercetari
de istoria artei 14 (1967), 79-93, (esp. 80); idem, “Les peintures murales
de I’église evangelique Malincrav.” Revue Roumaine d’histoire de I'art 5
(1968), 61-71. See also Gogaltan A., “The Church in Malancrav (Almakerék,
Malmkrog) Sibiu District. A Historiographic Overview” in Apulum 38 (2001),
305-13.

The relation between architecture and painting was pointed out by Demus.
Detaching the painting from the architecture destroys the harmony of the
whole. See Demus O., La peinture murale romane, Flammarion, Paris, 1970,
28.

The Creation cycle located in the upper area of the wall contains 12 scenes;
namely: 1) the Creation of the Sky, Stars and Moon, 2) the Creation of the
Vegetation and Trees, 3) the Creation of the Fishes, Birds and Animals, 4) the
Creation of Eve, 5) Adam and Eve in the Garden of Eden, 6) The Mortal Sin,
7) Expulsion from Paradise, 8) Adam and Eve leaving Paradise, 9) Adam and
Eve on Earth, 10) The sacrifice of Cain, 11) Cain Killing Abel, 12) Destroyed
area.

1) God the Father sending Gabriel to Mary, 2) The Annunciation, 3) The
Visitation, 4) The Nativity of Christ, 5) The Annunciation to the Shepherds,
6) The Adoration of the Magi, 7) Herod orders the Slaughter of the Innocents,
8) The Slaughter of the Innocents, 9) Flight into Egypt, 10) Presentation to
the Temple, 11) Destroyed area (12-year-old Jesus in the temple).

The Resurrection cycle contains the scenes of the 1) Resurrection, 2) Noli
me tangere, 3) Incredulity of Saint Thomas, 4) Ascension of Christ.

The left end of the lower register is occupied by a cycle dedicated to the
Virgin: 1) The Dormition, 2) The funerals of the Virgin, 3) The Assumption,
4) Saint Thomas receiving the Virgin’s Girdle?

The representations on the upper parts of the pillars show an unidentifiable
saint (considered by Eber to be St. John the Evangelist), a saintly hermit and
a crowned woman (Lionnet suggested the temptation of Saint Anthony,
see Lionnet, Les peintures murales, 393), Saint John the Baptist, Saint
Katherine’s martyrdom (?) and under it a Saintly monk, and a badly preserved
representation of an angel (?) in a tower-like construction. In close proximity
to the triumphal arch, this scene is currently covered by the pulpit.
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On the importance of the representation of the Man of Sorrows in the cycle of
paintings in the sanctuary, see Gogaltan, Sallay, “The Church of Malancrav,”
194-98.

Marcia Kupfer notes that “the aim of painters to depict sacred history on
church walls governed how they organize the decorative field, exploit
color, configure backgrounds, and even manipulate their personal painterly
‘handwriting’. From this perspective, formal decisions can no longer be
considered in purely aesthetic terms as an autonomous dimension of
painted decoration. On the contrary, they are already conventional narrative
strategies implemented to recount events from Scripture and the lives of the
saints.” Kupfer M., Romanesque Wall Painting in Central France. The Politics
of Narrative, Yale University Press, New Haven, London, 1993, 13.

The term narrative is restricted to its nominative form referring to a story as a
total entity. Cycle means a number of scenes representing different moments
in a story. They are placed in relation to one another and connected in a
common theme which progresses from a beginning to an end, undergoing
a development. Individual episodes or scenes are defined as representing
separate actions in the plot taking place in localized settings. Apud Kupfer,
Romanesque Wall Painting, 11-12.

The term “boustrophedon”, borrowed from epigraphy, describes this
back-and-forth movement and means “turning like oxen in ploughing”.
See Aronberg Lavin M., The Place of Narrative. Mural Decoration in Italian
Churches, 431-1600, University of Chicago Press, Chicago, London, 1990,
53. For further reading see Lionnet, Les peintures murales, vol. 1, 394,
footnote 1540.

For Italy see Aronberg Lavin, The Place of Narrative, 1990, 53 sqq.
Lionnet notes several typological relations between specific scenes that
appear on different registers in the nave cycle. Lionnet, Les peintures murales,
vol. 1, 396-97. An interesting analysis on typological correspondences
appears at Orly F., “Halbbiblische und Aulerbiblische Typologie” in idem,
Schriften zur Mittelalterlichen Bedeutschforschung, Wissenschaftliche
Buchgesellschaft, Darmstadt, 1977, 361-400.

There is no trace of painting on the south wall, albeit to my knowledge,
no thorough research is mentioned in the literature. The north wall of the
nave receives the most light thanks to the four southern windows of the
clerestory.

Michler argued that this type of arrangement of frescoes on a screen-wall,
showing the cycles of the Childhood of Christ and the Passion one after
the other, characterizes church decoration in the area of Lake Constance
and also some churches in southern Germany. See Michler J., Gotische
Wandmalerei am Bodensee, Friedrichshafen, 1992, 34. Idea mentioned by
Lionnet, Les peintures murales, vol. 398.
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It should be noted that, being further from the viewer, the upper rows had
to be made more visible by increasing the height of the registers.

For a short presentation of various dating hypotheses, see the catalogue entry
no. 52 in Lionnet, Les peintures murales, vol. 2, 48-50 (esp. 49, bibliography
on p. 50).

For more on the paintings in Keszthely see Végh J., “Az olasszal keveredo
csek hatas a 14 és 15 szazad fordul6jan,” [Italian mixed with Czech influence
from the turn of the fifteenth century] in Magyarorszagi miivészet 1300-1470
koril. [Hungarian art between 1300-1470], Marosi E. ed., Akadémiai
Kiadd, Budapest, 1987, vol. 1, 606-07, 609; Marosi ed., Magyarorszagi
miivészet, vol. 2, 697-700, 1268-1274. For more on the frescoes in
Keszthely see Prokopp M., “A Keszthelyi plebaniatemplom gétikus
falképei,” [The Gothic mural paintings in the parish church in Keszthely]
in Miivészet4 (1978), 24-29; idem, “A Keszthelyi plebaniatemplom gétikus
falképei,” [The Gothic mural paintings in the parish church in Keszthely]
in Epités—Epitészettudomény 12 (1980), 367-85; idem, “Freskenschmuck
der Pfarrkirche (ehem. Franziskanerkirche) zu Kesthely. Ungarn, zwischen
1380 und 1390,” in Die Parler und der Schéne Stil 1350-1400 Européische
Kunst unter den Luxemburgern, Anton Legner, Cologne, 1978, vol. 2, 457.
See also Lionnet, Les peintures murales, vol. 2, 49.

We might think of earlier cycles, such as that in the nave of the church
in Ghelinta (Gelence, Romania, dated around 1300 by Jékely), but this is
quite a small cycle influenced by Italian, Franciscan models. See Jékely Zs.,
“Krisztus Passi6ja a Gelencei (Ghelinta, Romania) Szent Imre-Templom
Kozékori Freskéciklusan” [The Passion Cycle in the Medieval Parish
Church of Gelence (Ghelinta, Romania)l in Tanulmanyok Téth Sandor 60.
Sziiletésnapjara, Budapest, 2000, 115-131. | would like to thank Jékely
Zsombor for providing me his article. An exceptional example is given by
the later cycle in the choir of the church in Ludrova (Ludrofalva, Slovakia,
dated around 1415). These mural paintings contain a large number of Passion
scenes that are similarly crowded with many figures. See Dvoirakova V.,
Krasa J., Stejskal K., Stredoveéka nasténna mal’ba na Slovensku [Medieval
wall paintings in Slovakia], Odeon, Tatran, Prague, 1978., fig. 145; Biathova
K., Maliarske prejavy stredovekého Liptova [Painting in the medieval Lipté
district] Tatran, Bratislava, 1983, 61, figs. 42, 43. Biran D. “Prispevok k
charakteru nastennej mal’by na prelome 14. a 15. storoéia na Slovensku
Nastenné mal’by v Ponikach”[Study on the characteristics of the mural
painting at the turn of the fifteenth century in Slovakia: the paintings in
Poniky] in Ars 1994/1, 1-47, (esp. 30-32); idem, Studien zur Wandmalerei
um 1400 in der Slovakei. Die Pfarrkirche St. Jakob in Leutschau und die
Ptarrkirche St. Franziskus Seraphicus in Poniky, VDG, Weimar, 2002,
202-07.

140



ANCA GOGALTAN

34

35

36
37

38

39

40

41

42
43

Togner M., Stredoveka Nastenna Mal’ba V Gemeri [Medieval wall paintings
in the Gemer region] Tatran, Bratislava, 1989, 19-21, 96-103, 177-78. See
also the bibliography and presentation of the frescoes in the catalogue by
Lionnet, Les peintures murales, vol. 2, 80-81.

Togner, Stredoveka Néastenna Mal’ba V' Gemeri, 22-25, 104-111, 173-74;
Lionnet, Les peintures murales, vol. 2, 32-33.

Togner, Stredovéka Nastenna Mal’ba V' Gemeri, 177-78.

In Klein’s repertory of painting from Baden-Wiirttemberg and Northern
Switzerland, the term ‘provincial’ is understood in a geographical
sense meaning all the works that were made (in the fourteenth-fifteenth
century) in an area outside a known artistic center of South-western
Germany (such as Konstanz, Basel-Freiburg, Ulm, Gmiind). See Klein
M., Schépfungsdarstellungen mittelalterlicher Wandmalereien in
Baden-Wiirtemberg und in der Nordschweiz. Bestandaufnahme mit
kritischem Befund, HochschulVerlag, Freiburg, 1982, 187, (endnote 15).
Lionnet found similarities with the murals in the chapel in Oberstammheim
(1320-30), Lantsch (1400), and Schlans (turn of the fifteenth century) and
Saint George at Rhdziins (end of the fourteenth century). See Lionnet, Les
peintures murales, vol. 1, 398 (footnote 1555); See also Jaklin D., Geschichte
der Kirche St. Georg bei Raziins un ihre Wandgemélde, Chur und Winterthur,
1880, 6-7.

Dated to the fourteenth-fifteenth centuries, these murals, besides the narrative
of the Creation, also contain a larger or a shorter depiction of the Passion of
Christ as well as scenes showing his public life and moments from the life
of the Virgin as well as individual saints. Klein listed and described around
37 such cycles of paintings. See Klein, Schépfungsdarstellungen, passim.
It should also be noted that in all these cases the paintings are located in the
nave, the public space dedicated to the lay community. This distinction is not
clear in the case of the church in Liien, which is a rectangular construction
and provides no separate architectural space for the choir. For plans of
both aforementioned churches, see Raimann A., Gotische Wandmalereien
in Graubiinden. Die Werke des 14 Jahrhunderts im nérdlichen Teil
Graubtindens und im Engadin, Desertina Verlag, Mustér, 1985, 265, 409.
Together with the mural paintings at Rhaziins, these decorative schemes
were attributed to the so-called Master of Waltensburg along with 13 other
examples located in the Graubtinden region.. See Raimann A., Gotische
Wandmalereien in Graubiinden, 31-32, 265-71, 315-51, 409-25.
Lionnet, Les peintures murales, vol. 1, 398 (footnote 1555).

The historical background is also quite similar, with the church being a
family foundation of the lords of Rhaztins. Jaklin, Geschichte, 6-7; Raimann
A., Gotische Wandmalereien in Graubiinden, 315.
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For more on the architecture of the church, see Gogaltan A., “The
Architecture of the Church in Malancrav (Sibiu County)” in Ars Transilvaniae
VII-IX (1998-1999), 125-43.

Atfirst sight each wall of the sanctuary in Malancrav seems to be independent
of the other. The north wall concentrates on a narrative cycle (picturing the
Passion and Resurrection of Christ) while the south wall is more dedicated to
representations of hagiographic and glorification themes as well as the saints.
The disrupted pictorial space on the east and southeast walls (the space
between the windows and their embrasures) is occupied by iconic images
of saints, each separated by structural framing devices (displaying Gothic
trilobe arches). The only continuous composition, the painted architectural
niches surrounding the entire sanctuary, are located in the lower register
under the level of the windows. The niches contain the image of the Vir
Dolorum in the middle as well as saints and other characters (probably
donors?). The vaults appear to be structured into three thematic areas. On
the eastern side, numerous female saints appear in a fan-like arrangement
around the keystone with the Apafi coat-of-arms. On the western side, the
vaults in the first bay are divided diagonally into two pictorial areas: the
north-western area containing scenes from the Childhood of Christ, and
the south-eastern area occupied by the Church Fathers and symbols of the
Evangelists. The eastern side of the triumphal arch offers another limited
but central pictorial surface dedicated to the Virgin of the Protective Mantle
and framed by Saint Peter and Saint Paul

Kupfer, Romanesque Wall Painting, 63.

That these are crucial moments in the narrative of the Passion, the Crowning
and the Flagellation is shown by the strong border framing the scenes.
Between the depictions we see a thin division: this kind of border, which
appears in other cases as well, is meant to separate two scenes that are
related in terms of their symbolic content. Both of the aforementioned
representations are also emphasized through their composition. The
Crowning with Thorns focuses the attention of the viewer on the center of
the image, where the large throne on which Christ is sitting is placed. This is
evidenced not only by its elegant, semicircular shape but also by the saturated
blue background and ochre surface on which it appears. The Flagellation,
with the depiction of the column of torture in the center, permitted the painter
to introduce an architectural structure which functions as an extra framing
device and focuses attention on this representation. Importantly, compared
with previously mentioned depictions, both these scenes involve very few
(three or four) participants. This also helps make the paintings more visually
striking.

The next moment in the story is the Carrying of the Cross, an image that
stands out, by means of its position, framing and composition, as one of the
most significant in the entire Passion cycle. Its location, on the northeast
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wall, as well as the natural light it receives through the tall Gothic windows
of the sanctuary, make it clearly visible from the nave. The representation is
separated by strong framing bands and attracts attention through the clustered
grouping of the participants as well as by the position of the Cross in the
foreground.

The play between spatial location and the intention of emphasizing a specific
image is also evident in the case of the Crucifixion. This is situated in the
first part of the register on the north-western side. This location meant a
larger pictorial area and therefore a more impressive image. Although only
the upper half remains, the Crucifixion was double the size of the rest of the
scenes. Some iconographic details, such as the presence of the upper part
of a flag on the right hand side of the image, and the remaining traces of
the sponge to the left, near the right side of the Crucified Christ, indicate the
presence of characters at the bottom of the Cross now no longer visible. It
therefore spread over two registers (the second and the third). Moreover, the
composition with the three ochre-colored crosses appearing on the saturated
blue of the background is strongly emphasized. We can only imagine the
effect this large and powerful image would have had on the public at the
time.

On Vir Dolorum and further literature focusing on this representation, see
Sallay D., “A budai Szent Zsigmond-prépostsag Fajdalmas Krisztus-szobranak
ikonografiaja” [The iconography of the statue of the Man of Sorrows from
the Saint Sigismund Collegiate church of Budal, in Budapest Régiségei 33
(1999), 123-39; idem, “The Eucharistic Man of Sorrows in late medieval art.”
Annual of Medieval Studies at CEU 6, 45-80. Budapest: CEU, 2000, 45-80.
See also Jenei D., “Art and Mentality in the Late Medieval Transylvania”
in Vainovski I. ed., New Europe College, GE-NEC Program, 2000-2001,
2001-2002, New Europe College, Bucharest, 2004, 13-71 (esp. 41, 45).
Dvotakova, Stredoveka nasténna mal’ba na Slovensku, fig. 96.

Ibidem, fig. 75.

Raimann, Gotische Wandmalereien in Graubtinden, 108, 294, 336, 412.
Ibidem, 108-09.

This sword is large and heavy and has an acutely pointed blade and a short
grip suitable for holding it with one hand and a round pommel. These swords
were common during the fourteenth century and beginning of the fifteenth
century and therefore are hard to use as a dating element. See Oakeshott
E., The sword in the age of chivalry, The Boydell Press, Woodbridge, 1994,
(first edition 1964), 59-60.

Derbes, Picturing the Passion, 1996, 91-92.

Stele F., Ars Sloveniae. Gotsko stensko slikarstvo [Art in Slovenia. Gothic
mural painting] Mladinska knjiga, Ljubljana, 1972, LVIV; See also the
catalogue Gotik in Slovenien Narodna Galerija, Ljubljana, 1995, 245-46,
fig. 135b. In Rimavska Bana (Slovakia, dated around 1380) and Poniky
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(Slovakia, dated around 1415), the painter depicted the moment when
Peter cuts off the servant’s ear (in the background on the right side of the
Arrest scene) and not the moment when Christ heals the servant’s ear. On
Rimavska Bana, see the image in Dvotakova, Stredoveka nasténna mal’ba
na Slovensku, fig. 86. For Poniky, see Buran, Studien zur Wandmalerei,
155-56, 319, fig. 100.

Dragut, V., “Picturile murale de la Medias; o importanta recuperare pentru
istoria artei transilvanene.” [The mural paintings in Medias; an important
recovery for Transylvanian art history] in Monumente de Istoria Artei 2
(1976), 11-22, fig. 16.

Klein, Schépfungsdarstellungen 349-68, fig. 210..

Ibidem, fig. 211, Raimann, Gotische Wandmalereien in Graubtinden, 134,
299.

Generally, the soldiers wear fourteenth century armor, short, tight tunics
and tight trousers, pointed shoes, basinets and kettle hats to which, in some
cases, were attached aventails. See Edge D., Paddock J.M., Arms and Armor
of the Medieval knight. An illustrated history of weaponry in the Middle Ages,
Crescent Books, New York, Avenel, New Jersey, 1988, 73, 183, 186.
Ragusa I., Green R. B. ed., Medlitations on the Life of Christ. An Illlustrated
Manuscript of the Fourteenth Century (Princeton, New Jersey: Princeton
Univ. Press, 1961), passim. See also Marrow, Passion iconography,
68-76.

Marrow, Passion iconography, 69.

Ibidem, 1.

Derbes, Picturing the Passion, 91-92.

See the images in the Krems internet database no. 012219, 012221. See
also Gerat, Stredoveké obrazové témy na Slovensku, fig. 80.

Raimann, Gotische Wandmalereien in Graubtinden, 413,

See the image in the database of the Krems Institute no. 012219.

Derbes A., Picturing the Passion, 92.

Stubblebine argued that manuscripts such as the Mt. Athos, Iviron 5 were
most likely known by the artist. See Stubblebine J.H., “Byzantine Sources
for the Iconography of Duccio’s Maesta,” in The Art Bulletin, vol. 57, no.
2,1975, 176-85. For this article | am indebted to Maria Craciun.
Kirschbaum E., ed. Lexikon der christlichen Ikonographie, Herder, Rome,
Freiburg, Basel, Vienna, 1971, vol. 3, 77-78. See also a canvas dated around
1430 with the Life of Christ in 31 scenes from the former Charterhouse in
Cologne. See Corley, E., Painting and Patronage in Cologne. 1300-1500,
Harvey Millwe Publ., Turnhout, 2000, 114, fig. 88.

This was probably a donation by a rich family, the members of which appear
in the lower right corner of the painting.
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Lionnet draws attention to the representation of the Death of the Virgin shown
in the nave cycle in Mdlancrav in three separate scenes. These insist on the
fact that the Virgin ascended, body and soul, to Paradise. The ascension of
the body and soul of the Virgin was another theological doctrine promoted
by the Franciscans. See Lionnet, Les peintures murales, vol.1, 398, (esp.
footnote 1556).

The literature on devotio moderna is too extensive to be included here. A
good introduction can be found in Van Os H., The Art of Devotion in the
late Middle Ages in Europe 1300-1500, Merrell Holberton Publishers Ltd,
London, 1994, passim.

An amusing detail is given by the tall character in a tight green outfit and
hood (probably representing a fool) seen behind the throne.

She is identified by her light, ochre-colored veil covering her blue dress. The
presence of Mary in all the stages of the carrying of the Cross is a repeated
theme. Lionnet draws attention to the several instances in the decorative
scheme on the north wall of the nave of the figure of Mary. She is presented
as the New Eve, the mother of God and the main actor in the process of
redemption as the incarnation of the Church. Moreover, the images showing
the death of the Virgin correspond on a vertical axis with those of the Creation
of Eve until her expulsion from Paradise. See Lionnet, Les peintures murales,
vol. 1, 395-96.

This widespread manuscript was written in 1324, probably in Strasbourg,
by the Dominican friar Ludolf of Saxony (+1378).

Niesner drew attention to the moral purpose of the Exempla introduced by
the Speculum. In this context, the images play an important role, although
their meanings are not always easily understood. Durandus’ advice to
view the images not only as a memory aid but also as a model of desirable
behavior [ad representandum mala vitanda, et bona imitandal is therefore
considered relevant by Niesner to understanding the role of such images.
See Niesner M., Das Speculum Humanae Salvationis der Stiftsbibliothek
Kremsmtinster, Bohlau Verlag, Kéln, Weimar, Wien, 1995, 338-39.
Dvotakova, Stredoveka nasténna mal’ba na Slovensku, 129, fig. 52; Marosi
E. ed., Magyarorszagi miivészet, vol.2 , fig. 690.

Dvoftékova, Stredoveka nasténna mal’ba na Slovensku, 141-42, figs. 164-69.
It should be noted that in the aforementioned cases of Podolinec and Sliace
in Slovakia, this episode comes after a depiction of high significance for
Franciscan spirituality, namely the Stripping of Christ. The Stripping of Christ
is mentioned in Matthew’s Gospel (after the Flagellation, Mt. 27, 27) and
is also described in the Apocryphal Gospel of Nicodimus in the story of
Pilate. The same episode was also mentioned in the psalms read out during
Holy Week (Ps. 22, 19) and described symbolically by the covering and
uncovering of the altar (denudatio altarium). It was used as an allusion to the
poverty of Christ and is mentioned in the Meditations on the Life of Christ
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and in St. Brigitt's legend. See Schiller G., Ikonographie der christlichen
Kunst, Gerd Mohn Verlaghaus Giitersloh, 1968, vol. 2/1, 93. The same
sequence of scenes appears in St. Gallus Church in Oberstammheim in
northern Switzerland. Klein, Schopfungsdarstellungen, 317-47 (esp. 321),
fig. 186. The Stripping is missing in the other cases, like that in Svabovce,
Kosice, Chilieni and Malancrav

See Lionnet, Les peintures murales, 106; Dvorakova, V., Stredovéka nastenna
mal’ba na Slovensku, figs. 136.

Lionnet, Les peintures murales, vol.2, 46-47

Ibidem, vol. 2, 98-99 (with bibliography).

Drdgut, “Picturile murale de la Medias”, 11-22.

One good example is the Barberini Psalter in Rome (dated to the turn of
the twelfth century), in which Christ (dressed in a Colobium) is shown at
the moment 4 soldiers nail him to the Cross. Schiller G., Ikonographie der
christlichen Kunst, Gerd Mohn Verlaghaus Gutersloh, 1968, vol. 2/2, fig.
299.

In Italy, the preferred representation shows Christ climbing the ladder in
order to be crucified. Schiller only mentions a later example of the nailing
in Italy, in a fresco in the Dome of Cremona attributed to Pordenone and
dated around 1530. Schiller, Ikonographie, 94-95. For earlier examples see
Derbes, Picturing the Passion, 147-49.

Klein, Schopfungsdarstellungen, p. 353.

A drawing after this image in the church in Rhéziins can be seen in Jaklin,
Geschichte der Kirche St. Georg, fig. 51.

Dvorakova, Stredoveka nasténna mal’ba na Slovensku, 87; Gerét, Stredoveké
obrazové témy, fig. 92.

Although the historiated Crucifixions are encountered fairly frequently in
the murals of Medieval Hungary, Longinus is less often represented, with
more emphasis being placed on the figure of the grieving Virgin with the
other two Maries and John. Longinus only seems to appear in Plesivec
(Slovakia, dated around 1350). See Togner., Stredoveka Nastenna Mal’ba
V Gemeri, 14; Gerat, Stredoveké obrazové témy, 226-28. In Transylvania,
in the 29 representations of the Crucifixion listed by Dragut in his repertory
he is only mentioned in the case of Malancrav. See Dragut V., “Iconografia
picturilor murale gotice din Transilvania. Consideratii generale si repertoriu
de teme” in Pagini de veche artd romaneasca. [Iconography of the Gothic
mural paintings in Transylvania. General ideas and theme repertory], Editura
Academiei, Bucharest, 1972, 72.

Longinus is given an important place in 15" century representations of
the Crucifixion, such as in the panel painting of the altarpiece in Hronski
Benadick (Garamszentbenedek, Slovakia, dated around 1427) attributed
to Thomas of Cluj (Kolozsvar, Klausenburg), which is found today in the
Christian Museum in Esztergom (Hungary), or in the murals by Johannes of
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Rosenaw in the former Saint Mary’s Church in Sibiu (Szeben, Hermannstadt,
Romania) dated to 1445. See Gerdt, Stredoveké obrazové témy, 218, fig. 86;
Vatasianu V., Istoria artei feudale in Tarile Romane [The History of Medieval
Artin Romanian historical countries], Ed. Academiei, Bucharest, 1959, 434,
fig. 394.

Raimann, Gotische Wandmalereien in Graubiinden, 268, 414.

The dimensions of the damaged space indicate that only one or two scenes
are missing.
The Last Supper showing the participants gathered round a circular table
is not unusual. It was first introduced in the West around the tenth century
and was adopted by Byzantine art in the eleventh century. See Millet
G., L’Iconographie de I’évangile aux XIVe, XVe, XVle siecles d’apres les
monuments de Mistra, de la Macedoine et du Mont-Athos, De Boccard,
Paris, 1960, 298. It became popular in Florentine Trecento art. Later, through
Giotto’s work, it spread to Padua and Rimini as well as Emilian and Lombard
painting. Laurence B. Kanter, Painting and lllumination in Early Renaissance
Florence 1300-1450 (New York: The Metropolitan Museum of Fine Arts,
1994), 176.
Despite the fact that by the fourteenth century lamb had replaced fish in most
representations of the Last Supper, the painter in Malancrav preferred the
latter. See Rigaux D., A la table du Seigneur. L’Eucharistie chez les Primitifs
italiens 1250-1497, Cerf, Paris, 1989, 228-231.

He placed Christ on top, with John sleeping at his bosom. Peter, sitting
on the right side of Christ, turns towards Christ and makes an inquisitive
gesture. Ignoring Peter’s astonishment, Christ is stretching his right hand
out towards Judas. The latter is standing next to Peter and is identifiable by
the fact that his halo is missing. There is a visual link between the sleeping
John and Judas: both appear on a lower level than the rest of the disciples,
who are sitting round the table. On the parallels between John and Judas,
see Rigaux, A la table, 45-50.

Umeéni na Slovensku [Art in Slovakia] Melantrich, 1938, fig.261; Dvorakova,
Stredovéka nasténna mal’ba na Slovensku, 155.

I would like to thank Prof. Gerhard Jaritz for mentioning and providing me
with images of this altarpiece. The apostles are arranged around a circular
table in the middle of which we see a fish, with [knives and plates] and a
chalice nearby. Christ, at the top of the gathering, is raising in his right hand
a Host (situated in the same visual line with the chalice), thereby indicating
the meaning of the scene: namely, the Establishment of the Eucharist.

This gesture also indicates his demand that his head also be washed.

A similar appearance of God the Father is found in a scene on the second
row of the north wall in the sanctuary of the church in Kocelovce (Slovakia,
dated around 1380-90), where, besides God the Father blessing his Son,
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there is a chalice on the rock in front of Christ, a symbol of his Passion. See
the image in the Krems database n0. 012513.

Generally, the soldiers wear fourteenth century armor, short, tight tunics
and tight trousers, pointed shoes, basinets and kettle hats to which, in some
cases, were attached aventails. The Basinet, also called bascinet or basnet,
was an open-faced helmet with a globular or conical skull enclosing the sides
of the face and neck. It was usually worn with an aventail and occasionally
a visor. The Kettle hat, or chapel de fer, is an open-faced helmet consisting
of a bowl with a broad brim, resembling the ‘tin hat’ of the British Army
in the period 1914-48. It was very popular with the poorer knights being
cheap and easy to produce. From 1320 onwards it is depicted with a tall
conical skull like the contemporary basinet, made of one or two, and only
rarely three, pieces. An aventail is a curtain of mail attached by means of
staples (vervelles) around the base of a helmet (especially the basinet) and
covering the shoulders. It is also called camail (a French term). See David
Edge, John Miles Paddock, Arms and Armor of the Medieval knight. An
illustrated history of weaponry in the Middle Ages (New York, Avenel, New
Jersey: Crescent Books, 1988), 73, 183, 186.

One unusual detail is the head that appears behind the throne and between
the priests. Although barely visible, it can be observed with the help of the
computer and scanned images.

Derbes, Picturing the Passion, 91-92.

It is interesting to note that the image of Christ supporting his head with his
hand normally appears in images of Christ in Distress. | owe this idea to
Emese Sarkadi. See also Von der Osten G., “Job and Christ. The Development
of a Devotional Image” in Journal of the Warburg and Courtland Institutes
16, 1953, 154.

Depiction of the third row on the north wall. See Dvorakova, Stredoveka
nasténna mal’ba na Slovensku, 100-103, fig. 96; Prokopp M., Italian Trecento
influence on murals in east central Europe particularly Hungary, Akadémiai
Kiadd, Budapest, 1983, 152.

Togner M., Stredoveka nasténna mal’ba v Gemeri, fig. 19. Image from Krems
database, no. 012491

The Passion cycle on the north wall of the nave in Medias (dated around
1420, by Drdgut) also contains a similar representation of the Crowning
with Thorns. See Dragut, “Picturile murale de la Medias”, fig. 17.

Christ’s left foot is stepping forwards, whereas his right foot is stepping
backwards. His head is turned to his left.

Marrow, Passion iconography, 47, 134-35.

Dragut said of the representation of Simon of Cyrene that it resembles the
style of dress of a Romanian peasant. Dragut V., “Picturile murale din biserica
evanghelica din Mdlincrav” [Mural paintings in the Evangelical church in
Malincrav] in Studii si cercetdri de istoria artei 14 (1967), 82.
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One of these, situated behind Christ, is an older man with white hair, beard
and moustache. He is followed by a younger man with similar features but
in dark colors. They do not look like soldiers because they are dressed in
shirts from the knees up and both are barefoot. Their hands are crossed in
front of them, probably indicating that they have been tied.

Derbes, Picturing the Passion, 134-35, 153-54, 235, note 71.

For example, in the Ascent of the Cross at Santa Maria Donnaregina in
Naples (school of Pietro Cavallini, early fourteenth century) or the Way to
Calvary by Pietro Lorenzetti in the Lower Church of San Francesco in Assisi
(c. 1316-19). Ibidem, 154, fig. 74.

Bakos )., Dejiny a koncepcie stredovekého umenia na Slovensku [History
and conception of medieval art in Slovakia] Tatran, Bratislava, 1984, figs.
18, 19.

Dvorakova, Stredoveka nasténna mal’ba na Slovensku, fig. 145; Biathova
K., Maliarske prejavy stredovekého Liptova [Painting in the medieval Lipté
district] Tatran, Bratislava, 1983, 61, figs. 42, 43.

Derbes, Picturing the Passion, 31

Ibidem, 7.

Marosi ed., Magyarorszagi miivészet, vol. 2, 221, fig. 708.

Ibidem, 415, fig. 1339.

Image from the Krems database no. 10954.

Very often the artists were not content only showing Judas being hanged
and also presented the picture of a horrifying disemboweled corpse while
insisting on bodily details, such as his intestines coming out of his stomach.
See the representation in relief on the tympanum of the western portal in
Freiburg Miinster [dated around 1300]. Here the greed of Judas and the price
of treason are symbolized by the presence of the thirty silver coins falling
from his hand. Kirschbaum, Lexikon, vol. 2, 446. See also Monstadt B., Judas
beim Abendmahl. Figurenkonstellation und Bedeutung in Dartstellungen
von Giotto bis Andrea del Sarto, Scaneg Verlag, Munich, 1995, 28-36.
Derbes, Picturing the Passion, 70.

Ibidem, 71.

Dvorakova, Stredovéka nasténna mal’ba na Slovensku, 122; Biathova,
Maliarske prejavy, 193, 195

Also mentioned by Dragut, “Picturile murale,” 92.

The Franciscans promoted certain iconographic types: for example, the image
of Christus Patiens, that of the Virgin of the Mantle and the Resurrection
(body and soul) of the Virgin. See, for example, Belting-lhm Ch., “Sub matris
tutela” Untersuchungen zur Vorgeschichte der Schutzmantelmadonna,
Carl Winter Universitatsverlag, Heidelberg, 1976, 70. See also Egger H.,
“Franziskanischer Geist in mittelalterlichen Bildvorstellungen. Versuch
einer franziskanischen lkonographie.” in 800 Jahre Franz von Assisi.
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Franziskanische Kunst und Kultur des Mittelalters, Ferdinand Berger & Sohne
Vienna, 1982, 471-505.

Niesner, Das Speculum Humanae Salvationis, passim.

See Muncheck H., Die Concordantiae caritatis des Ulrich von Lilienfeld.
Untersuchungen zu Inhalt, Quellen und Verbreitung, mit einer
Paraphrasierung von Temporale, Sanktorale und Commune, Peter Lang,
Frankfurt am Main, Berlin, Bern, Bruxelles, New York, Wien, 2000,
passim.

Speculum Humanae Salvationis is mentioned, for example, in the library
in Kormoczbanya (Slovakia). See Ipolyi A., “Egy kozépkori Magyar
plébanos konyvtara” [The medieval library of a Hungarian priest] in Magyar
Koényvszemle 1876, 229-41 (esp. 236).

Thomas M., “Lo Speculum Humanae Salvationis e I'idea occidentale della
Redenzione” in Nuova Rivista Storica LVIII, 1974, 394.

See, for example, the classic work of Karacsonyi J., Szent Ferencz rendjének
tdrténete mgyarorszagon 1711-ig [The history of the Franciscan order
in Hungary until 1711], A Magyar Tud. Akadémia Kiadasa, Budapest,
1922, 2 vols., passim. For further reading, see in Hervay F., “Geschichte
der Franziskaner in Ungarn* bis zum Beginn der Reformation”, in 800
Jahre Franz von Assisi. Franziskanische Kunst und Kultur des Mittelalters,
Ferdinand Berger & Sohne, Vienna, 1982, 312-17.

And even if the remaining buildings give us an idea about the architectural
principles of construction and organization, the scarce quantity of wall
paintings provides little information about the iconographic patterns
promoted by the Franciscans in this region.

The most important collections of sermons in Medieval Hungary date from
the beginning of the 16™ century and are attributed to Perbart of Timisoara
(Temesvar, + 1504) and to Orwald of Lasko (+ 1511). See Klaniczay G.,
Madas E., “Offices liturgiques et Légendiers” in Philippart G., Hagiographies.
La Hongrie , Brepols-Turnhout, 1996, 144-45.

See various studies on the activity of the order in various regions in the
exhibition catalogue 800 Jahre Franz von Assisi. Franziskanische Kunst und
Kultur des Mittelalters, Ferdinand Berger & Sohne, Vienna, 1982, passim.

This would explain (besides the low quantity of remaining medieval
wall paintings in general) the small number of remaining representations
showing the most popular saints of the Order. Lanc has suggested that the
long history of the established traditional saints probably left little room for
the assimilation of the Franciscan ones in the regions discussed. Lanc E.,
“Zu franziskanischen Darstellungen in der mittelalterlichen Wandmalerei
ausserhalb Italiens” in 800 Jahre Franz von Assisi, 506.

One of the keystones in the church contains Lackfi’s coat of arms. Marosi
ed., Magyarorszagi miivészet, vol. 1, 127, vol. 2, 398, figs. 458, 1281. See
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also Prokopp M., “A Keszthelyi”, 24-29; idem, “A Keszthelyi falképei,”
(1980), 367-85; idem, “Freskenschmuck,” in Die Parler, vol. 2, 457.

In Italy, for example, the Franciscans preferred to settle in towns. The fact
that in Central Europe the Order also had monasteries in rural regions shows
that they were trying to adapt to local political and social demands. See
Fugedi, E., “La formation des villes et les ordres mendiants en Hongrie” in
Fugedi E., Kings, bishops, nobles and burghers in medieval Hungary, Bak
J.M. ed., Variorum Reprints, London, 1986, 968-87.

See Borzasi Gy., Emodi T., Szalard reformatus templom [The Reformed
Church at Séalard] Cluj, 1996.See also Rusu A. A., Dictionarul manastirilor din
Transilvania, Banat, Crisana si Maramures, [The Dictionary of Monasteries in
the Transylvania, Banat, Crisana and Maramures regions], Presa Universitarg,
Cluj, 2000, 222-24.

See the subchapter “Der franziskanische Bezug im Programm des
Ausmalung” in Buran D, Studien zur Wandmalerei, 178-181.

Lionnet, Les peintures murales, vol. 1, 358-424.

Thomas M., “Lo Speculum Humanae Salvationis”, 379-97.

During the fourteenth and beginning of the fifteenth centuries this relationship
is suggested only by influences traced to images such as the presence of two
Franciscan saints appearing on the murals on the south wall of the sanctuary
(dated before 1405). In the second half of the fifteenth century, during the
reign of Michael Apafi, the preference for the Franciscans is expressed
clearly. Not only was one of his sons named Francis, but Michael Apafi
was also a benefactor of the Franciscan friary in Targu Mures. He requested
that prayers be said for the salvation of his soul by his son Nicholas and the
community of the Franciscans from the aforementioned friary. Fragments of
a tombstone considered to be Michael Apafi’s funerary monument (based on
the coat of arms), dated on stylistic grounds to some time around 1470, were
found near the Franciscan church in Targu Mures. See Gogaltan, Patronage
and Artistic Production, 84-86, 139.

Apparently this image had attached to it an indulgence by Pope Martin V
on March 28, 1424. See Gogaltan, Sallay, “The Church of Malancrav,” 181.
See also Jenei, “Art and Mentality” 37-43.

Roth V., “Az almakeréki templom és miikincsei” [The church in Malancrav
and its treasures| in Dolgozatok az Erdélyi Nemzeti Mizeum Erem és
Régiségtarabol, (Cluj, 1912), 128-184.

The paintings in the church at Podolinec (Slovakia) have 8 remaining scenes.
An equal number of scenes can be found in the St. Philip and James church
in Svabovce. See Lionnet, Les peintures murales, vol. 2, 90, 106.

This cycle includes approximately 10 of the scenes found in Malancrav but
with one meaningful addition — the depiction of the Undressing is placed in
front of the image of the Hammering of Christ on to the Cross. The frescoes
are currently located under the roof in the nave of the church. Togner M.,
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Stredoveka nastenna mal’ba na Slovensku: addenda et corrigenda [Medieval
wall paintings in Slovakia: addenda et corrigenda] Tatran, Bratislava, 1988,
92. See also Gerat, Stredoveké obrazové témy na Slovensku, 222-23.

See in particular Scheller, R. W., Exemplum. Model-book drawings and
the practice of artistic transmission in the Middle Ages (ca. 900- ca. 1470)
(Amsterdam: Amsterdam University Press, 1995), passim.

A stylistic analysis of the murals in the nave goes beyond the remit of this
short text. We may note, however, that the paintings in Malancrav feature
many similarities with the linear style of the murals attributed to the so-called
Master of Waltensburg whose activity is documented through the 16 cycles
of paintings in the churches of the Graubtinden region of Switzerland. These
frescoes are much earlier (dating from around 1330-50), we can only assume
the presence in Malancrav of a painter trained in this region.
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PHOTOGRAPHY AS ART AND
DIGITAL TECHNOLOGY

The following text is written from the point of view of a visual artist
who has made frequent use of analogue photography in his work, but
who, like others around him, turned to digital technology at the start of
the new century, though not without retaining deep concerns, besides
the aesthetic and technical implications, about the conceptual ebbs and
flows that have accompanied this transition.

At the beginning of the 1980s, traditional photography, based on film
and chemical processes, became the victim of a technological revolution,
an avalanche of digital technology which overtook it and gave it the status
of a historical episode. These events gave rise to an unparalleled fervor
among theorists and commentators on the photographic phenomenon in
particular and culture in general. Vast numbers of books and articles were
written which foretold, in a variety of ways, the death of photography. A
situation not dissimilar to that immediately following the original birth of
photography was created, when it was thought the then new technology
would lead to the disappearance of painting. This — like the disappearance
of theatre in the era of cinema, or film and cinema in the era of television,
or the telephone in the Internet era — did not happen. Indeed, old media
have only needed to alter their position in relation to new technologies.
Film-based photography, therefore, will also not disappear, though it will
probably only be used in highly specialized fields (art being one of them)
and in close relationship with its classic aesthetic value, while appealing
to the implied connotations (objectivity of representation, mass culture,
etc.). In terms of image perception, we are now at a somewhat symmetrical,
albeit opposed version of the moment seen at the beginning of the 19"
century; we are witnesses to the closing of a historical parenthesis in
which mankind lived under the illusion that through photography reality
could be documented objectively. Paradoxically, this loss of faith in image
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objectivity is occurring at a time when attitudes towards the medium —
represented by the photographer, armed with a digital camera, who
processes images with the help of a computer (setting contrasts, modifying
color saturation, re-framing, cutting out or adding certain elements) and
prints the final product using ink jet technology — are far closer to the
way of thinking and working of the painter than that of the classical
photographer. Similarly, the way a digital photograph is perceived and
analyzed is closer to that for a work of art than a photograph made from
a negative film.

The philosopher Roger Scruton gives a very accurate analysis of the
way in which, from the point of view of its documentary qualities, we
perceive and analyze a painted image:

“If a painting represents a subject, it does not follow that the subject
exists nor, if it does exist, that the painting represents the subject as it is.
Moreover, if x is a painting of a man, it does not follow that there is some
particular man of which x is the painting. Furthermore, the painting stands
in this intentional relation to its subject because of a representational act,
the artist’s act, and in characterizing the relation between a painting and
its subject we are also describing the artist’s intention. The successful
realization of that intention lies in the creation of an appearance, an
appearance which in some way leads the spectator to recognize the
subject.” !

Unlike a painting, when we look at a photograph we are guided by
totally different judgments:

“A photograph is a photograph of something. But the relation here is causal
and not intentional. In other words, if a photograph is a photograph of
a subject, it follows that the subject exists, and if x is a photograph of a
man, there is a particular man of whom x is the photograph. It also follows,
though for different reasons, that the subject is, roughly, as it appears in the
photograph. In characterizing the relation between the ideal photograph
and its subject, one is characterizing not an intention but a causal process,
and while there is, as a rule, an intentional act involved, this is not an
essential part of the photographic relation. The ideal photograph also yields
an appearance, but the appearance is not interesting as the realization of
an intention but rather as a record of how an actual object looked”.?
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How do we perceive and analyze a digital photograph? Let us take
as an example a hypothetical advertising image in which, in the most
photorealistic way, various historical and contemporary personalities
are floating together in space and urging us in one voice to use product
x or y. We may like the idea behind the image, or we may appreciate
the technical skill used to allow all the elements in the frame to co-exist
in perfect harmony, but we are clearly not prepared to perceive the
composition as a photograph in the sense that all the component elements
in the frame were present at the same time, in the same place, in front
of the camera. Surely, advertising uses photography with the greatest of
ease, with no prejudice against the indexical relationship it has to reality,
and even exploiting, if need be, this precious inheritance of photography,
while at the same time eroding, by means of this approach, photographic
documentary credibility.

It has become increasingly commonplace, even among amateur
photographers digitally recording various moments and events that
mark their personal lives and their families’ lives, to intervene and
eliminate certain details or to combine multiple images to produce ideal
“documents” meant to be as close as possible to the way events were
perceived or intended to be perceived in the future by others. In fact,
amateur photographic studios and labs are now increasingly providing
these “aesthetic surgery” services for their customers’ photographs. We
can verify this by imagining how future generations will react when
confronted with family albums of such photos. Surely, in a totally different
way from today’s generations. In the future, electronic albums, containing
digital family photos, will instead play the role of illustrated story books in
which the main focus will not fall on the reliability of the realities or facts
presented therein but the intentions and hopes that led to the construction
of the images in the first place.

One of the most read and quoted theorists on the implications of digital
technology in the development of various fields is William J. Mitchell.

At one point in his prominent book The Reconfigured Eye, Visual
Truth in the Post-Photographic Era, Mitchell takes an analysis by Viola
Pemberton-Pigott on Canaletto’s painting technique — in which the
Venetian painter is seen to combine several viewpoints, changing the
horizon, modifying the height of various buildings, in order to create
ideal images that could never be perceived this way from any single
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viewpoint — and draws a comparison with the modus operandi of digital
technology users:

“So it is with computer collage. Its spatial and temporal dislocations —
its explosions and reassemblies of the decisive moment — undermine
photographic integrity in a particularly insidious way. The standard
photograph’s instantaneous character makes it essentially a record of an
event — something with definite spatial and temporal coordinates. (Photo
albums often record these coordinates, and some popular cameras even
automatically stamp the date on each image.) We say that a photograph
even took place at a particular moment of exposure. Seeing the photograph
we can go back to those coordinates. But an electronically assembled
event has unascertainable coordinates, and we find no flesh-and-blood
photographer — alive or dead. Nobody can claim to have stood behind
the camera and made the decision to record. It creates an ontological
aneurism — a blowout in the barrier separating visual fact and fancy”.?

Such situations refer to images resulting from the combination of other
photographic images (digitally or recorded in analogue and subsequently
digitalized) but using lens based systems. But what he calls “the
post-photographic era” implies much more than this. With the help of
three-dimensional scanning systems that generate complex sets of data
we can obtain images that are very similar to those taken from the same
recording points by using photographic systems. However, an important
distinction must be made:

“The synthesized perspective is not a direct imprint made by light
emanating from the scene, but a reconstruction made by applying
formalized theoretical knowledge of projection and shading to recorded
observations. The verisimilitude of that reconstruction depends both on
the completeness and accuracy of those observations and on the adequacy
of the projection and shading techniques used.”*

Technologies and programs specific to the post-photographic era are
able, based on data sets, to build up seemingly photo-realistic images
that are nonetheless independent from any real world references. Though
they seem to have been created deliberately for artists, since they offer
a maximum freedom of creation, the first fields in which they were used
were the military and science.
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“The procedure is to employ some appropriate scientific instrument to
collect measurements and then to construct perspective views showing
what would be seen if it were, in fact, possible to observe from certain
specific viewpoints. Thus, for example, space scientists have been able
to synthesize what appear to be detailed, close-up color photographs
of the rings of Saturn and the mountainous topography of Venus. They
are like the souvenirs of returning space travelers — but no traveler has
ever witnessed these awesome scenes directly, and no camera has ever
recorded them.”>

Thus, this new technology not only enhances and makes more visible
what was already visible; it also modifies the very nature of the visual,
including domains it was previously considered impossible to visualize,
by transforming data and concepts into images. According to Jean Louis
Weissberg,® the transition from the photographic to the post-photographic
era, would be similar to the transition from an era of “knowledge
through recording”, in which the image re-presented an object, to one
of “knowledge through simulation”, in which the image determines its
existence. The consequences of such changes of perspective run far
deeper, however, and go as far as to place in question our capacity to
distinguish between the real and the imaginary.

But how are these ideas reflected in the working methodology of
contemporary artists, and especially of those using the photographic image
in their work? Before addressing this question, however, it is worthwhile
remembering Christiane Paul’s comment on how, in the larger context of
digital art, photography is only a half-way house, half-way in the sense
that it uses digital technology to create what are still traditional objects.

“One of the basic but crucial distinctions made here is that between art
that uses digital technologies as a tool for the creation of traditional art
objects — such as a photograph, print, sculpture, or music — and art that
employs these technologies as its very own medium, being produced,
stored, and presented exclusively in the digital format and making use of
its interactive or participatory features. While both of these kinds of art
share some of the inherent characteristics of digital technology, they are
often distinctly different in their manifestations and aesthetics.””

This phenomenon is too recent, lacking sufficient distance, to permit an
objective overall evaluation. However, the following opinions, involving
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a short review of the historical relationship between photography and
art, from its beginnings until postmodernism, can be taken as an interim
assessment. These are followed by a more detailed presentation of what
is happening in the various directions of contemporary art photography
without insisting on individual artistic approaches, though emphasizing,
where necessary, such approaches that may prove relevant for the chosen
subject. The author has also included various opinions on the way new
technologies are influencing the distribution of and trade in photographic
images in general and art photography in particular.

“Photography is a means of visual communication. But the history of
photography as an art is concentrated on photography as an object and on
its aesthetic qualities, rather than on photographic communication”.8

In the 19" century, discussion of photography mainly centered on
photography’s ability to record details, and the accuracy with which
it did so, as well as its expressive potential, which was still very much
tributary to painting, both from a thematic and aesthetic point of
view. It was pictorialism (with its various different trends, some with a
naturalist foundation, others a symbolist or even modernist bias) that best
characterized the pro-artistic tendencies of photographers at the time
(Robert Demachy, Peter Henry Emerson, Gertrude Kasebier, Carece H.
White and the young Alfred Stieglitz and Edward Weston).

Towards the end of the 1910s, together with the printing of the
final issue of the publication Camera Work, emphasis began to shift
towards photography as a specific medium with well defined qualities
and attributes, which gave rise to the term straight photography (Ansel
Adams, Eugene Atget, Karl Blossfeldt, Hery Cartier-Bresson, Walker Evans,
August Sander, Edward Steichaen, Alfred Stieglitz, Paul Strand, Edward
Weston, Minor White) and dominated the era known as photographic
modernism until the 1970s. Two related major movements from the early
part the 20" century are worthy of mention in terms of expressing the
relationship between photography and art: Surrealism, in which some
artists proved that photography could also be a medium in which to chart
the borders of the unconscious (Man Ray, Hans Bellmer, Claude Cahun,
Pierre Molinier, Andre Kertesz, etc.); and the Bauhaus school, in which
photography became an essential part of artistic-type investigations (Laszlo
Moholy-Nagy, Florence Henry, Paul Citroen, Andreas Feininger, etc.).
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The road to the art galleries began from various directions around the
beginning of the 1960s, first in the US and only later in Europe. Thus,
on the one hand, a number of major representatives of Pop Art (Andy
Warhol, Robert Rauschenberg, David Hockney, Ed Ruscha) began using
photography in their work, while on the other hand, conceptual artists
began using photography to question the concept of representation
(Joseph Kosuth) or stress the importance of the creative process over the
result itself (John Baldessari, Marcel Broodhaers, Victor Burgin, Bruce
Naumann, etc.)

In the second half of the 1970s, Postmodernism became less interested
in the formal component and photography, having become only one of the
various ways of producing images in a consumer society, was increasingly
perceived as a language or a sign system. Rediscovering the writings of
the 1930s on photography and film by Walter Benjamin, and under the
influence of semiological writings by Roland Barthes and Umberto Eco and
works by French philosophers such as Jacques Derrida, Jean Baudrillard
and Jean-Francois Lyotard, postmodern artists (Cindy Sherman, Barbara
Kruger, Sherrie Levine, David Leivinthal, Richard Prince, Pierre et Gilles,
etc.) began to question, with suitable irony and cynicism, concepts such
as novelty, originality and the “aura” of the work of art in an era in which
images seemed to be easier to manipulate, recycle and disseminate.’

Although supporters and promoters of photography as art had existed
throughout its entire history, not even the most optimistic among these
had dared hope this medium would ever win wide scale acceptance
and be placed on the same level with painting and sculpture. While,
in the United States, photography was being studied in universities (the
Photography Department at MOMA was founded as far back as the 1930s),
all these remained exceptional cases, both on the American continent and,
especially, in Europe, where it was regarded by the artistic establishment
as an unwanted populist presence in its elite milieu. In light of this Val
Williams’s comment on the state of affairs in 1970s London, found in
the preface to the impressive retrospective album on Martin Parr, seems
quite relevant:

“Today, when every other exhibition is a photography show, and painting
and sculpture have become the exception to the rule, it is difficult to
imagine a time when small photography galleries, often in makeshift
accommodation — a corridor in a university building, a theatre foyer, the
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reception area of a photographic company — were the only institutions
that would show such photographers as Helmut Newton, Don McCullin
and David Bailey, or would look at portfolios by such young hopefuls as
Martin Parr.”1°

Ever since then the idea of photography as an art form has gained
such a strong foothold that it today receives the recognition it deserves
and is spreading throughout the entire network of contemporary artistic
institutions (galleries, museums, art books and reviews, international art
centers, biennials, art fairs, etc.). It is clear for all to see that photography
is now one of the dominating media in contemporary art.

I am going to divide the art photography scene of the last 20 years into
seven categories using the structure and distinctions defined by Charlotte
Cotton,'" as mentioned in her latest book on this subject. At the same
time, however, | will arbitrate and complement these by recourse to
certain moments in the history of this artistic medium as well as providing
information as to how new technologies in contemporary art are reflected
and details of instances where digital photography becomes relevant.

1. The first category involves photographic approaches with a
performance aspect, in the sense that the artist is forced to determine and to
orchestrate situations whose final purpose is to be photographed. This is a
conscious and programmatic approach, contrary and purposely distancing
the photographer from the presumed traditional way of working — the
photographer supposedly scanning, continuously and solitarily, the world
around him, or always ready to discover the (decisive) moment when
intriguing images of great visual impact are configured in front of him and
his camera, and at which moment he must push the button.

This type of photography takes its origin in the photographic
documentation of artistic actions in the 1960s and 1970s, when photography
became for conceptual artists a main medium for the spreading of artistic
actions, mostly involving performances or other temporary forms of
art. From the point of view of motivation, as well as style, this type of
photography was totally different from the photography previously seen
as art in the respective period. While modernist photography, through its
masters, tried to emphasize the author’s authority based on individual
creativity and originality, as well as on technical virtuosity, conceptual
photography minimized these aspects to total negation. In order to place
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more emphasis on the artistic act contained within the photographic image
rather than on the aesthetic qualities of the image, conceptual artists chose
an aesthetics which, at the time, was considered non-artistic, a-technical
and non-original at any cost.

The style best suited to this approach, and that adopted by many
conceptual artists of the time, was that of the documentarism/photojournalism
specific to the mid 20t century, a style featuring only approximately
composed images, often made without the photographer even looking
through the lens at the time of releasing the shutter (Robert Frank, Garry
Winogrand, William Klein, William Eggleston, etc.). The resulting aesthetics
was the consequence of a strategy by means of which the artists were trying
to counterbalance conceptual work by wrapping it in seemingly fortuitous
images with no concern whatsoever for the existing norms used by modernist
artistic photography (Ansel Adams, Edward Weston, Minor White), which
was practiced using large format cameras (4x5, 5x7 or 8x10 inches) on
negatives of extremely fine granulation, with special attention being paid
to composition and the processing of negatives and prints.

Many works by conceptual artists in those years were spread around
and only a photograph of the original was retained. In this case, the
versatile and ambiguous status of the photograph, both as a document
and as a direct link to the artistic act, was of great help to contemporary
art photography.

The main difference between conceptual artists in the middle of the
20" century and artists using this type of aesthetics in photography at
the end of the 20" century and the beginning of the 21 is that the final
purpose of the latter is the achievement of photographic images. Were
we to draw a clearer distinction, we would say that for mid-20™ century
conceptual artists the purpose was action in itself, and the photograph
a result of documented action; while for present-day artists using this
aesthetics, the recorded action is a pretext, a vehicle used to arrive at the
final purpose, that is, the photographic image.

2. The second category includes photographic approaches in which the
narrative plays an important role. The characteristics of this photographic
genre can also be found in Western figurative painting of the 18" and 19t
centuries. Some of the images of this type used by contemporary artists
include reference to tales, urban myths and events taken from mass-media,
all of which form part of the collective conscience of the world we live
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in. Others are more ambiguous, presenting situations viewers are called
to fill in with narratives and meanings as they please. Jeff Wall, Inez von
Lamsweerde, Mariko Mori, Calum Colvin, Bernard Faucon, Sandy Skoglund,
David Levinthal, Miriam Backstrom, Thomas Demand, James Casebere,
Sam Taylor-Wood, Teresa Hubbard and Alexander Birchler, Philip-Lorca
di Corcia are among the best known artists working within these aesthetic
and conceptual coordinates. Some of these, however, construct their images
and work in a way not dissimilar to a film director: they use actors placed
in staged spaces or real locations that have been carefully chosen and fully
lighted. Others work on a small scale, using small-scale models and puppets
that they photograph in an ambiguous way, making them seem real. Others
combine a number of real elements taken from different spaces and points
in time, or real elements with characters or objects created with the aid of
3D programs, with everything being computer processed. Depending on
what each author chooses to emphasize, in some of these images human
intervention can be more evident than in others. While many contemporary
artists and photographers create series grouped into more narrative or —on
the contrary —enigmatic photographic essays, artists staging situations meant
to be photographed in general do not produce series on a certain subject,
but rather unique works. Each such photograph includes enough elements
to present a narrative.

3. The most wide spread style of photography encountered on the
contemporary artistic scene in recent decades — seeming one made
specially for gallery walls — is one that is surprising for its inexpressive
aesthetics and the photographer’s detachment, on the one hand, and
again for its large dimensions, the maximal clarity of the whole image
frame and richness of detail, on the other. Unlike painting, when we
refer to a photograph we are unable to say it has specific dimensions,
for it can be printed in an infinity of dimensions. This is why, generally
speaking, photo albums do not mention the dimensions of the reproduced
images. And where these are given, they usually refer to certain prints
in an exhibition. On the other hand, it is almost unanimously accepted
that the context in which a photograph is presented can, in certain
conditions, alter or completely change its meaning. This is certainly true
of newspaper photography, but not exclusively. An increasing number
of contemporary artists have begun taking into consideration and, more
or less directly, referencing the context in which their image is to be
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presented. Unlike context, dimension is never considered a decisive
element in the perception of a photographic image. However, there are
certain photos, which, when seen in albums, books or magazines, can
only be partially understood, as their authors largely rely on the impact
their monumental character and clarity of detail are presumed to have
on viewers when in direct contact with the “original” exhibit. This is also
the case of photographs included in this category.

Even if some of the photos included here are sometimes based
on emotional subjects, this is not the real key to their reading and
understanding.

“The emphasis, then, is on photography as a way of seeing beyond the
limitations of individual perspective, a way of mapping the extent of the
forces, invisible from a single human standpoint, that govern the man-made
and natural world. Deadpan photography may be highly specific in its
description of its subjects, but its seeming neutrality and totality of vision
is of epic proportions”1?

Though it only received full acknowledgement in the 1990s, and for
a totally different means of expression which, both from a conceptual
and a formal point of view, was opposed to the Neo-expressionism and
artistic subjectivism that had dominated the previous decade, the style
that generated Deadpan Aesthetics has deeper roots, most notably in the
history of German photography. Many even call it “Germanic”, mainly
because its major representatives came from the Kunstakademie Dusseldorf
(Andreas Gurski, Thomas Ruff, Thomas Struth, Candida Hofer, Axel Hutte,
etc.), having been the students of Berndt and Hilla Becher. Also, through
their approach, the two professors were themselves continuing a tradition
that had started in the first half of the 20t century together with the New
Objectivity (Neue Sachlichkeit) —and Albert Renger-Patsch, August Sander
and Erwin Blumenfeld can be considered forerunners of this trend. Artists
such as Rieneke Dijkstra, Celine van Balen, Hiroshi Sugimoto, Keith
Cottingham, Mette Tronwoll, Margherita Spiluttini, Walter Niedermayr,
etc. are also worthy of mention. Even if most of these artists began their
careers working with large format cameras, recording their subjects in
B&W or on color negatives, many now also make significant use of
digital processing, albeit in a manner that in no way alters the feeling of
objectivity seen as defining for this style.
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4. This fourth category includes images representing arrangements
of commonplace objects placed in unusual relationships. The act of
taking a photograph involves a translation from the three-dimensional
to the two-dimensional and a framing of fragments of everyday life,
thereby changing them into shapes and color spots detached from their
initial function. Juxtapositions of objects with sexual connotations, the
changing of size ratios between various objects, unusual lighting, and
emphasizing ambiguities of form and function — these are just a few of
its characteristics.

| sincerely doubt whether we could ever produce an inventory of all
the subjects approached by these artists, as for them almost any object can
take on an artistic meaning by photographing it under certain conditions.
However, “one must be cautious about thinking of this type of photography
as primarily concerned with making visible non-subjects, or things in the
world that are without visual symbolism. In truth there is no such thing as
an unphotographed or unphotographable subject. It is for us to determine
a subject’s significance knowing that it must have one, for the artist has
photographed it and thereby designated it as significant.”'3

Photography, therefore, opens up new perspectives to us, teaches
us to view the world around us in a different way, to see something
different in objects other than their purely functional status. In these
artistic investigations, roots can also be found in the Minimalism and
Conceptualism of the 1960s, at a time when artists belonging to this trend
were breaking down the barriers between the art studio, the gallery and
the rest of the world and shifting the emphasis over to the artist’s skill
and craft, the creative process itself, and the concept underlying the art
object. The main question the viewer has in mind no longer relates to
who produced the work of art and how (by what means) it was achieved,
but rather how the objects or places represented in the image become
subjects of artistic interest, or how and through which creative process
the image representing them is considered a work of art. Ultimately, this
type of approach undermines artistic judgments that rely solely on a
plastic vocabulary (form, composition, color, etc.), without addressing the
relationship between the work of art and its environment. On the contrary,
artists in this category (Peter Fishli and David Weiss, Gabriel Orozco,
Felix Gonzalez-Torres, Janson Evans, Nigel Shafran, Jean-Marcsunt
Bustamante, Wolfgang Tillmans, Beat Streuli, etc.) are primarily concerned
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with the context in which the work is presented and are constantly setting
challenges to discover the borders of the art object.

5. The fifth category is dominated by artists who investigate, through
photography, situations, events, and visual journals from their own
intimate, everyday life as well as that of people around them in order to
show them in the contemporary artistic context.

A viewer with less experience in contemporary art might well ask what
such personal images (sometimes too personal even for a family album)
are doing in public spaces such as galleries or art museums and the pages
of different publications dealing with subjects of contemporary art.

Even if, on a superficial level, there is a certain resemblance between
the snapshot-type images created by the artists discussed above and the
family album photograph, from an aesthetic point of view an essential
distinction needs to be drawn between these two photographic expressions.
Photographs made for a family album generally represent certain symbolic
instances in family life or social achievements. The first kiss of a married
couple immediately after their marital ceremony, the moment a baby
touches the water during a baptism ceremony, blowing out the candles
at a birthday party, clinking champagne glass on New Year’s Eve, a group
family photo in front of their new house right after moving in, snapshots
with colleagues after promotion at work, holidays snaps with loved ones
in front of cultural monuments or in exotic places, etc. — all these are
meant to provide a visual documentary of the successful passage through
life and validate the healthy importance of the social roles they play, in
family, in school, at the office, on holiday, etc.

On the other hand, the photographs taken by artists who borrow this
type of visual aesthetics concentrate precisely on those taboo moments
not found in family albums: conflict moods, sadness, vices, sickness, and
death, or even, simply, non-events — offhand characters, lying in bed,
with vacant eyes, talking on the phone, or others, trying to smile for the
camera but with tears in their eyes, etc.

Certainly, under fine scrutiny, the domestic photograph made for
family albums can also lead towards depths which are more or less visible
or predictable at the moment the photo is taken (a relationship of power
or authority can always be found in group photos, people’s postures
or attitudes can also be linked to their future development or they may
indirectly disclose dramas or unpleasant moments that are not supposed
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to be described in detail or at least recorded in the following pages of the
album). In addition, many of these artists are directly and personally involved
in their own projects, and often appear themselves in their images, beside
relatives, friends, and acquaintances. Any individual image made by artists
such as Nan Goldin, Nobuyoshi Araki, Larry Clark, Corinne Day, Wolfgang
Tillmans, Jack Pierson, Richard Billingham, Hiromix, Anelies Strba, Elina
Brotherus, etc. must be viewed as part of the wider constellation of their
own personal work. One of the characteristics of contemporary art is that it
appeals to a more informed audience, one which, while viewing a solitary
work of art, is expected to be aware of the concept that gave rise to it and
possibly also the project it belongs to and even the author’s entire work,
especially if the project under focus is a lifetime one.

6. Another category includes photographers who, despite not working
for the mass media, employ artistic strategies to maintain the social
relevance of the images they produce.

This type of photography grew out of television and the Internet
and has taken over the role of disseminating political and social news
following the drop in demand for pictorials in socially and politically
biased magazines.

Unlike journalists, who jump straight to the core of events in order
to “cut off” certain shocking, exciting, drama-full moments, artists in this
category prefer to adopt an anti-journalistic attitude, avoiding involvement
until after the “decisive moment” and maintaining a distance that favors a
contemplative attitude over disasters or the events thus recorded.

This is a suitable moment to dwell briefly on the problems facing
the photo-journalist community and to mention that one of the current
challenges to the status of photojournalism, on an equal level with television
and the Internet, is the large scale adoption of digital photography. In the
space of only a few years, press photography has almost completely
swapped film-based technology for digital. Indeed, digital technology now
dominates print media. Its undisputed practical advantages hasten this
transition from analogue to digital: the ease of sending images directly from
the site of the event, straight from the digital camera or a mobile phone and
via the Internet to a newspaper’s editorial office, or the press agency that
ordered them, is just one of these advantages. Digital technology has to an
extent helped photography to reach a speed of distribution comparable to
that of other means of transmitting information. Unfortunately, however,
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this speed of recording and transmitting photographic press images makes
it increasingly hard for photographers and editors to resist the extremely
high temptation to interfere with an image (to emphasize, blur or even
cut out or add certain elements). Indeed, there has been a strong sense
of restlessness in the community of press photographers ever since the
beginnings of this trend. “Photographers, editors and publishers need
to speak out unequivocally and say ‘NO’ to the abuse that can and will
creep into newsrooms as the use of digital photo technology becomes
widespread... We cannot use this technology to create lies, no matter
how tempting or easy”'*. The amazing number of press scandals due to
“unauthorized” interference with images has strongly affected the status of
photojournalism, a genre that relies more than any other on the credibility
of photographic images. If the damage to this credibility continues to
increase, photojournalism itself may one day be consigned to history or,
in the best case scenario, turn into art.

“In the future, readers of newspapers and magazines will probably view
news pictures more as illustrations than as reportage, since they will be
well aware that they can no longer distinguish between a genuine image
and one that has been manipulated. Even if news photographers and editors
resist the temptations of electronic manipulation, as they are likely to do,
the credibility of all reproduced images will be diminished by a climate
of reduced expectations. In short, photographers will not seem as real as
they once did.”1>

From an aesthetic point of view, contemporary photojournalism is
going through some rather contradictory trends, of which | shall mention
only two.

A) On the one hand, an increasing number of press photographers
with artistic ambitions are now conscious of the fact that the history of
photography does not necessarily mention those who were closest to an
event or who documented it most accurately, but rather those concerned
with aesthetic and philosophical criteria. In other words, those who,
through their images, manage to transcend the conditioning of time
and space and, though starting from precise situations which happened
sometime and somewhere, in one corner of the world or another, manage
to cloak them in an archetypal aura, possibly with reference to the
history of art. An important reason why many photographers opt for this
aesthetic approach (and even art for art’s sake) is that the prizes at big
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photojournalism contests (World Press Photo or Pulitzer) continue to be
awarded to this type of photography. In recent years, however, there has
been an increase in the criticism directed at these approaches. Many have
questioned the morals of this photojournalistic approach and whether the
beautiful and tragic images produced are the result of the photographer’s
concern for composition and form rather than for the situation itself. The
photojournalist comes across as a beauty hunter, searching for archetypal
images that seem to have been taken out of art history books (crucifixions,
passion motifs and even lowly Madonnas with child). The obsessive
interest in the ratios between diagonal and vertical lines, sharf-unsharf,
clear-obscure make the human dramas unfolding in front of the camera
seem secondary. In one example, against a rough, brown-green wall,
three grieving women — probably wife, sister and mother — are standing,
dressed in black, over a corpse lying on the ground before partly covered
by an immaculately white sheet. A streak of blood is pouring out from
under the sheet, forming a red puddle towards the bottom of the image
that reflects the face of one of the women. The composition is dense on
the right hand side, a square representing two thirds of the frame, while
the other third remains free of any detail except for the road and the wall
descending towards the left. This photograph, bearing the signature of
Frank Zecchin (Magnum), was in fact bought and used by the Benetton
Corporation for one of its advertising campaigns.

B) Another trend among these photographers is the contrary approach
of avoiding too artistic an approach to subjects they intend to document,
precisely for the above reasons.

Susan Sontag captured the essence of this attitude:

“Those who stress the evidentiary punch of image-making by cameras
have to finesse the question of the subjectivity of the image-maker. For
the photography of atrocity, people want the weight of witnessing without
the taint of artistry, which is equated with insincerity or mere contrivance.
Pictures of hellish events seem more authentic when they don’t have the
look that comes from being ‘properly’ lighted and composed, because the
photographer either is an amateur or — just as serviceable — has adopted
one of several familiar anti-art styles. By flying low, artistically speaking,
such pictures are thought to be less manipulative — all widely distributed
images of suffering now stand under that suspicion — and less likely to
arouse facile compassion or identification”.'®
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Photojournalists’ traditional attitude towards the world is that of
witnesses, invisible where possible, who are simply observing and cutting
out “key” (possibly symbolic) instances from the course of events without
becoming involved or influencing them in any way. Unfortunately, they
are quite often thrown by the publications or agencies they work for into
the middle of complex events with little knowledge of their origins or
history. The short time they have to produce photographs is also a source
of pressure that far from favors the development of a more nuanced
relationship between the photographer and field realities. This is often
obvious in press images, which most of the time are spectacular only at
the level of the visual show.

Unlike photojournalists, artists whose photographic work deals with
social and political relationships within human territories and communities
(following armed conflict, changes of political regime or natural disasters)
work in a totally different way. Not being pressured by time or events,
their projects are prepared thoroughly and rely on longer or repeat visits
and more complex communication with the people and places under
scrutiny. This communication between artists and the community is often
essential and is part of the project concept. Sophie Ristelhueber, Willie
Doherty, Ori Gersht, Paul Seawright, Simon Norfolk, Chan Chao, Allan
Sekula, Luc Delahaye, Ziyah Gafic, Esko Mannikko, Boris Mikhailov are
among the most representative artists of this genre.

Characteristic of the dilemma of today’s photojournalists is the growth
of Martin Parr, a member of the Magnum Agency (this Olympus of press
photography) whose visual discourse is at present much closer to that of
contemporary artists expressing themselves through photography than
that of newspaper photographers, while his images feature in art galleries,
albums and magazines to a larger extent than in social or political
publications. For him, as well as the few other elite photographers who
began their careers as talented photojournalists or documentarists, reality
and social events only warrant researching if they can act as links to their
own projects and obsessions.

7. The seventh category is one specific to Postmodernism and (under
the influence of thinkers such as Roland Barthes and Michel Foucault)
brings together artists interested in photography as a system of signs
endowed with significance and value only in relationship with other, larger
systems of signs and codes of a social and political nature. This approach
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is opposed to the modernist photographers’ way of understanding this
medium in which it is advisable to distinguish oneself from the anonymous
mass of everyday photo producers, centering one’s work on concepts
such as originality, aesthetic innovation and technique. Unlike them,
postmodern photographers examine the medium in terms of production,
reproductive capacity, dissemination, imitation, reception, falsity.

This type of photography makes constant appeal to our visual imaginary,
which is often made up of images extracted from the mass media, family
albums, advertising, movies, the history of the arts, etc.

“There is something deeply familiar about these works; the key to their
meaning comes from our own cultural knowledge of generic as well as
specific images. These are photographs that invite us to be self-conscious
of what we see, how we see, and how images trigger and shape our
emotions and understanding of the world. Postmodernist critiques of
photographic imagery have been an invitation both to practitioners and
to viewers to explicitly acknowledge the cultural coding that photography
mediates.”!”

The works of the artists Cindy Sherman, Sherrie Levine, Nikki S. Lee,
Tracey Moffatt, Tacita Dean, Richard Prince and Joan Fontucberta illustrate
this artistic trend in different ways. The techniques used are quite diverse,
from the return to 19™ century photographic processes (Adam Fuss) to
ostentatious digital intervention on images found in various archives or
the Internet (Thomas Ruff) or more subtle digital manipulations of personal
photographs seemingly taken from the family album (Viebeke Tandberg).

A less debated subject in writings about the relationship between art,
photography and technology is the influence of new technologies on
the trade with photographic images in general and art photography in
particular.

We are going to see the way in which digital technology has changed,
or is about to change, not only the means of production, reception,
analysis and dissemination, but also the whole economic system that
has slowly built up throughout the history of this medium. The last 15
years have been marked by a hurried re-orientation of large producers of
classical photographic equipment and consumables towards the digital
system. Some companies strengthened their position, others were forced
to merge in order to survive, others simply could not find a new way of
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existing and failed. In addition to this, new players appeared in what is
the extremely dynamic market of the photographic industry. They produce
specific components for digital systems or computer programs for image
processing. Not even the most optimistic supporters of digital technology
could have imagined that, by the middle of the 1990s, this transition
would have been so fast and unconditional. It was expected that digital
photography would become a mass phenomenon, aimed especially at
non-professionals, but all observers unanimously agreed that, in the
professional and art field, it would not replace film photography in the
foreseeable future. Then, for a short period towards the end of the 1990s,
it was thought that in the professional field a mixed system would be the
most viable in which images would continue to be recorded on film and
then subsequently digitalized using increasingly accurate and rapid film
scanning systems before being processed by computer. Having entered
the new century, it became clear that digital systems possessed far better
qualities than film and that manufacturers were starting to bring prices
down to a comparable level. All these technological developments in
image production, storage and distribution need to be viewed against the
backdrop of a boom in Internet use, especially in the World Wide Web,
where images began playing an increasingly significant role.

In 1989 Bill Gates founded the Corbis Agency which, in the space
of only a few years, was to “swallow” and buy out some of the largest
photographic archives in the world, among which was the Bettman Archive
(over 16 million images) and UPI. This was only the beginning; since
then, the collection has been growing by thousands or tens of thousands
of images nearly every week — as can be seen on the Agency Web site
(www.corbis.com) — by adding images from archives of institutions such
as NASA, National Institute of Health, Library of Congress, the National
Gallery of Art in London, the Andy Warhol Foundation, etc. It should be
noted that with most of these institutions, Corbis negotiated non-exclusive
rights, allowing these bodies to keep certain reproduction rights for images
belonging to them. In practice, Corbis was borrowing their photographic
prints or films (negatives or slides) for scanning, then sending them back
and keeping the rights to spread them only in a digital format, surely the
only format Corbis thought would matter in the future. In turn, when the
agency trades an image, it in fact sells the electronic reproduction rights
of the respective image for a determined period of time. The price can
vary according to resolution, size on the page, the type of publication and
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the number of copies issued, where the image is to be printed on paper,
or Internet traffic and the nature of the Web site, where it is to be used in
an electronic format only.

Corbis, therefore, does not deal in prints. Bill Gates has stated on
several occasions that owning “original prints” (in fact, a contradiction
in terms when it comes to photography) is of no importance to him. With
Corbis he does not intend to create a collection of photographs but to sell
as many reproductions as possible and, in the future, to control the flow
of visual information on a planetary scale.

That only one man, the richest in the world, is gaining increasing
control of the world’s visual heritage has for many become a worrying
fact, all the more so as the Internet is a continuously expanding market and
Microsoft, Gates’ other company, has already secured an advantageous
position on this market through its ownership of Internet Explorer, the
world’s most frequently used Web browser. Today it is already possible

“for any interested subscriber, from schoolchildren to industry executives,
to locate, download and automatically pay for the images owned by Corbis.
The consequence of all this is that Gates may soon control not only the
vehicle but also a major portion of the visual content being conveyed over
the information superhighway.”'8

It is interesting to analyze what happens when this form of trade is applied
to art photography. In 1996, Corbis signed a long term agreement with The
Ansel Adams Publishing Rights Trust, whereby it received exclusive rights
for the distribution in an electronic format of the photographic works of
Ansel Adams. Geoffrey Batcher correctly asked what it is Corbis actually
bought from Ansel Adams’ photographic works.

Ansel Adams is an extreme case in the history of photography, being
known for the rigor and consistency in following and controlling the
process of photographic image production, for each individual negative,
through all its stages, from pre-exposure moments until the final print.
He used his real teaching skills to describe all these processes in detail in
several books on photographic technique which today are still considered
reference works for black and white photography. Adams and most of
modernist photographers considered that in this art, perfection could
only be reached if the photographer was able to be one with his own
equipment and master, down to the finest details, the chemical process
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related to film processing and image printing on photosensitive paper.
The photographer must first learn

“to see photographically —that is learning to see his subject matter in terms
of the capacities of his tools and processes, so that he can instantaneously
translate the elements and values in a scene before him into the photograph
he wants to make.”

Then,

“by varying the position of his camera, his camera angle, or the focal length
of his lens, the photographer can achieve an infinite number of varied
compositions with a single, stationary subject. By changing the light on
the subject, or by using a color filter, any or all of the values in the subject
can be altered. By varying the length of exposure, the kind of emulsion,
the method of developing, the photographer can vary the registering of
relative values in the negative. And the relative values as registered in the
negative can be further modified by allowing more or less light to affect
certain parts of the image in printing. Thus, with the limits of his medium,
without resorting to any method of control that is not photographic (i.e.,
of an optical or chemical nature), the photographer can depart from literal
recording to whatever extent he chooses.”!”

| have chosen this quotation from Edward Weston because it seems
to make a synthesis of the way of thinking that was characteristic of a
major trend in the history of photography, Ansel Adams being one of its
most important representatives. For all these masters, the negative was
perceived as a musical score open to various interpretations. At times over
the course of several decades, Adams returned and reinterpreted the same
negative by dodging and burning some of its parts. For instance, Ansel
Adams made the first print of “Moonrise, Hernandez, New Mexico” — a
photograph recorded on negative in 1941 — immediately after processing
the film. Around 1948 he started changing the intensity of the shades of
grey between the landscape and the sky, producing variants that started
from an extremely pale sky, where the moon was barely visible, to others
where the sky was almost black and the moon very visible. By 1980, the
year he stopped printing from this negative, Adams had made around
1,300 original and highly different prints, stretching the limits of the tonal
ranges of his negatives and the photographic paper he used.
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What can Corbis offer its customers from Adams’ work? It is hard to
say. A digital code resulting from the scanning of his prints, or maybe of
the negative? Which of the 1,300 “original prints” made by Adams of
“Moonrise, Hernandez, New Mexico” are covered by Corbis’ distribution
rights? Does Corbis, or any hypothetical customer buying a digital
document of the above mentioned work from the agency, have the
right to make further interpretations (unauthorized by the artist) of this
document? These are subtleties that do not arise in the case of the majority
of photographs traded by Corbis, or other similar agencies. But when it
comes to art photographs, which base their existence and value on such
subtleties, | believe these questions are legitimate. For the moment they
cannot be answered clearly, because the development in technology
has been far faster than market mechanisms and legal systems. Surely,
however, before long, we will witness a change in perspective as to the
way photographic prints are traded and distributed.

The form of photographic trade in which Corbis is one of the largest
and most active on the market has developed and diversified as a result of
the facilities offered by digital technology and especially the Internet for
transmitting visual information. Consequently, the photographer no longer
sells objects, meaning photographs, but instead sells the right to reproduce
those photographs under agreed conditions. He receives a percentage
according to the number of copies made per image, the type of publication,
etc. The value of this percentage is clearly smaller than that of the photograph
in question, but, since limited rights for the use of one (the same) print
can be sold over and over again to different customers, the print becomes
a kind of share in a print bank that brings its author periodical long term
dividends. As with the music industry, Corbis and other agencies of the
same type accept responsibility for protecting a photographer’s copyrights
and ensuring the correct distribution of images sold through the agency.
For a photographer it is important to know that the agency offers maximum
visibility for his works so as to generate a periodic turnover. Small individual
offers are already common practice in both music and print distribution
over the Internet. The number of cases in which the artists themselves are
selling their own works, in order to maintain the highest possible turnover
and without having to pay an agency commission, is increasing by the day.
Any photographer can create his own Internet site to display his works and
sell limited reproduction rights and even prints. However, this makes it
more difficult to maximize image visibility and advertising as well as other
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services, especially legal ones, comparable to those offered by agencies to
the photographers they represent.

In a world of multiples and reproductions, where, if we look around,
it is impossible to find a “unique” object, it seems this form of electronic
trade will come to dominate the future.

At the same time, the traditional networks for the trade of art using
art galleries are also trying to adapt to the new challenges thrown up by
technology, which is either used by artists for creative purposes or to aid
the art trade and the necessary advertising.

Photographs only started being collected as art objects on a large scale
after 1970, and it was not until the mid-1990s that the contemporary
photography trade was in full bloom.

A number of variables must be taken into account when establishing the
price of a photograph: the fame or value of the artist on the art scene, the
aesthetic and technical qualities of the print, its importance in the oeuvre
of the respective artist, and the presumed standing of the print (whether
it was displayed at major art events or reproduced in books, catalogues,
albums and reviews) and its place in a wider historical context —to mention
just a few. In addition, both galleries and buyers take into account the
number of prints made of the image in question. The smaller this number,
the higher the price may go. Thus, for collectors, two objects that are
comparable from all other points of view can have different values because
one is unique or exists in smaller numbers and the other can be found in
larger numbers. Each collector wishes to possess something that, if not
unique, at least does not feature in a large number of collections. However,
photography, excepting the daguerreotype and Polaroid is, in essence,
open to multiplication. It is not the only multipliable medium, of course;
but in most of the other cases, such as various types of etchings, the artist
numbers the copies made (“editions”) from the same etching plate because
(whether made of wood, zinc or stone) it will be damaged after a number
of uses. In the case of etching, the accuracy of the print is higher for the
first copies and decreases with each new use of the etching plate. After
a number of prints made from the same plate, the artist may decide to
destroy the plate in order to avoid any unauthorized use with the aim of
making new prints of a lower technical quality. In the case of film-based
photography, there is no difference in image quality, irrespective of the
number of reproductions made from the same negative. In the case of
digital photography there is, of course, no negative whatsoever; the
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negative is being replaced with a numerical code that is generated by the
photosensitive sensor of the digital camera and which can generate an
infinity of identical images. However, every so often, especially in terms of
photography as art, different editions of the same print can still be found.
In etching, prints are made only by means of a 1:1 contact (the final print
on paper has exactly the same size as the negative on the etching plate).
In film-based photography, however, though printing can also be made by
contact (especially in the case of large 8x10 inch format negatives), due
to the small size of the negatives (24x36mm, 4.5x6cm, 6x6cm, 6x7cm,
6x9cm or 4x5 inch), prints are made using an enlarger which, through an
optical system, enlarges the negative image on the photo-sensitive paper.
Thus, the same image can be printed in several copies of different sizes.
The artist can do his own printing himself (though this is rare today) or let
it be done by professional laboratories working to the artist’s strict orders.
Each print is then signed, dated and numbered by the artist, either on the
front or back. He thus assumes that this given print is the best interpretation
of the negative possible in all details (framing, image contrast, shades
and degree of color saturation, etc.), according to his vision. These issues
also help to control the number of prints made, avoiding an inflation of
copies made from the same negative. For the collector, it is important
to have a guarantee that the investment made in buying a photograph
will not fall in value due to the new copies of the same image. This is an
elementary marketing and business detail. In some cases, however, the
photographer may resume, after a certain period of time (and motivated
by a sensible change of vision but also technical means) the printing of the
same negative. The results may be quite different and the photographer
takes responsibility for them. It was stated above that there are no strict
rules to this effect and that there are many parameters which can be taken
into consideration. Without wanting to complicate things by going into
further details, there is one other somewhat paradoxical fact that should
be mentioned. Many collectors prefer to buy what in specialist terms
is called a “vintage print”, meaning a photographic copy made shortly
after the negative was produced (a period of a maximum of 5 years is
accepted between the moment the photo was taken and the moment of
printing). This type of photography is considered by many collectors and
dealers to be the most valuable, since it is the first, original approach by
the photographer towards the recorded subject. Since printing materials
and technology are continuously changing, a “vintage print” is considered
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more authentic because the paper and chemicals used for its processing
were contemporary with the negative.

Nonetheless, this print is often not even close to being the best made
from a negative. In some cases a later print, which is better from the
technical point of view (i.e. made using more recent technology and on
newer materials by professionals at a photographic lab who are better
trained in printing than the author of the negative), is considered to be
less valuable because it is not “vintage” and possibly not even signed by
the author, e.g. if it was printed after his death.

But what then of digital images, which by their nature (maybe even
more than film-based photography) are contrary to the idea of uniqueness?
Unlike film negatives, the circulation and unauthorized printing of a digital
document (digital photography) is more difficult to control. At present there
are two established technologies used in the printing of digital images. The
first uses ink jet on different types of paper with a specially treated surface
(not photosensitive). The ink, sprayed in fine jets from several cartridges of
different colors, impregnates the paper and creates a sort of watercolor image
with fine details; the visual impression given is purely photographic.

The second technology is called Lambda print and is produced by Durst
Company. It uses normal color photosensitive paper and the processing
system is the same (RA4) as with traditional color photography (C print).
However, the exposure of the paper does not use a color negative, but
instead comes from a digital document with the help of laser technology.
The final result has the same appearance and quality as a traditional paper
photograph. The fade-resistance of digital prints depends on various
factors: the quality of ink, the paper or other (especially treated) types
of print media used, and the specificity of the space where the print is
displayed (temperature, humidity and, of course, light intensity). Various
tests can estimate the “life” of these types of images and manufacturers
continue to develop new products with better resistance to variations in
light and temperature which they launch under various commercial names
(e.g. “archival papers” or “museal prints”). Both technologies have their
supporters and detractors, their advantages and disadvantages. In both
cases, when producing prints of large dimensions, the equipment comes
very expensive —in particular, Lambda technology, which is not normally
found in a private laboratory. For this reason, most artists and photographers
print works larger than A3 using specialist laboratories. While with
laboratories specialized in printing from negatives the photographer brings
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the negative to the lab for printing only to take it back again at the end,
with digital prints the photographer sends a digital document to the lab,
often via the Internet, which is supposed to be destroyed after the prints
have been made and never used again for other prints unauthorized by
the author. The same is true of photo reproductions in magazines, albums
and art catalogues: the photographer, curator or agency sends the digital
document of the required image at printing resolution to the publication.
After the work is complete, the editor or publisher that used the document
is supposed never to use it again for unauthorized works. In reality, it is
impossible to control what happens, or will happen in the future, to any
given document. Laboratories and publishers normally archive all their
work on DVD or hard disk for accessing later if required. We can only
begin to speculate what will happen when, hypothetically speaking,
the commercial quota of issues in digital format made by an artist or
photographer begin to increase dramatically after a number of years or their
content becomes highly topical. In the meantime, printing technology,
as well as the lifespan of print media, will surely continue to improve. It
would come as no surprise to find the same images on the market, only
with better print quality and a longer lifespan, albeit “unauthorized”.
This is an assumption many dealers, collectors and potential collectors
of digital prints are surely taking into consideration. It is also one of the
reasons why many art collectors today refuse to invest in digital prints,
considering them little more than “expensive posters”.

On the other hand, but for the same reason, an increasing number of
phot