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PROF. DR. JOZE KASTELIC - OSEMDESETLETNIK

18. avgusta letos je obhajal visok Ziv-
ljenjski jubilej profesor dr. Joze Kaste-
lic, klasiéni filolog in arheolog, pesnik
in publicist, muzealec in prevajalec,
urednik in e marsikaj, med drugim pa
tudi dolgoletni profesor zgodovine
umetnosti starega veka na Filozofski fa-
kulteti Univerze v Ljubljani.

O jubilantovih doseZkih na posamic-
nih podrocjih so ze veckrat zapisali teh-
tno besedo njegovi ugledni stanovski ko-
legi, ki so bolj poklicani, da v celoti
orifejo profesorjev curriculum vitae in
cursus honorum.! Zato naj v teh nekaj
vrsticah posebej opozorimo le na po-
memben deleZ, ki ga v njegovem opusu
zavzema likovna umetnost.

Profesor Kastelic namre¢ nima le izbruSenega posluha za lepo besedo, ampak
tudi izostren ¢ut za likovno kvaliteto. Ob tem se je od nekdaj zavedal vecne notra-
nje dileme katerekoli stroke, ki hoce biti “znanost” o “umetnosti”. Ze leta 1941 je
zapisal: *V umetnosti se moramo priblizati duhovni enkratnosti lepotnega feno-
mena, v zgodovinskih vedah pa dogodkom kot ¢lenom kulturnega procesa”.” To-
da morda prav zato tudi kot znanstvenik vedno tezi k uravnoteZeni sintezi obeh
prvin, poeticne in historiéne, pri Cemer strokovno delo pojmuje v najboljsi tradi-
ciji interdisciplinarne, vendar filolo3ki akribiji zavezane, klassische Altertumswi-
ssenschaft.

' Cf.S. Gabrovee, Ob Sestdesetletnici Jozeta Kastelica, Opuscula losepho Kasrelic sexa-
genarie dicata (= Sitala, XIV-XV), Ljubljana 1974, pp. 5-12; A. Sasel, Bibliografija
Jozeta Kastelica, ibid., pp. 13-24; B. Djuri¢, Uvodna beseda, losephi Kastelic Opera
selecta, Ljubljana 1988, pp. 7-8: A. Dular, Bibliografija 1973- 1988, ibid., pp. 233-236.

1 1. Kastelic, Sovretovi Stari Grki, v: idem, Opera selecta, p. 69 (prvié izSlo v: Dom in
Sver, LIIL, 1941, pp. 95-100, 142-144, 221-225),



Ceprav njegovi izhodis¢i sta in ostajata grika in rimska antika, so Kasteltevi
interesi veliko 3iri. Nikoli se ni Cutil vezanega na “fevdalno razdelitev” strokov-
nih vprasanj med specialiste za posamezna obdobja ali omejena geografska ob-
mocja. V svojih objavljenih delih in predavanjih je posebno pozornost posvecal
Stirim tematskim sklopom: umetnosti situl, rimski figuralni plastiki, zlasti v Sem-
petru pri Celju, antiénemu portretu in vlogi grikega mita v evropski kulturni tra-
diciji.

Stevilne Kasteléeve publikacije o situlski umetnosti so povezane z razstavo, ki
Jo je kot ravnatelj Narodnega muzeja skupaj s sodelavei organiziral v Padovi
(1961), v Ljubljani (1962) in na Dunaju (1963).> Mednje sodijo tehtni analiti¢ni
prispevki, v katerih je (izhajajo¢ tudi iz pionirskega dela Vojeslava Moleta) osve-
tlil problematiko s $irSe perspektive starih mediteranskih kultur, pa tudi evokativ-
ni, literarno izpiljeni eseji in predavanja.® Le redko je potujoda razstava o kak-
$nem umetnostnem obdobju ali zvrsti s slovenskega obmodja obrodila tako obilne
sadove v mednarodnem merilu. Kasteldev esej o Prazniku sined je iz5el skupaj s
teksti G. A. Mansuellija in K. Kromerja v nemski in angleski izdaji tudi pri tako
uglednih zaloZbah, kot sta dunajski Schroll (1964) in londonski Thames and Hud-
son (1965).° Pri tem velja posebej poudariti skrb profesorja Kastelica, da so bile
tujejezicne izdaje njegovih Studij ne le korektno prevedene, ampak prav tako lite-
rarno izbrudene kot izvirna slovenska besedila. Nemska verzija Praznika sirul je
lep primer, saj eleganca izraza ponekod spominja kar na klasi¢ni slog velikih
zgodovinopiscev 19. stoletja, kot sta bila Theodor Mommsen in Jacob Burck-
hardt.

V celoti nam je lahko prodor situlske umetnosti v svet za zgled, kako se kaZe
strokovno podkavano lotiti podobnih projektov tudi v prihodnje. Katera obdobja
umetnosti na Slovenskem bi si takino pozornost najprej zasluZila, je jubilant do-
bro vedel Ze leta 1951, ko je zapisal: “Slovenska umetnost je v svoji tisoéletni
zgodovini trikrat dosegla tako stopnjo, da lahko postane predmet splosne pozor-
nosti. (...) Tu mislimo na impresionizem konec 19. in v zaéetku 20. stoletja, na
barok v 18. stoletju in na gotiko v 14. in 15. stoletju.”®

' Mostra dell’arte delle situle dal Po al Danubio, Padova - Lubiana - Vienna, Padova
1961; Umetnost alpskih Hirov in Venetov. Razstava Padova - Ljubljana - Dunaj, Ljub-
ljana 1962; Sirulenkunst zwischen Po und Donau. Padova - Ljubljana - Wien, Wien
1962,

4 J. Kastelic, Sirula z Vaé, Beograd 1956; idem, Umetnost situl od Pada do Donave, Opera
selecta, pp. 100-115 (prvi¢ objavljeno 1961 in 1962 v katalogih, citiranih v opombi 3);
idem, Illyrian Spring, The Atlantic Monthly, CCX, 6 December 1962, pp. 139-142; idem,
Conservativismo e nuove correnti nell’arte degli Iliri e dei Veneti, Atti del primo Sim-
posio internazionale di protostoria italiana, settembre 1967, Roma 1969, pp. 17-25 (cf.
Opera selecta, pp. 116-120). O Kasteléevem otvoritvenem predavanju na Dunaju pie
akademik dr. Stane Gabrovec, da je “prevzel dunajsko najvisjo publiko”.

* J. Kastelic - G. A. Mansuelli - K. Kromer, Umetnost sirul, Beograd - Ljubljana 1965;
tidem: Situlenkunst. Meisterschdpfungen préhistorischer Bronzearbeir, Wien - Mlinchen
1964; iidem: Situla Art. Ceremonial Bronzes of Ancient Europe, London 1965.

* I.Kastelic, Figuralna dedii¢ina arheoloikih dob v Sloveniji, Opera selecta, pp. 93-99
(prvi¢ objavljeno v: Likovni sver, Ljubljana 1951, pp. 177-200).
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Druga velika tema iz slovenske likovne dedis¢ine antike, ki je profesorju Ka-
stelicu posebej pri srcu, so evropsko pomembni reliefi na Sempetrskih grobnicah.
O Sempetru je pisal nekajkrat, pripravil pa je tudi ustrezno geslo za Enciclopedia
dell’arte antica.” Zal njegovo ukvarjanje s to temo ostaja torzo, &igar monumen-
talne obrise lahko zaenkrat le slutimo in zato toliko bolj nestrpno pri¢akujemo, da
nam bo profesor Kastelic o Heraklu in Alcestis ali Evropi na biku razkril 3e kak-
$no skrivnost.

Svoja razmiSljanja o vecno Zivem, a protejsko spremenljivem grikem mitu je
nazadnje strnil v uvodu k Najlepsim anticnim pripovedkam Gustava Schwaba, v
katerem se je pogosto dotaknil kiparskih in slikarskih del. Se bolj pa se njihovega
pomena v Kasteléevem videnju gritva zavemo, ko prelistamo s pretanjenim ob-
cutkom za likovno in motivno priéevalnost izbrane slikovne priloge in preberemo
njegove jedrnate komentarje.® Sicer pa moramo na tem mestu omeniti vsaj e
besedilo v razstavnem katalogu del Stojana Bati¢a iz leta 1984 in spremni $tudiji z
analizo posamicnih reprodukeij v mapah s Pregljevimi ilustracijami Hiade in Odi-
seje. To razkodno publikacijo, ki bi si nedvomno zasluZila, da bi ji sledila tudi
priroénej$a editio minor, je nedavno izdala Moderna galerija.”

Tisti, ki smo imeli to sreco, da smo e lahko poslusali celoten ciklus Kastelée-
vih predavanj na Filozofski fakulteti, vemo, da je bil rimski portret med njegovi-
mi najljubdimi temami. S kak$nim mojstrstvom je znal v kratkem éasu zagrtati
razvojni lok od katonsko strogih “sulanskih™ glav, prek avli¢énega obdohja avgu-
stejske idealizacije do melanholi¢nega filhelenizma antoninske dobe, ko se “po-
gled obrne navzgor”! Zal se je profesorju Kastelicu le redko ponudila priloznost,
da bi svoja razmisljanja na to temo prelil v tiskano besedo. Koliko bogatejéi bi bil
recimo sicer dober katalog razstave Anticki portrer u Jugoslaviji (1987), ko bi
vseboval tudi uvodno Studijo izpod Kasteléevega peresa! O tem se lahko prepri-
¢amo Ze, ¢e preberemo njegov esej, ki ga je napisal prav ob tej priloZnosti.'®

Kot polihistor z literarnim okusom in izjemnim darom za sintezo si profesor
Kastelic za svoje objave najraje izbere esejisticno obliko, vendar ne smemo poza-
biti na podrobne 3tudije o specifiénih spomenikih, ki nam ga predstavijo tudi kot
vestnega analitika vsake najmanjde podrobnosti. Tak je recimo Ze njegov ¢lanek o
marmorni portretni glavi iz Narodnega muzeja, v kateni je verjetno upodobljena
Faustina iunior."

* 1. Kastelic, Sprehod po Sempetru, Beograd 1957; idem, s.v. Sempeter pri Celju (= S.

Pietro presso Celje), Enciclopedia dell’arte antica, classica e orientale, VII, Roma 1966,
- 192,

| F Kastelic, Zlaia veja grikega mita na mitoloSkem drevesu starega sveia, v: G. Schwab:
Najlepie anticne pripovedke, Ljubljana 1988, pp. 5-54, 882-883 in 48 slikovnih prilog
med tekstom (cf. Opera selecta, pp. 32-64).

* 1. Kastelic, Bati¢evo sreéanje 2 mitosom, v: ). Kastelic - Z. Kr2isnik, Stojan Baric, Tra-
gos, Ljubljana 1984, pp. 3-5 [r.k.]; J. Kastelic, Spremna $tudija in izbor verzov, v: [,
Marij Pregelj, Homer, Iliada, Iliad. llias., Moderna galerija, Ljubljana 1991, s.p.; I,
Marij Pregelj, Homer, Odiseja, Odyssey, Odyssee, Moderna galerija, Ljubljana 1991,
5.p.

o J. Kastelic, Janusov obraz portreta, Naii razgledi, XXXVII, 2, 29, 1. 1988, pp. 54-55,

' 1, Kastelic, Faustina iunior, Festschrift fiir Rudolf Egger, 11, Klagenfurt 1953, pp. 29-35
(cf. Opera selecta, pp. 121-123).
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Kasteléevi prispevki nas vedno znova presenecajo tudi s svojo metodolosko
Sirino. Naj kot pars pro toto omenimo le dva primera. V nadrobni Studiji o blejski
fibuli s kentavrom lokostrelcem je jubilant 2 jedrnato, a Siroko zastavljeno pri-
merjalno analizo, kakrine se gotovo ne bi sramovala niti Fritz Sax] ali Rudolf
Wittkower, prepricljivo dokazal, da v tem sicer skromnem kovinskem predmetu
odmeva imaginarij poznoanti¢ne astrologije.'?

O tem, da profesor Kastelic, ¢e se mu zahoce, zna osvetliti tudi zapletena
ikonografska in kontekstualna vprasanja, se lahko prepricamo ob branju referata
o mozaikih Eufrazijeve bazilike v Poretu iz leta 1962, Ceprav se njegov prispe-
vek redko citira, vse kaZe, da je prav on prvi opozoril na dvojnost programske
zasnove, “ki je neposredno osredotoéena na Bogorodico in na Kristusovo pojavo
v njegovi bozji naravi in ne na kristolodki kompleks v dvojnem aspektu Clovek-
Bog”. Ta nam po Kastelicu razkriva “polemicno stalis¢e in dvojni polozaj skofa
Eufrazija”. Teza se ponavlja celo v standardnih priroénikih, na primer v delu
Early Christian and Byzantine Art (Harmondsworth 19792, p. 122) Johna Bec-
kwitha, ki pa citira kot vir le 3tudijo J. Maksimovicé iz leta 1964 ...

Profesor Kastelic se je seveda priloZznostno, $e zlasti v svojih tehtnih knjiznih
ocenah, dotaknil tudi mnogih drugih vprasanj, vendar zal o vseh na tem mestu ne
moremo posebej spregovoriti, seveda pa napeto pri¢akujemo, kaj nam bo §e pove-
dal. Ko je davno tega objavil oceno Starih Grkov svojega u€itelja Antona Sovreta,
se je prav na koncu ustavil ob neustreznih ilustrativnih risbah arhai¢ne plastike in
zakljuéil s sugestivnim stavkom o akropolski Kori “v njeni nad¢asovni in vendar
natanéni monumentalnosti”. Ali se v teh besedah skriva zametek posebne, Se neu-
resnicene publikacije?

Nazadnje velja §e opozoriti, da so tudi z vidika umetnostne zgodovine izjemno
dragocena dolgoletna prizadevanja profesorja Kastelica, da bi v Narodnem muze-
ju ustvaril zares vsestransko strokovno biblioteko z ustrezmimi knjizninu serija-
mi, priroéniki in periodiko z vseh jezikovnih podrodij. Naj navedem le dva prime-
ra: po Kasteléevi zaslugi v Sloveniji danes le Narodni muzej razpolaga s kompletno
izdajo del Jacoba Burckhardta in le tam je mogoce dobiti letnike 1955-1965 po-
membne ameriske strokovne revije The Arr Bulletin,

Danes bo profesor Kastelic ob mislih na vse pretekle 1zkuinje verjetno zamah-
nil z roko in ponovil za Horacijem: beatus ille, qui procul negotiis ... Mi pa mu,
hvaleZni za vse, kar je storil, da bi nas obvaroval pred zatohlo provincialno ozko-
510, vos&imo se ad multos annos!

Stanko Kokole

'* 1. Kastelic, Blejska fibula s kentavrom lokostreleem, Arheoloski vestnik, X11-XIV, 1962-
1963, 545-563 (cf. Opera selecta, pp. 127-133).

), Kastelic, Lo stile e il concetto der mosaici della basihea Eufrasiana a Parenzo, A del
VI Congresso internazionale di archeologia cristiang. Ravenna 23, - 30, IX. 1962, Ra-
venna 1965, pp. 485-489; idem, Stil in ideja mozaikov cufrazijunske buzilike v Porecu,
Sitwla, V111, 1965, pp. 209-212 (ct. Opera selecta, pp. 124-125). CI. ). Kastelic, Raven-
ski mozaki, Naia sodobnost, 111, 11-12, 1955, pp. 1093- 1086,

12



RAZPRAVE IN CLANKI
ETUDES ET ARTICLES / ARTICLES




-..H"M"_ R e e [ T U

[ nmba il o 2 0 L TR RTINS A g ST T R PR

“Dbula Bt Flownion o wadies ¢ joimna # Shoke peE e o

W ey A, s v pEra s b ssnale o) Pyl Sexl gl Kegel!

«  Wohews, procioen ddasl 4 v e e dnosss S HERT e
v S N =ity e g )

1S lasm, by grofemse Wontmle, & w0 e clody, @ teeadls TAS Sepioman

AmSgrafsha e SvBloiminm e e, 1 LA P S e Ty

L e e e v : ke Sr—iing

& wrh amlbsy B, ﬂm w - -l'l#llﬁ":h

(R Mﬁwﬁuiﬂl-—
A AT (e 0 A DM § ) st e €

Dap Thmir v Sttt rualebe “pulemainy wtals jrabvant paeday 11

Baftaata’ fres ot givaselyn ovie « mmct s poicn GADN, = setteer & gy

B e B P T = T P
= el Al 1o ot} Lot 7 4 pracion | Mohnrmimit e TRES N :
i N LR M‘!M-I-‘DM gl gty bl iy
- L A el Ty Ay e -_:—--_‘-uﬂa—u
- mn.ﬂt— « gy wil Amen =

s Ul ) et ' e gk s iy @)

. BRSNS =il ot 7 P o vy
B T TR AP —

| fridliege peatage’ , i
< Mgl il e gL i o (el 4 U eeatieg e Se Sl
Sl prigssrve

l"l. :Immm--ﬂ“— e
- s 4 rvaatits Iown proerwif ool ) v de = o
| R ey s T YOST - Y
- rﬂ'—*uﬂ—iwn;mh. =" T4
R=vsivd v r—illTh 1w P
ke Mo e ot e e ol
ponat e v i al P gy g ) s

k
1

B i




DE CIVITATE DEI 1Z BISTRE

Natasa Golob, Ljubljana

Ko je France Stelé popisal iluminacijo v kodeksu z besedilom Avrelija Avgustina
De civitate Dei,' ki ga od razpustitve kartuzijanskega samostana v Bistri 29, janu-
arja 1782 hranijo kot ms 2 v zbirki sedanje Narodne in univerzitetne knjiZnice, je
poudaril, da ima kodeks “sofasne monumentalne usnjene platnice,” da ga je “spi-
sal in okrasil ... 1. 1347. po nalogu priorja Hermana neki Nikolaj,” (sl. 12) da je v
tluminaciji “dvoli¢nost”, ker gre za elemente, ki so popolnoma romanski oziroma
tradicionalni, da je najti prvine, ki so tipi¢no zgornjeitalijanske, pri éemer je ome-
nil preplet trakov v iniciali P na fol. 108r, ter da je “pisarska ornamentika narav-
nost znacilna za takratno avstrijsko in cefko knjiZzno opremo”, omenil pa je tudi
prisotnost sodobnih francoskih motivov in predlog.?

V dobrini meri vse Steletove ugotovitve drzijo in “stilisti¢na dvoliénost™ je -
kakor je mogoce razbrati iz tehnologije iluminiranja - posledica dveh delovnih
faz: natanten pregled kodeksa nam pove, da gre za delo dveh iluminatorjev, da se
je delo ¢asovno sicer prekrivalo in da je drugi mojster posegel, ko prvi svojega
dela (pri nekaterih inicialah) 3e ni dokoncal. O tem sem Ze pisala in opozorila, da
ne gre le za enega iluminatorja z imenom Nikolaj, pa¢ pa za dve razli¢no Solani
osebnosti;? v tem ti¢i razlog za estetsko in slogovno neskladnost kodeksa iz Bistre
in v pri¢ujoéem ¢lanku Zelim podrobneje osvetliti njuna prispevka in pokazati na
okolje, iz katerega sta &rpala svoje ustvarjalne nazore. Ce gledamo na kodeks kot
pisarsko-slikarsko celoto, ga namre¢ doloc¢a nekaj prvin, ki opozarjajo tako na
pripadnost ¢asu, pri emer gre za odzivanje tako na srednjeevropske horizonte kot
na oZje pokrajinske posebnosti. S tem mislim na nitaste, fleuronnirane iniciale, na
motive faniasti¢nih bitij v telesih inicial in grotesk na margini, Sopkov listja in roz
na naslovnicah. Opraviti imamo %e z barvnimi znacilnostmi: pred seboj imamo
dvoje zaokrozenih, a med seboj neskladnih barvnih enot in tudi kolorit razmejuje
posege dveh mojstrov.

' Kodikoloiki opis je objavljen na koncu ¢lanka,

* F. Stelé, lluminatorni okras bistrskih rokopisov, Srednjeveski rokopisi v Sloveniji (M.
Kos - F. Stele, ed.), Ljubljana 1931 (od tod citirano Stel@: Srednjeveski rokopisi), pp.
58-61.

' N. Golob, Folknandova podoba: zgledi in posnetki, ZUZ, n.v. XXVI, 1990 (od tod citi-
rano Golob, Folknandova podoba), pp. 48-49.
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Ko je bil leta 1347 po volji Hermana, priorja v Bistri - Vallis Jocosa® - dokon-
¢an ta kodeks, je bila v knjizni produkciji razmejitev med dvema tipoma okrasnih
inicial Ze jasna. Izoblikovan je bil tip fleuronnirane, nitaste iniciale na eni strani in
slikarske iniciale na drugi, uveljavljeno je bilo nacelo, ki je loéevalo dva razlicna
slikarsko-pisarska posega. V romaniki ne poznamo prehodnega tipa med kali-
grafskimi in vitiénimi inicialami, in tudi v gotiki sta ta dva principa praviloma
nastopala vsak zase, sicer v enem in istem kodeksu, vendar ponavadi ne hkrati v
eni iniciali.* Tudi zato je v nekaterih bistrskih inicialah jasno razvidno, katero
potezo je potegnil en ali drug slikar. - Fleuronnirane, nitaste iniciale so se razvile
iz poznoromanskih kaligrafskih inicial, ki jih kot resno napoved gotskega nitaste-
ga okrasja najdemo okrog leta 1140 v Parizu,® in potem so se prek mozanskih
krajev in vplivnih skriptorijev zelo naglo irile po francoskih in nemskih dezelah.
K razmahu nitastih inicial je pripomogla tudi enovitost cistercijanske knjizne opre-
me, ki je bila naklonjena monokromnemu, risarskemu principu, prav cistercijan-
ski skriptoriji pa so v 12. stoletju nastajali v naglem zaporedju; tako je okrog leta
1200 vsaj zgodnja oblika fleuronnéja znan likovni element predvsem severno od
Alp. Delovni postopek je skrajno preprost - Ze ob koncu romanike so se ornamen-
talno razcepila telesa inicial in v njih so dobile prostor preproste valovnice, zobci,
viticni prevoji in tudi meandri. Gotika je proporce inicial spremenila, poudarila je
Sirino pred viSino in tako osencene dele hipertrofirala: v njih so dekorativni razce-
pi imeli dosti ve¢ moZnosti za fantazijske novotarije. Bistvena prvina fleuronnira-
nih inicial je nitasta obroba, ki je v romaniki obrisno linijo ¢rke pospremila v
lahnih kaskadah, sedaj je povsem osvojila notranje érkovno polje in ga razdelila
na vel segmentov, na zunanjem polju pa se je nit spremenila v vejnate izrastke
paralelnih in pod pravim kotom odstopajoéih sesvedranih, nagrebenjenih ¢rt. Ni-
tasta iniciala je praviloma izpisana v dveh barvah; v kodeksih iz Slovenije in
sosednjih dezel prevladuje kombinacija rdeCe in modre barve. V bistrskem ko-
deksu niso vselej uporabili tinte: risba z gostimi, reliefno nanesenimi temperami
je prispevala zares Zlahten vtis in to je vedel tudi Bistrski pisar. - Fleuronnée se je
spreminjal, razvil v modne duhovitosti in regionalne posebnosti, Ze ob koncu 13,
stoletja pa je dosegel tisto formalno zrelost, ko je z jasno in vselej enakomerno
ornamentirano povriino postal pretanjena dvobarvna igra, ki je - kot bi lo za
triléke - variirala eno in isto drobceno temo v vedno novih naéinih.

4 J. Mlinarié, Kartuzija Bistra od 1255 do 1782, Redovni$tvo na Slovenskem (F. M. Doli-
nar, ed.), Ljubljana 1984 (od tod citirano Mlinari¢, Kartuzija Bistra), pp. 163.

* Iz doslej objavljenega gradiva je videti, da se v rokopisih, ki so nastali v provincialnem
okolju, pojavi vsiljevanje slikarskih elementov v nitaste iniciale, pa Se takrat gre npr. za
briljanove liste, ki se razpletejo na dnu fleuronniranega repa ali v telesu érke, vendar pri
tem ne rudijo predvsem dvobarvne ureditve nitastih inicial. Cf. A. Giintherova & 1.
Misianik: Stredovekd knignd malba na Slovensku, Bratislava 1961 (od tod citirano Giinthe-
rovi - Midianik: Stredovekd kniznd malba), pp. 35-37, L1, Missale Possoniense “C" iz
1330-1340, Budimpesta, Drzavna in univerzitetna knjiznica, Cod. lat. 220 in sorodna
rokopisa Cod. Lat. 94 in 92 1z iste zbirke.

& P.Sternemann, Fils de la vierge. L'initiale & filigranes parisienne: 1140-1314, Revie de
art, 90, 1990, pp. 58-74.

16



Maojster, ki je risal nitasto okrasje v bistrskem De civitate Dei, svojega imena
ni zapisal in zaradi poenostavitve ga zaznamujem z zasilnim imenom Bistrski
pisar: zaradi kompozicijskih pretanjenosti, ko se besedilo in iniciala do popolno-
sti prilagajata prostoru, ki je bil na voljo, smemo domnevati, da je prepisoval
besedilo in sproti vkljuteval nitaste iniciale.” Bistrski pisar se vsaj v tem kodeksu
ni izkazal kot iluminator - nastopil je le kot kaligraf, ki pa je z zanesljivo roko
prekrival érkovno polje in pripadajo¢i marginalni prostor s pajéevinastim orna-
mentom. Notranje érkovno polje je razdelil z navpiénicami (npr. fol. 28v, 65v, sl.
4) ali z rombom (fol. 146v) ali z ovalno-kroznimi linijami (fol. 36r, 98v) v veé
manj§ih segmentov (sl. 3), ki jih je dvobarvno variiral, inicialo G na fol. 3r (in e
ve¢ drugih) pa je spremenil v enakomerno se prelivajoé ornament krogov le v
zlati barvi. Osnovna dekorativna prvina v njegovem fleuronnéeju je krog z dvoj-
nim obodom, tretja linija pa Ze povezuje en krog z drugim. V krogu se ob sredin-
ski veji ali ob viliéasto razcepljeni veji nizajo brsti, poudarjeni z drugobarvno
piko. Tak vzorec spominja na cvetove Smarnice, zato ga neméka literatura imenu-
Jje “Maigliickchen-Fleuronnée”. Izjemoma, scelega le v iniciali E na fol. 77v, je
namesto nitastega polnila iz kroZeev izrisal polZasto zvit vzorec vitice s sréastimi
listi, ki spominjajo na bréljanove. Briljan je bil od poznega 13, stoletja dalje pri-
ljubljen dekorativni element, saj je skorajda ni obrobne letve, iz katere ne bi rasle
drobne briljanove veje. :

Bistrski pisar je imel na voljo dosti zlate barve, Ki jo je uporabljal za nitaste
vzorce v érkovnih poljih, medtem ko je repe le izjemoma izpisal z zlato. Posebno
rad je zlato kombiniral s sinje modro, pa tudi v povezavi s temnomodro, bledoze-
leno in okrom jo najdemo, pike v kroZcih pa so poveéini rdede. Svetilnost zlate
barve povzrofa vtis dematerializiranosti, ne le formalne plemenitosti in (material-
ne) dragocenosti. Vendar je pretanjenost in lahkotnost svojih inicial znal dosedi
tudi takrat, ko jih je izpisal v “navadnih” barvah; prav odli¢no delo je iniciala D
(fol. 90v), ¢eprav je risana le v ubiti modr in rdeéi barvi. Mishim, da srebrne
barve ni uporabljal, zato pa jo je ¢islal Nikolaj. Enako je videti, da je Nikolaj
vpeljal lila-roZnato tempero in je z njo prevlekel tudi ze dokoncane oblike inicial:
D na fol. 40r jasno kaze, da je prvotni cinober v zunanjem delu iniciale izginil pod
povrinimi nanosi lila barve, enako velja za E na fol. 52v (sl. 5), D na fol. 22v itd.
Nastali so novi, debelejsi barvni nanosi, ki jih je bilo treba popraviu, obrobili so
jih s kontrastno tinto, a videti je, da je pero pri debelih barvnih nanosih spodrsava-
lo in se zatikalo. V inicialah, za katere lahko reCemo, da so scelega delo Bistrske-
ga mojstra, teée pero v gladki, nerazcepljeni liniji, predvsem pa njegova poteza ni
nezanesljiva. Bistrskega pisarja odlikuje popolnost, odli¢nost poteze, ki ni nikoli

7 Pisava mestoma niha, vendar se duktus érk spreminja tekoge, postopoma, in nikoli tako
zelo, da bi dvomili, da je kodeks prepisal en sam pisar. Za definicijo osebnih pisarskih
variacij cf. K. KI. Jazdzewski, Identifizierungsprobleme bei Schreiberhidnden, Wol-
fenbiitteler Forschungen ( Probleme der Bearbeitung mittelalterlichen Handschriften),
30, 1986, pp. 325-326. Za podrobnejio paleografsko opredelitev in utemeljitev te faze v
razvoju teksture ef. 0. Mazal, Beobachtungen zu 6sterreichischen Buchschriften des 14.
Jahrhunderts, Codices manuscripri, 16, 1992, zlasti pp. 1-6insl. 1-4.
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zdrknila prek dovoljenega oboda, ni¢ ne kaZe na povrinost, nobena kompozicija
ni pomanjkljivo ali slabo pretehtana.®

Bistrski pisar se je nedvomno Ze spodetka naslanjal na kodeks z besedilom
Avguitinove Bozje drzave, ki so si ga sposodili v Sti¢ni (sedaj je kot Cod. 650
hranjen na Dunaju, v Zbirki rokopisov in inkunabu] Avstrijske nacionalne biblio-
teke).” Prav kmalu je - najbrz na izrecno naroéilo - narisal kopijo iniciale 8 na fol.
9v, ki je v stitko-dunajskem kodeksu na fol. 4r in pri tem zvesto sledil értkanju na
notranji strani listov, krogcem na zavihih, razdeljenemu telesu, celo barvam in
preprostemu okviru. Ker je ta iniciala ostala kot osamljen dokaz kopiranja Bis-
trskega pisarja po stiSki predlogi, se poraja vtis, da je pri kopijah dveh uncijalnih
D (fol. 1361, sl. 6, in 115r) sodeloval le z narisom zapletenega viti¢ja, mediem ko
slutimo, da je kompaktne in ne prav natanéne barvne nanose prispeval Nikolaj.

Vsekakor je nekaj fleuronnirano-slikarskih inicial, pri katerih ne moremo z
gotovostjo razmejiti prispevka prvega in drugega. To sta denimo iniciali Q na
zacetku 5. in 11. knjige (fol. 28v, sl. 4, in 128r). Obakrat je kauda antropomorfna
ptica slokega telesa in prvikrat je Bistrski pisar oitno sodeloval, ker je ob usloce-
nem trupu razsul nitaste zanke; obris glave je risan v enaki modri barvi kot preo-
stalo okrasje. Drugikrat se togo pticje telo ulega prek pisarskega opozorila (Nota)
in ga v dobréni meri prekriva. Ceprav je risba ptice enako kvalitetna kot prvi¢, je
nitasti zakljucek okoli glave videti na pol dokonéan.

Marsikaj iz razmerja med Nikolajem in Bistrskim pisarjem pojasnjujeta tudi
dve iniciali P: prva (fol. 98v) je podoba skrajno konfliktnega razmerja. Lep mo-
dro-zlat nitast vrtinec v trebuhu érke obdaja lila telo, v katerem so obaltne pove-
zave krogov in rombov: to je zelo svojevrsten odmev romanske predloge, ko se je
vitica pretikala skozi telo ¢rke. Nikolaj je na temenu odpraskal nitaste obrobe, ki
se ocitno niso ujemale z njegovim videnjem celote. Ker je hkrati odpraskal tudi
del rubriciranega incipita, je drugod s tem opravilom odjenjal. Torej je okrog
iniciale nanesel lepilo za srebrno bunkasto obrobo in pri tem naredil tehnolosko
napako - pergament se je zgrbanéil in dobil temen soj. Na leme in nogo stebla je
nataknil perjanico iz lila in zlatih listov (prav taki so na obeh naslovnih stranch).
Nikolaj je na obarvane dele ¢rke rad nanasal geometrizirana filigranska polnila -
bela risba, sestavljena iz krogov, rombov in rtic je skorajda njegov podpis, Bis-
trski pisar pa je sledil organskim motivom: risal je preslice, roZe, vitice, grozde.

Tej iniciali je sledila “spravna® iniciala P (fol. 108r, sl. 8), ki stoji na zacet-
ku obetavnega inicipita Promissiones Dei: okoli ¢rke je spet bunkasta obroba,
vendar je zlata, posuta s cvetlicnim filigranom in pergament ni poskodovan. Cve-

* Tehnolosko zanimiva sta dva detajla: v iniciali D na fol. 83r je nitasti okras na zunanjem
polju érke ostal nedokonéan. Ostala je torej perorisba - predrisba - v svetlem, laviranem
tusu, ki razkriva do popolnosti izrisano nitasto okrasje, ki bi ga bilo treba prevleéi bodisi
z zlato ali sinjo potezo topica - kot preostali del iniciale - pa se to ni zgodilo. V uncijalni
D na fol. 40r pa so med zlate niti okrasja v €rki hoteli nanesti polmlo s srebmo barvo:
prav kmalu so odjenjali (menda so sprevideli, da bi bilo vsega dobrega prevec) in sedaj
se v érno oksidirana srebrna barva kaze kot tezak, neprijeten dodatek.

* N. Golob, Slikarski okras romanskih rokopisov iz Sti¢ne: dunajska skupina, ZUZ, n.v.
XXV, 1989, pp. 37-55, zlasti 44-48,
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tlice so tudi v ornamentiranem, lila (!) steblu érke. Pod trupom se vzpenja pes s
sréastim repom - tako kot v stiSkem kodeksu 650 na fol, 126r (sl. 9). Medtem ko je
pes sloka, elegantna zival (kot obe prej navedeni antropomorifni ptici), se serif
¢rke spusti v listno gugalnico, kjer sedi €okat, v kratke hlade obleten mozic. Vse
telo, s hlacami vred, je podloga za geometrini ornament, ki s segmenti lokov,
¢rticami in krizei spreminja figuro v bizarno prikazen. Pa vendar je Nikolaj isti
motiv narisal Stirikrat - dvakrat ob medaljonski podobi sv. Avgustina in kleCecega
Hermana (fol. 3r, sl. 2), na dnu iniciale I (fol. 16r) in tu, na fol. 108r.

Povedati je treba, da je Nikolaj zelel s tako ¢okato in geometrizirano zasi¢eno
risbo prepri¢ati e veCkrat, na primer v kopiji opata v iniciali O (fol. 56v) in
zoomorfnega S (fol. 155r, sl. 10), Tezke barve in napolnjenost teh inicial je ne-
dvomno delovalo vizualno uéinkovito. Ce je kaj resnice v Radicsevi trditvi, da je
bil Nikolaj poznejsi bistrski prior," potem njegovi posegi pad niso bili izpostav-
ljeni kritiki napredno mislecega iluminatorskega duha. Morebiti si je tudi zato
lahko dovolil, da je svoje ime napisal z zlatimi in srebrnimi ¢rkami v lunetah
arkad na naslovnici (sl. 1), medtem ko je njegov prednik na priorskem mestu,
Herman, ponizno pokleknil pred sv. Avguitina in na odprii knjigi pokazal na
napis “Obsecro te...” Rotim te, usmili s¢ me v svojih molitvah (sl. 2).

Nikolaj se je sicer trdno oprijel stiSke predloge pri nekaj inicialah in o vplivu
stiske figuralike na Nikolajevo delo sem pisala pred nekaj leti (sl. 10, 11)."! Ce-
prav tako Stevilne romanske prvine v sredini 14. stoletja delujejo arhaiéno, nes-
kladno z veljavnimi tokovi, ¢eprav je Nikolaj pri “svojih” inicialah (O z opatom'?
in zoomorfni S) brez razloga segal cez linijo vertikalnega naslonila v stolpcu in
mu sicer lahko oitamo tezko in manj gibéno roko, poudarjeno rabo lila in srebrne
barve, nasi¢eni kromoksid in svojevrstno, kri¢eco lisi¢je rdeco barvo, pa ne more-
mo trditi, da vsemu navzlic ni poznal tudi sodobnih tokov v iluminaciji. Tako kot
Bistrski mojster je tudi on uporabil v ve¢barvne segmente razdeljene okrasne le-
tve, motiv drolerij - lova na lisice in zajee, moZa na gugalnici - motive fantastic-
nih bitij, ki so antropomorfni baziliski, ptice in triglava ptica s kac¢jim repom.

Ze motiv antropomorfnih ali psoglavih zmajékov v telesih &rk (sl. 5) je dovolj
zgodnji primer na tem delu Evrope, v Sloveniji pa starejSega rokopisa iz nasih
samostanov s takim elementom ni. Gerhard Schmidt je v analizi Konvoluta iz
Melka opozoril, da se v avstrijskih rokopisih pojavijo take groteskne Zivali v

'* P. pl. Radics, Iz nekdanjih samostanskih knjiZnic v Sti¢ni, Kostanjevici, Bistri in Ple-
trjah, fzvestja Muzejskega drustva za Kranjsko, X111, 1903, pp. 53-54; Mlinari¢, Kartu-
zija Bistra, p. 172.

"' CF. op. 3.

'* Ne znam si razloZiti, zakaj je ta (bistrski) opat dobil ikonografsko oznako, da gre za
upodobitev kralja Davida, a tako je razumeti iz opisa B. Ber¢ica, str. 14; isto ponavlja
besedilo v katalogu Tesori della Biblioteca Nazionale e universitaria di Lubiana, p.46.
B. Beréi¢ etal.: Zakladi Narodne in univerzitetne knjiznice, Cankarjev dom, Ljubljana
1982, pp. 12in 14; M. Glavan et al.: Tesori della Biblioteca Nazionale e universitaria
NUK di Lubiana, Biblioteca Trivulziana, Milano 1989, p. 46.
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odebeljenih delih ¢rke 3ele v dvajsetih letih 14. stoletja,' v Melku pac¢ pod vpli-
vom skriptorija iz §vicarskega samostana Katharinnenthal. Ce bi skusali najti Se
primere, ki bi bili slikarsko sorodno zasnovani, bi bil rokopis Nikolaja iz Lire,
hranjen v samostanu Vorau na avstrijskem Stajerskem, kar pravinji,' pa tudi bra-
tislavski misal “A" iz leta 1341, kjer imajo zmajcki podobno poudarjeno hrbteni-
co in jim iz ust rastejo listi."* V vorauskem rokopisu je Se nekaj drugih sorodnih
potez z bistrskim kodeksom, v bratislavskem misalu pa ne. V isto vrsto figuralnih
vzorcev spada tudi antropomorfna ptica, medtem ko motiv moZa na gugalnici
sodi med znadilne marginalne domislice iz 13. in 14. stoletja. To je le odvod iz
tistih burkaskih predrznosti in opicarij, ki so celo ob najsvetejsih besedilih zga-
njali neslanosti in bolj kot katerikoli severnoitalijanski oziroma furlanski vzor,'®
so pravi izvir teh moZicev podobe opic pri zabavi, pri guganju v koSarah, ki jih je
po tedanjih rokopisih mrgolelo.!”

Arkadno naslovnico na fol. 2v in zacetek besedila na 3r (sl. 1, 2) pa moramo
obravnavati kot enoten slogovni in ikonografski sklop. Ne moremo dvomiti, da je
inicialo in prve tri besede Gloriosissimi civitate Dei izpisal Bistrski pisar. Zaradi
velikosti iniciale se bolj kot kdajkoli poprej izriSe pisarska posebnost in dvojnost
v udinku, ko je fleuronnée pisan z zlatim prahom in je njegova barvita svetilnost
mila, migotava, zunanja polovica ¢rke z zlato folijo na osnovi iz armenske gline,
ki se plasti¢no bodi, pa je polno svetlobno polje brez sence.'® Vizualni uéinek ima

"' G. Schmidt, Das “Melker Konvolut” der Public Library, New York, v: “Nobile claret
opus”. Festgabe fiir Ellen Judith Beer zum 60. Geburtstag, ZAK, 43/1, 1986, pp. 67-75;
zlasti p. 71. - Taki zmajéki in nakaze s Skratovskimi éepicami so bili kot dekorativni
motiv na obrovnih letvah naslikani Ze celo stoletje poprej v angleskih in francoskih
rokopisih. Cf. R. Eisler: Die illuminierien Handschriften in Kdrnien, Leipzig 1907 (od
tod citirano Eisler: Kdrnten), sl. 31 - francoski diurnale iz (verjetno druge tretjine) 13.
stoletja, ki je v Admontu; H. Tietze: Die illuminierten Handschriften der Rossiana in
Wien-Lainz, Leipzig 1911, sl. 183 - “zmajevska™ bordura okoli besedila na naslovni
strani niZjerenske ali belgijske Biblije iz druge polovice 13. stoletja itd. Gerhard Stamm
pa ob miniaturi iz gornjerenskega (Svicarskega) samostana Wonnenthal z zaletka 14.
stoletja pravi, da so v skladu z “lepim mehkim slogom™ miniatur tudi zmajcki postali
ljubki. G. Stamm: Drachen in alten Handschriften: Drachen zum Weinen und Lachen,
Karlsruhe, Badische Landesbibliothek 1980, p, 130, s1, 93, [r.k.].

14 P, Buberl: Die illuminierten Handschriften in Steiermark. Die Stiftsbibliotheken zu Ad-
mont und Vorau, Lepzig 1911, Vorau Hs. 274 (103-1V), s1. 215.

5 Giinterova - Misianik: Srredovekd kniZnd malba, cf. sl. 28: Budimpeita, Drzavna in
univerzitetna knjiZnica, Cod. lat. 214, fol. 130r,

'* Stelé: Srednjeveski rokopisi, p. 60, citira rokopis, ki ga Eisler uvrica med furlanske (oz.
iirSe gornjeitalijanske). Stilna oznaka rokopisa je najbrZ toéna (! ni namreé razjasnjeno
razmerje s sposojenim kodeksom iz Krke na Korotkem, po katerem so “furlanski” ko-
deks kopirali), nikakor pa se ne strinjam z nakazano povezavo: $krat, ki bruha vitice in
ga vidimo na spodnjem serifu ¢érke P, je odvod iz romanskih maskeronov, ki jim iz ust
rasto vitice: bistrski moZici na listnih gugalnicah so iz drugacnega vsebinskega in for-
malnega sveta. Cf. Eisler: Kdrnren, sl. 25.

7 L. Randall: Images in the Margins of Gothic Manuscripts, Berkeley & Los Angeles
1966, sl. 53, npr. Psaiter Riharda Canterburyjskega, pisan po avguitinskem redu; za-
¢as-no New York, Pierpont Morgan Library, Glazier 53.

'* E.J. Beer, Marginalien zum Thema Goldgrund, Zeitschrift fiir Kunstgeschichte, 3, 1983
(od tod citirano Beer, Goldgrund), pp. 271-286, zlasti 283,
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nedvomno svojo materialno vrednost, vprasanje pa je, ali ima zlato tudi ikono-
grafski sopomen. Domnevati smemo, da ima zlato ozadje za upodobitvijo sv. Av-
guitina in priorja Hermana v medaljonu vrednost “idealnega prostorskega okolja,
v katerem se... resni¢ni predmeti lahko gibljejo v brezmejni globini;™" domnevati
tudi smemo, da so stebri€i na arkadah s premislekom dobili zlato in srebrno pre-
vleko, da bi “z idealno realnostjo - ki pomeni duhovno vsebino - pridobili poudar-
jeno objektivno realnost materiala."™ Prav gotovo je bila s premislekom izbrana
(in z enakim pomenom odtehtana) tudi zlata in srebrna folija za briljanove vejice
in Nikolajevo ime v lunetah ter za napis naslova knjige pod tremi arkadami. Od
tod dalje pa uporaba zlate na naslovnih straneh bistrskega kodeksa ni veé vsebin-
sko razvidna. Zlata in srebrna so tako telesca psov kot tudi zajeev, listi in Sopki na
bordurah, kratke hlace gugajoéih se mozicev, zlati in srebrni so tudi deli teles bitij
pod arkadnimi stebrici. Pravega pojasnila za to ne vem. Logike v uporabi zlate in
srebrne ni vet, zdi se, da ostane le Se provincialna bahatost z dragocenim materia-
lom.

In ¢e pogledamo na ti dve strani kot na slikarsko in ikonografsko stvaritev, se
vnovi¢ razkrije neuravnoveienost, Delez slikarskega znanja je skromen; vseskozi
naivna risha rastlinja, zivali, fantazijskih stvorov in (8e celo!) oseb je zrcalo mo-
Znega, pri cemer je z dekorativno preobloZenostjo pomen, vsebovan v figuraliki
na margini, veckrat ponovljen. Manjka tudi ljubezniva skladnost barv; kriece so,
kromatsko vsaksebi - na teh dveh straneh bolj kot kjerkoli v kodeksu.

Ikonografsko branje moramo priceti pri arkadah, ki so bile kot arhitekturni
element prenesene iz sakralne arhitekture. Seveda je arhitektura cerkve bila del-
tek Cerkve, ki je na oltar (resni¢no in simboli¢no) postavila knjigo. Ves pomen
tega dejanja je vsebovan v stavku iz Svetega pisma “In principio erat verbum.”
Beseda je sveta, beseda je pri Bogu, Bog je Cerkev. Zveza je nesporna; arkadne
naslovnice so zrcalo sakralne arhitekture,® in tisto, kar vzamejo v svoj objem, ima
pomen svetega, boZjega. A Ce prenesemo to prispodobo v obmodéje realnega sve-
ta, v svet srednjeveskih cerkva, polem se izrise na eni strani podoba cerkvene
biblioteke, zakladnice, poduhovljenega Zivljenja, ki se je odvijalo v cerkvenem
poslopju, na drugi pa podoba profanega, Zanrskega, banalnega dogajanja, ki se je
- v obliki krosnjarskih pultov in obrtniikih kolib naslanjalo na stene cerkve ter na
petek in svetek spremljalo pretok ljudi in njihovih misli iz obmoéja sakralnega v
profano in obratno in opravljalo, pretilo, Skodovalo. “Da obstaja idejna povezava
zunanjih zidov cerkve z grehom, nam potrjuje tudi socasna literatura, denimo
Roman de la Rose in Roman de Fauvel, kjer so simboli grehote orisani, kot da so
naslikani ali izklesani na zunanjih zidovih obzidanega vria in palace.”*? Za to gre
v bistrskem kodeksu: beseda cerkvenega oeta Avguitina je sveta in zato obdana
z arkadnimi loki in okrasnimi letvami. Njegove misli se nizajo v obmoéju sakral-
nega, onkraj pa je hrup boja in pasjega lajeza v pogonu na lisice in zajce.

" A. Riegl: Die spétrimische Kunstindustrie, Wien 1927, p. 14.

* Beer, Goldgrund, p. 272 in op. 3.

*' N.Golob: Arhitekturni elementi na naslovnicah srednjeveskih rokopisov, Ljubljana 1990.
** M. Camille: Image on the Edge. The Margins of Medieval Art, London 1992, p. 91.
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Psi gonjaci se podijo in grizejo zajce, ki s0 Ze v Stari zavezi (Leviticus 11,6 in
Deuteronomium 14,7) zaradi plodnosti sodili med simbole nezmernosti, ne¢isto-
sti, v srednjem veku pa spolnega poZelenja, Luksurije. Lisicam je srednji vek
ocital vsakovrstne pregrehe, postale so simboli heretikov, samega satana, zvijac-
nosti, prevare, skoposti. Pes, zvesta Zival svojega gospoda, pregrehe podi in mori.
Simbolika tega plesa na Zivljenje in smrt med Pregrehami in Krepostmi ni zaple-
tena. - Vsaj na prvi pogled pa je manj jasen pomen $tirih figur (sl. 1), ki so dobile
prostor na dnu, Ze na margini strani; videti so, kot da bi bile baze §tirih stebricev.
Stele pravi, da je “motiv stanja na Zivalskih in ¢loveskih figurah tipi¢en za roman-
sko arhitekturo v Italiji in se najde pogosto tudi v alpskih dezelah.”* Seveda
najdemo ta motiv tudi v iluminiranih rokopisih in ne samo v Italiji, pa¢ pa po
vsem zahodnem kri¢anskem svetu. Vendar tukaj ne gre za motiv stanja. Gre za
dinamicno situacijo, kjer imamo dva para, vsak se bojuje lo¢eno od drugega. Prva
dvojica je zlat lev, ki stoji pod zunanjim stebri¢em in se je prek hrbta obrnil proti
nakazi, ki ga je hotela prevarati s svojim na videz spodobnim oblagilom in s svo-
jim sprva mirnim mimohodom - potem pa se je obrnila, da bi s hrbta napadla leva
in mu z meéem zadala rane. Lev rjove: v éloveska obladila preoblecena zverina se
pred njim brani s $¢itom. Desni par pa ne prikriva svoje prave narave: srebrn
enoroZec s svojim zlatim rogom napada rezeega se rdeCega zmaja z zelenim
repom in zelenimi nogami, ki so prave satanske barve. Spel je enoroZec na zuna-
nji strani in enako kot lev brani mejnike sakralne arhitekture. - Stara zaveza je
slavila moc in silovitost enoroZzca (Numeri 23, 22; 24, 8; Psalmi 21, 22; 28, 6: 91,
11 itd.) in verjetno ga moramo v pomenu pozornega Cuvaja cistosti, neomadeze-
vanosti kri¢anske duse jemati tudi v tem primeru; tako postane pravi soborec
levu, ki je simbol kreposti, in hkrati zastopnik levov, ki varujejo pot do Prestola
modrosti.

Ne gre za romanski motiv podstavljanja vsakovrstnih figur pod stebre, da no-
sijo cerkveno stavbo, gre torej za gotski motiv izganjanja pregreh iz obmocja
sakralnega, za konfliktno razmerje med vsebinskim centrom in banalnim obrob-
jem, za razmerje med jasno Kaligrafijo in urejenostjo zapisa na eni strani ler ne-
mirnim, barvno kri¢e¢im marginalnim svetom na drugi. Kljub robatosti poteze
nas ne sme zapeljati misel, da gre na tej naslovnici iz Bistre za preprosto nadalje-
vanje visokosrednjeveske Psihomahije: vizija boja med dobrim in zlim se je raz-
plastila. Marsikatero podobo pa je v centrih umetniskega dogajanja laZe pojasniti
kot skrivencene podobe z obrobja, kjer miselnost province hkrati ovira obéi iko-
nografski razvoj, a v istem hipu ustvarja “Kontaminirane™ tipe iz dveh disparat-
nih, slogovno in sociolosko navzkriznih svetov.

Iz tehnologije dela pa je razviden e en zanimiv detajl. Arkadna naslovnica se
torej naslanja na stiSko-dunajski Cod. 650, vendar je na bistrskem foliju 2v vec
besedila kot na stiskem. Poleg tega, da so v sicer identiénem naslovu nekatere
besede izpisane brez abreviatur, je razlika predvsem v tem, da je na koncu naslova
dodano: Incipit liber prim{u)s S{an)c(t)i Epi{scopi). V sti3kem kodeksu je to naj-
brz pisalo na sedaj manjkajocem foliju, verjetno pod eno od vseskozi bol) ali manj

 E. Panofsky: Albrechr Diirer, Princeton 1958, 1., p. 84 ss., 11,51, 21,
2 Stele: Srednjeveski rokopisi, pp. 58 in 60,
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enakih incipitnih arkad in glede na veckrat potrjeno zvesiobo bistrskega kodeksa
proti stiki predlogi, bi rekla, da incipit ni mogel biti dosti drugacen od tistega, ki
se zaradi pomanjkljive 1. lege v stiSkem kodeksu ni ohranil. Dodani incipit iz
bistrskega kodeksa nas opozarja, da je bil zaCetek knjige z Gloriossissimam civi-
tatem Dei najverjetneje Ze napisan, ko je bilo Sele odloceno, da bo bistrski kodeks
moral (!) okrasje povzeti po stiSkem. Torej so dodali nekaj folijev, ki so sedaj 1.
lega: izsiljena je bila zasilna reSitev, zaradi Cesar naletimo na nekaj neestetskih
elementov, a so kodikologko zelo zanimivi. Sprva so najbrz hoteli dodati trinij, a
ker so uvideli, da tolikega Stevila folijev ne morejo uporabiti, so prva dva folija
odrezali (al, bl) in naslednji folij (cl) prilepili na notranjo stran platnic. Fol. | je
prost in je zlepljen iz dveh pergamentnih kosov (¢2, b2), na foliju, ki bi ga oznaéi-
li kot a2 v tem triniju, je Ze naslikana arkadna naslovnica. - Lega oziroma “lega”
je zasilno napolnjena z monumentalnim kolofonom (sl. 12) in z obSirnimi oznaka-
mi posameznih knjig, veliko je praznega prostora.

Precejinji del kodeksa je bil prepisan tako reko¢ “v korak™ s stiSkim vzorcem;
s tem ne mislim le na korekturne znake, ki so ponovili celo enake grafizme, kot jih
je okoli leta 1180 pisal Bernard,” pa¢ pa predvsem na prizadevanje Bistrskega
pisarja, da bi lovil korak s “prelomom” strani oziroma s koli¢ino prepisanega
besedila na stran. Stiski pisar Engilbert je v Cod. 650 na stran napisal priblizno
4500 znakov, incipite in eksplicite knjig pa je umes¢al v arkade, medtem ko je
Bistrski pisar napisal priblizno 4650 znakov na stran, obsegu porabljenega pro-
stora v stiSkem kodeksu pa se je priblizal tako, da zakljukov in napovedi knjig ni
umescal pod arkade (1o bi bilo v gotiki seveda anahronistiéno), pac pa jih je za-
znamoval le s poudarjenimi ¢rkami v cinobru. Sprva so bile celo iniciale na enako
numeriranih folijih - v stiSko-dunajskem De civitate Dei je bila iniciala S sprva na
fol, 9v (sedaj je na 4v, ker manjka del 1. lege), enako kot je v bistrskem kodeksu
itd.

Se eno pojasnilo k citiranim Steletovim besedam o “socasnih monumentalnih
platnicah™ tega kodeksa. Vemo le, da je velikost komaj kaj spremenjena, a kodeks
je bil prvié restavriran ze ob koncu 15. stoletja. Sredi 14. stoletja takih kovinskih
vogalnikov, kot so se ohranili, niso delali (podobne pa imata oba zvezka Antifo-
narja iz Kranja iz leta 1491). Ob tem restavriranju so ¢ez poskodovani leseni
platnici nalepili na sredinski del prednje in zadnje platnice dva kosa usnja, ki pa
sta érne barve in sta prekrila prvotno purpurno usnje. Ali so takrat nalepili na
notranjo stran lesenih platnic (¢ez mesta, kjer so usnjene vezice sidrane v les, da
s0 tako pridobili povidinsko izravnavo) tri kose papirjev in pergamentoyv, ¢ez pa
nalepili pergamentni folij, ki je del prve in zadnje lege, ne vem. Mislim, da bistve-

* Razprava “Romanesque correction marks: the case of Sitticum™, ki sem jo predstavila na
mednarodnem kongresu “Making the Medieval Book up to 1500”, Oxford, Trinity Col-
lege, 7-10 julij 1992, je v tem trenutku 3e v tisku, vendar naj navedem, da sem z raziska-
vo, v kateri sem sistematiéno zajela veé kot sto kodeksov iz druge polovice 12. stoletja,
dokazala, da je imel vsak skriptorij svoj sistem korekturnih znakov, ki so v bistvu abs-
traktni grafizmi in zato nevezani na pisarsko tradicijo. Bistrski pisar se je torej zavestno
oprl na grafi¢no podobo poldrugo stoletje starejsih (in zato zastarelih) korekturnih zna-
kov.
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ne sledove zabridejo poznejSe restavracije. Vsekakor so kodeks ponovno restavri-
rali, najbrz v 18. stoletju, takrat so na novo opletli kapital, na hrbtu so odrezali
jezike in posevno obsekali lege - to je razvidno iz neenakomernih razmikov med
Sivi na hrbtu.

Trije listi, Ki so bili vlepljeni med leseno osnovo platnic in nalepljen folij, so
zanimivi in ¢akajo na paleografsko raziskavo: A je bifolij iz papirja, popisan v
bastardi; B je papirni bifolij ozkega pokonénega formata, popisan v dveh pisavah,
kjer na vrhu beremo MCCCCXII in vigili in je torej letnica 1412 ante quem non za
datacijo; C pa je pergamentni bifolij, ki je ofitno oseben popis zanimivosti mesta
Jeruzalema. Srecne oci, ki so to videle.

Dodatek
NUK 2: Aurelius Augustinus: De civitate Dei

Ljubljana, Narodna in univerzitetna knjiZznica: ms 2. Signirano (Nicolaus) in dati-
rano 1347. Pergament, 172 fol. Kodeks je nepopoln.

SIGNATURA: Predfolij, prilepljen na prednjo platnico: Anne domini m® ccc”
xl° vii* conpletus est hoc opus et iussit fieri dominus hermanus prior valilis iocose
una cum ceteris tempore prioratus sui. Na spodnji strani fol. Ir je okrogel pecat z
napisom K & K Lyzealbibliothek zu Laibach, enak je tudi na 172v. Fol. 160v: Iste
liber est Carthusiensium in Frenicz prope Laybacum. Na notranji strani platnic je
na levem gornjem vogalu s tinto napisana Stevilka 2, ki je signatura kodeksa v
zbirki NUK. Na zunanji strani platnic oz. hrbta ni nobene signaturne oznake.

VEZAVA: 538 x 356/366 mm; rjavo-¢rno usnje v dveh neenakih slojih prek
lesenih platnic, tako da je spodnji sloj, ki je svetlejSe (sedaj vijoliéno-rjave, prej
verjetno purpurne) barve, scelega viden le na hrbtu, sicer pa na posameznih me-
stih, ki so na obrobju platnic. Hrbet je nekoliko usloéen, ima sedem dvojnih vezic
(Sivano na tockah: 8 - 32 - 62 - 123 - 190 - 260 - 323 - 390 - 453 - 490 - 530,
merjeno na l. legi). Na mestih, kjer so vezice segale v platnice, so podlozili
odrezke treh pergamentnih in papirnih folijev, popisanih v bastardi 14. in 15.
stoletja.

Platnici sta orpamentalno okradeni. V vogalih so kovinski $¢itniki, ki so izre-
zani iz kovinske plo&ée: gre za kombinacijo trilistnih lilij in deteljic. Na sredini je
stilno skladna rozeta, kjer v §tiri smeri rastoce trilistne lilije obdaja prstan, na
obodu pa so vonovic lilije. Kodeks se zapenja z dvema pasovoma, ki se na sprednji
strani natakneta na kovinski zar¢, ki ima osnovo v obliki rozete z izvihnjenimi
listi.

Na notranji strani sprednje in zadnje platnice je nalepljen pergamentni folij.
Na sredini sprednje platnice prodira strzen kovinskih zaticev v knjiZni blok.

PERGAMENT: 531 x 361 mm. Z izjemo 1. lege je skozi ves kodeks bel, svetel
in sorazmerno Kvaliteten pergament, najbrZ teledji. Poskodbe niso pretirane; gre
za vbode, raztrganine in zgrbancene dele, nekateri foliji so za spoznanje manjsi
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kot foliji, ki so bili obrezani po meri. Spodnji del folija 166 je v viSini 185 mm
odrezan, besedilo De civitate Dei ni poikodovano. Odrezane so tudi spodnje mar-
gine fol. 170, 171 in 172 v vidini 72 mm; manjkata folija 173 in 174 in s tem
besedilo.

Povsem drugaden je pergament 1. lege, kjer so foliji sestavljeni iz ve manjiih
kosov razlicne debeline, otipa in tonalitete. Folij, ki je nalepljen na zadnjo platni-
¢o, je podobne kakovosti kot pergament 1. lege; je debel in roZevinastega otipa.

LEGE: 19 leg (1'2, 2-16%, 17-18%, 19*%). 1.lega je dodana pozneje, vendar e v
¢asu pred dokoncanjem kodeksa: prvotnemu triniju (?) so odrezali prva dva folija
(al, bl), naslednji folij (cl) so prilepili na notranjo stran platnic, fol.1 je dvoslo-
jen - zlepljen iz dveh pergamentnih kosov (c2, b2), fol. 2 je prost in na 2v je
arkadna naslovnica. Preostale lege so pravilni kviniji z izjemo 17. in 18. lege, ki
sta kvaternija, in zadnje, 19. lege: to je bil ternij, najbrz dodan 3e v ¢asu pisarske-
ga dela. Folij, prilepljen na hrbtno platnico, ne sodi k legi.

Lege zaznamujejo reklamanti (ki manjkajo na fol. 22v, 82v in na zadnjih dveh
legah), kustod ni. Foliacija je novejsa, s svinénikom. Foliji so Steti dvakrat, ker je
prvi bibliotekar naredil med 8. in 10. folijem napako, drugi bibliotekar pa jo je
popravil.

ZRCALO: Dvostolpno zrealo, 54 vrst v stolpeu. Dimenzije po Sirini: 0 - 41 -
153 - 177 - 286 - 361, po visini: 0 - 44 - 440 - 531. Za besedilo je zrcalo risano s
tinto. Ohranjeno je pikiranje, iz katerega je razvidno, da so folije pikirali po le-
gah.

VSEBINA: (predfolij) kolofon
(1r) prazno
{1v) vsebinsko kazalo
(2r) prazno
(2v) arkadna naslovnica
(3r - 166r) besedilo De civitate Dei Avrelija Avgustina: Gloriossisima civitate
dei...gratias gratulantes ADAM. In deo gratias aut domine miserere nobis.
(166v) prazno
(167r - 172v) slovarski del: Abacuc prophetam...Scientia non facit bonum homi-
nem

PISAVA: Glavno besedilo je pisano v gethica textualis formata, enako slo-
varski del in soCasne Korekture, najbrz ena roka. Stevilni korekturni znaki se po
obliki grafizma naslanjajo na stisko predlogo, po njej tudi povzemajo dekorativne
kartue; isto velja za obliko neta znakov, diple pravzaprav niso uporabljene.

OKRAS: Incipiti in ekspliciti so pisani z rdeco tinto. V kodeksu je dosti kartus
okoli imen citiranih avtorjev in naslovov njihovih del ter vstavljenih manjkajoéih
tekstov, ki so - tako kot v stiSkem kodeksu - zapisane v cinobru, V zadnjem delu
knjige (zlasti od fol. 120 dalje), dosledno pa v slovarskem delu, so zacetnice,
pisane v prvi zgornji vrsti, dopolnjene z zankami, repi, listici, grebeni, zobci,
obrazki in kadelami. Med besedilom so Stevilne enovrsti¢ne zacetnice, ki so pra-
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viloma pisane v menjavi rdeCe in modre tinte, posebno pogoste so v naslovih
poglavij, zapisanih pred pricetkom Avgustinovega besedila. Kaligrafske iniciale
med besedilom so pisane kot lombarde, velike povecini 2 do 6 vrst, izjemoma do
16 vrst. Vseh je menda 174; pristeti je treba Se Stiri lombarde s fleuronnéejem v
kontrastni barvi. V slovarskem delu je cinobrastih lombard 16, od tega imajo
iniciale A, C, E, G, O in § dekorativno razcepljeno telo.

Slikarske iniciale so bodisi scelega narisane kot fleuronnirane iniciale ali so
povezane s slikarskimi prvinami, ki sodijo v sodobno ornamentiko (baziliski, am-
fisbene) oziroma ponavljajo formalne prvine, povzete po stiski De civitate Dei ali
drugih starejSih predlogah.

Iniciale, risane izkljuéno v fleuronnéeju: 3r, 22v, 36r, 71v, 77v, 83r, 90r, 146v;
s sodobnimi slikarskimi prvinami (zmajcki v telesu ¢rke, kaude v obliki antropo-
morfnih ptic): 28v, 52v, 128r, 136r; v celoti po stiskem vzoru: 9v, 56v, 65r, 115r,
155r; zaznamovane z romanskimi prvinami: 16r, 40r, 46r, 98v, 108r. Vseh slikar-
skih inicial je 21.

Po stidki predlogi je povzeta tudi arkadna naslovnica,

LITERATURA: F. Stele, Iluminatorni okras bistrskih rokopisov, Srednjeveiki
rokopisi v Sloveniji (M. Kos - F. Stelé, ed.), Ljubljana 1931, pp. 58-61, tudi pp.
63-66; F. Stel¢, Iluminirani rokopisi. Slovenija, Enciklopedija Jugoslavije, 4, Za-
greb 1960, pp. 353-354; F. Stele, Latinski rukopisi u Sloveniji, Mintjatura u Ju-
goslaviji (Zdenka Munk, ed.), Muzej za umjetnost i obrt, Zagreb 1964, pp. 23-24,
321, s1.47; J. Mlinari¢, Kartuzija Bistra od 1255 do 1782, Redovnistvo na Sloven-
skem: benediktinci, kartuzijani, cistercijani (F. M. Dolinar, ed.), Ljubljana 1984,
pp. 163-191, zlasti 172; B. Ber€ic et al.: Zakladi Narodne in univerzitetne knjizni-
ce, Cankarjev dom, Ljubljana 1982, pp.11-23, zlasti 12, 14; M. Glavan et al.:
Tesori della Biblioteca Nazionale e universitaria NUK di Lubiana, Biblioteca
Trivulziana, Milano 1989, pp. 17, 46; N. Golob, Folknandova podoba: zgledi in
posnetki, ZUZ, n.v. XXVI, 1990, pp. 33-50; N. Golob: Arhitekturni elementi na
naslovnicah srednjeveskih rokopisov, Ljubljana 1990; N. Golob, Pergament je
najplemenitej3a pisna osnova, Samostani v srednjeveskih listinah na Slovenskem,
Arhiv Republike Slovenije, Ljubljana 1993, pp. 65-79, zlasti pp. 72-73 [r.k.].
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DE CIVITATE DEI FROM BISTRA

by Natasa Golob, Ljubljana

In describing the illumination of the manuscript containing the text by Aurelius
Augustinus De Civitate Dei,' preserved since the secularisation of the Carthusian
monastery in Bistra on 29 January 1782 as MS No.2 in the collection of the present
National and University Library, France Stelé emphasized that the manuscript
had “contemporary monumental leather covers”, that it was “written and
decorated..... in 1347 by a certain Nicolaus, who was commissioned by Prior
Herman" (pl. 12), that some “ambiguity” existed in the illumination because there
were elements which were utterly Romanesque, or traditional, that there were
older, typically Italian elements, in connection with which he mentioned the inte-
resting strips in the P initial on fol. 108r, and added that the “scribes’ ornamentation
was very characteristic of Austrian and Czech book decoration of that time”. F.
Stele also mentioned the presence of contemporary French motifs and models.?
To a great extent all that F. Stele has established is true and the “stylistic
ambiguity” is the result of two working sequences (which is evident from the
technology of the illumination); careful scrutiny reveals that we are dealing with
the work of two illuminators who worked at the same time, and that the second
one started when the first one had not yet finished his work (on some initials). 1
have already written on this issue, showing that there was not only the illuminator
called Nicolaus but that there were two persons of different education at work;?
herein lies the reason behind the aesthetic and stylistic discrepancies of the Bistra
manuscript. In this article I would like to give a detailed account of their creative
views. If the manuscript is considered as a unit, executed by a scribe and an
illuminator, it is defined by some elements that are time-bound. This can be
considered as an orientation towards both Central European and regional
characteristics. 1 am referring to flourish (fleuronnée) initials, to elements with
fantastic creatures in the bodies of initials and grotesques in the margin, and bunches
of leaves and flowers on the title page. The colours should not be forgotten either:

' For the codicological description cf. the appendix.

* F. Stel®, Tluminatorni okras bistrskih rokopisov, pp. 58-61, in: M. Kos - F. Stele,
Srednjeveski rokopisiv Sloveniji, Ljubljana 1931 (Stele, Srednjeveski rokopisi).

' N. Golob, Folknandova podoba: zgledi in posnetki, ZUZ, n.v. XXVI, 1990, pp. 48-49
(Golob, Folknandova podoba).
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we are faced with two well-rounded but mutually non-compatible colour units
where the choice of the colour harmony marks the boundary between two different
illuminators.

When this manuscript was completed in 1347 by the will of Herman, prior of
Bistra - Vallis Jocosa,* the boundary between the two types of decorated initials in
book production was clear. The respective types of the flourish initial on one hand
and the painted initial on the other had been formed. The principle dividing two
different painting and scribal modes was established. In the Romanesque period
no transitional type between the calligraphic and flourish initials seems to have
existed and even in the Gothic period these two principles used to appear sepa-
rately in the same manuscripl, but usually not in the same initial.* This is another
reason why it is clear from some of the Bistra initials which stroke was executed
by this or that illuminator. - Flourish initials developed from late Romanesque
calligraphic initials that can be found as an announcement in earnest of Gothic
decoration around 1140 in Paris.® Soon afterward they spread rapidly via the
Mosan region and important scriptoria over France and Germany. The uniformity
of Cistercian book decoration due to the monochrome drawing principle, also
contributed to the rise of fleuronnée initials. In the 12th century, Cistercian
scriptoria were born in quick succession. Thus, at least the early form of fleuronée
was a well-known decorative element around 1200 in scriptoria and workshops to
the north of the Alps. The technique of the procedure is very simple - as early as
towards the end of the Romanesque period the bodies of initials became divided
into two halves with decorative split-line in the middle, since then initials were
filled inside and outside with simple wavy lines, dents, spiral forms and meanders
in penwork. In the Gothic period the proportions of initials were changed, the
width became more important than the height and thus the shaded parts were
exuberantly emphasized: it was in these that the decorative splits provided better
scope for fanciful innovations. The basic element in the fleuronnée initials is the
hairline decoration, which in the Romanesque period followed the marginal line
of the initial in light cascades; now the penwork decoration succeeded in capturing
the inner field of the initial and divided it into several segments, while in the outer
field the penwork decoration changed into branchlike sprouts of curves and crests
in parallel and branching off at right angles. The flourish initial is penned in two
colours; in the manuscripts from Slovenia and the neighbouring countries the

* 1. Mlinari¢, Kartuzija Bistra od 1255 do 1782, in: F. M. Dolinar (ed.), Redovniiive na
Slovenskem, Ljubljana 1984 (Mlinari¢, Kartuzija Bistra), p. 163.

 Itis evident from the material published to date that the manuscripts created in a provincial
environment show a penetration of painting elements into the flourish initials, as in the
case of the ivy leaves unfolding at the bottom of the penwork extensions or in a letter
body, without destroying the mainly two-coloured arrangement of flourish initials. Cf.
A. Giintherovi & J. Misianik: Stredovekd kniindg malba na Slovensku, Bratislava 1961
(Glintherovd & Misianik: Stredovekd kniind malba), pp. 35-37, the so-called Missale
Possoniense “C” from 1330-1340, Budapest, State and University Library, Cod. Lat.
220 and related manuscripts Cod. Lat. 94 and 92 from the same collection.

* P, Stiernemann, Fils de la vierge. L"initiale & filigranes parisienne: 1140-1314, Revue de
{'art, 90, 1990, pp. 58-74.
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combination of red and blue prevails. In the Bistra manuscript, the red respec-
tively blue ink was not always applied: the thick temperas applied in the relief
technique made a noble impression, as the Bistra scribe knew very well, too. -
During the Gothic, penwork initials gradually changed, developing faddish
witticisms and regional peculiarities. By the end of the 13th century it had achieved
a kind of formal maturity which became a refined two-colour game on the clear,
always evenly ornamented surface. As with thrills, it was an endless variation on
one and the same little theme in ever-changing ways.

The master who drew the penwork in the Bistra manuscript did not sign his
name and for the sake of simplicity I will provisionally call him the Bistra scribe:
it can be assumed on account of the refined compositions, when the text and the
initial were perfectly adapted to the space available, that in copying the text he
also simultaneously included flourish initials.” In this manuscript the Bistra scribe
did not act as an illuminator but merely as a calligrapher who, with a reliable
hand, covered the field of the initial and the corresponding marginal space with a
spidery ornament. He divided up the inner field of the initial by means of verticals
(e.g. fol. 28v, 65v, pl. 4), or a thomb (fol. 145v), or oval/circular lines (fol. 36r,
98v) into several smaller segments (pl. 3), varying the two colours. He changed
the initial G on fol. 3r (and several others) into an evenly spread ornament of
circles painted in gold only. The basic decorative element in his fleuronnée is a
circle with a double border-line while the third line connects one circle with the
next. Buds, emphasized by a dot in a contrasting colour, are strung in a circle
along the central branch or on the forked spot. This pattern is reminiscent of a lily-
of-the valley, hence “Maigléckchen-Fleuronnée” in German literature. Excep-
tionally, only in the initial E on fol. 77v, the Bistra scribe drew, instead of the
circle fleuronnée, the spiral snail shell pattern of the sprouts with heart-shaped
leaves resembling ivy. After the late 13th century, ivy was a popular decorative
element, as there is hardly a marginal branch without small ivy offshoots.

The Bistra scribe had a great deal of gold colour at his disposal. He used it for
penwork filling in initials whereas he rarely inscribed the extensions in gold. He
particularly liked to combine the gold with sky blue, as well as with dark blue,
light green and ochre. The dots in the circles are mainly in red. The light intensity
of the gold colour gives an impression of immateriality, besides the nobility of
form and the preciousness of the material. Moreover, he was able to achieve the
effects of refinement and lightness of his initials even when he painted them in
“ordinary” colours. The initial D (fol. 90v) is an excellent achievement, even
though it is painted in blurred blue and red. I think he never used the silver colour,

" The script is uneven in places, but the ductus of the letters changes fluently and gradually
50 that it cannot be doubted that the manuscript was copied by one scribe only. On
determining personal variations among scribes cf. K. Kl. Jadzewski, Identifi-
zierungsprobleme bei Schreibhanden, Wolfenburteler Forschungen (Probleme der
Bearbeitung mittelalterlicher Handschrifren), 30, 1986, pp. 325-326. For minute
paleographic analysis and for definition of this phase in the development of textura cf.
0. Mazal, Beobachtungen zu dsterreichischen Buchschriften des 14. Jahrhunderts,
Codices manuscripti, 16, 1992, esp. pp. 1-6 and pl. 1-4.
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which was appreciated by Nicolaus. It is also obvious that Nicolaus introduced
the lilac/rose tempera and used it even for covering the finished forms of the
initials: the letter D on fol. 40r clearly shows that the primary cinnabar in the outer
part of the initial vanished under the careless coat of lilac; the same is true of E on
fol. 52v (pl. 5), D on fol. 22v etc. There appeared new, thicker colour layers
which needed to be corrected; thus they were outlined in a contrasting ink, but it
seems that the pen slipped and stuck at the edges of thick layers of colours. In the
initials which are evidently the work of the Bistra scribe, the pen flows in a smooth,
uninterrupted line and his stroke is always sure. The Bistra scribe excels at drawing
perfect, noble lines which never slide beyond the permitted boundary. Nothing is
superficial, no composition deficient or insufficiently considered.® From the very
beginning, the Bistra scribe was undoubtedly attached to the manuscript containing
the text of St Augustine’s De civitate Dei, which was borrowed by the Sti¢na
(Sitticum) Monastery (now preserved in Vienna as Cod. 650 in the Manuscript
and Incunabula Collection at the Austrian National Library).” He had probably
been ordered to draw the copy of the initial S on fol, 9v, which can be found in the
Sti¢na-Vienna manuscript on fol. 4r, where he faithfully followed even the hatching
on the inner side of the leaves, as well as the little circles in the folded parts, the
divided body and even the colours and the simple frame. As this initial remains an
isolated evidence of copying by the Bistra scribe after the Sti¢na manuscript, one
gets the impression that to the copies of the two uncial Ds (fols. 136r, pl. 6 and
115r) he contributed only the drawing of the complicated scroll-leaves, while the
compact and rather careless colour coating was executed by Nicolaus.

At any rate, there are a few combined (penwork and painted) initials where the
contributions of each cannot be differentiated with certainty. These include the
initials Q at the beginning of the 5th and 1 1th books (fols. 28v, pl. 4, and 128v). In
both cases the cauda is an anthropomorphic bird with a lean body and the Bistra
scribe obviously co-operated in the initial D on 28v, because the flourish loops
are scattered along the curved creature; the outline of the head is drawn in the
same blue colour as the remaining decoration. On fol. 128v the rigid body of the
bird is leaning across the scribe's note, covering it to a considerable extent.
Although the drawing of the bird is of equally high quality, the penwork ending
around the head appears half-done.

Much may be inferred concerning the relationship between Nicolaus and the
Bistra scribe from two P initials: the first (fol. 98v) is the image of a thoroughly
controversial relationship. A beautiful blue-golden flourish swirl in the bowl of

* Two details are technologically interesting: In the initial D on fol. 83r the flourish in the
outer field of the letter has remained unfinished. We can seen the drawing - a skerch - of
perfect flourish in light washed India ink; it should have been coated either with gold or
blue - like the remaining part of the initial, Another example is the uncial D on fol. 40r;
the intention was to cover the fields between the net of gold flourish with silver additions,
but was soon abandoned (it was presumably realized that too much good was unnecessary),
and the silver coating in its black oxidation now appears heavy and unpleasant.

* N.Golob, Slikarski okras romanskih rokopisov iz Sti¢ne: dunajska skupina, ZUZ, 1989,
pp. 37-55, particularly 44-48.
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the letter is surrounded by a lilac body in which the circles and rhombs are grossly
connected: this is an i1solated echo of the Romanesque model where the vine-
scrolls filled and penetrated the body of the letter. An the top of the arch Nicolaus
scratched off the penwork extensions, which apparently did not accord with his
view of the whole. As he had simultaneously scratched off the rubricated incipit,
he gave it up elsewhere. He therefore applied some glue around the initial for the
silver bump-border, thus committing a technological error: the parchment wrinkled
and acquired a dark gloss. On the arch and on the stem of the letter he adjusted a
plume of lilac and gold leaves (exactly the same can be seen on both title pages).
Nicolaus habitually applied geometrical filigree fillings - a white drawing composed
of circles, rhombs and little lines is virtually his signature, whereas the Bistra
scribe gave priority to organic motifs: he drew horse-tails, flowers, scrolls, grapes.

This initial was succeeded by the “conciliatory” initial P (fol. 108r, pl. 8)
standing at the beginning of a promising incipit Promissiones Dei: around the
letter there is again the bump-border, this time in gold, and sprinkled with a filigree
of flowers; the parchment remained undamaged. The flowers fill the ornamented
lilac (!) stalk of the letter as well. Below the stem, a dog with a heart-shaped tail is
springing forward as in the Sti¢na manuscript 650 on fol. 126r (pl. 9). While the
dog 15 a slender, elegant animal (like the two anthropomorphic birds mentioned
carlier), the serif of the letter wransforms itself at the bottom into a leaf swing
where a stocky little man dressed in short trousers is sitting. His whole body
including the trousers is a surface free to accept a geometric ornament which
changes the figure - by means of arcaded segments, little lines and crosses - into a
bizarre apparition, Nicolaus actually drew the same motif four times - twice on
either side of the medallion immage of St Augustine and the kneeling Herman
(fol. 3r, pl. 2), then bellow the initial I (fol.16r), and here, on fol.108r.

It should be said that by means of this thickset, geometrical, richly decorated
drawing, Nicolaus wanted to be convincing on several occasions, for example
when copying the image of the prior in the initial O (fol. 56v) and the zoomorphic
S (fol. 155r, pl. 10). The heavy colours and the richly decorated initials undoubtedly
made an effective visual impression. If there is any truth in Radics’s claim that
Nicolaus later became the prior of the Carthusian monastery of Bistra,'"” then his
work was not exposed to the criticism of the progressively oriented illuminator’s
spirit, It may have been for this reason that he permitted himself to inscribe his
name in gold and silver letters in the luneties of the arcades on the title page (pl.
1), while his predecessor in the office of prior, Herman, humbly kneeled down in
front of St Augustine, pointing at the inscription in the open book Obsecro te...: 1
beseech thee to be gracious unto me in your prayers’” (pl. 2).

Nicolaus faithfully followed the model of the Sti¢na manuscript, ONB 650, in
some initials. I wrote about the influences of the Sti¢na decoration in Nicolaus’
work some years ago (pls. 10, 11)."" Despite the facts that numerous Romanesque

'" P, Radics, 1z nekdanjih samostanskih knjiZnic v Stiéni, Kostanjevici, Bistri in Pleterjah,
fzvestjia Muzejskega druftva za Kranjske, X111 (1903), pp. 53-54; Mlinan¢, Kartuzija
Bistra, p. 172.

""" Cf. note 3.
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elements in the mid 14th century give an archaic impression which is at odds with
the prevailing aesthetic and artistic trends, that Nicolaus in “his” initials (O with
the prior'? and the zoomorphic S) was breaking through the vertical column line
without good cause, that we can reproach him for his heavy and none too dexterous
hand, his overemphatic use of lilac and silver colours, the saturated chromoxide
and the singular, bright ginger colour, it cannot be claimed that despite all this he
was not acquainted with the contemporary trends in illomination. Like the Bistra
scribe, he also used decorative bands divided into many-coloured segments, the
principle of drolleries (the fox and rabbit hunt, the man on the swing), the fantastic
creatures which are anthropomorphic basilisks, birds and a three-headed bird with
a serpentine tail.

The motif of small anthropomorphic or dog-headed dragons in the bodies of
the letters (pl. 5) is an early enough example from this part of Europe, while there
is no older manuscript from Slovenian monasteries that would contain such
elements. By analyzing the Convolute from Melk, Gerhard Schmidt pointed out
that in Austrian manuscripts grotesque animals of this kind can be found in the
shaded parts of letters only in the second quarter of the 14th century,” in Melk of
course under the influence of the Swiss monastery of Katharinenthal. If we were
to look for still further examples related to them by their pictorial presentation,
the manuscript of Nicholas from Lyra, preserved in the Vorau monastery in Austrian
Styria, would fit in perfectly," as would the Bratislava missal “A™ of 1341, where
the dragons have a similarly emphasized spine and leaves growing from their
mouths." In the Vorau manuscript one finds certain other features related to the

'* Tt is hard to understand why the image of the Bistra prior has iconographically been
interpreted as King David, as it is to be understood from the description by B. Ber¢i¢, p.
14; the same definition reappears in the text of the catalogue Tesori della Biblioteca
Nazionale e universitaria di Lubiana, p. 46. Cf. B. Ber&i¢ et al.: Zakladi Narodne in
univerzitetne knjiznice, Cankarjev dom, Ljubljana 1982, pp. 12 and 14; M. Glavan et al.:
Tesori della Biblioteca Nazionale e universitaria NUK di Lubiana, Biblioteca Trivulziana,
Milano, 1989, p. 146.

'* G, Schmidt, Das “Melker Konvolut” der Public Library, New York, in : “Nobile claret
opus”. Festgabe fiir Ellen Judith Beer zum 60. Geburtstag, ZAK, 43/1, 1986, pp. 76-75,
particularly p. 71. - Such diminutive dragons and monsters with dwarfs® caps were
decorative motifs on marginal strips painted in English and French manuscripts a whole
century earlier. Cf. R. Eisler: Die tlluminierten Handschriften in Kérnten, Leipzig 1907
(Eisler: Kiirnten), fig. 31 - French Diurnale from (probably the second third of) the 13th
century, now in Admont; H. Tietze: Die illuminierten Handschriften der Rossiana in
Wien-Lainz, Leipzig 1911, fig. 183 - the “dragon border” around the text on the title
page of the Lower Rhine or Belgian Bible from the second half of the 13th century etc.
Gerhard Stamm says of the miniature from the Upper Rhine (Swiss) monastery
Wonnenthal dating, from the beginning of the 14th century, that in accordance with the
“lovely soft style” of illumination the little dragons also became pretty. G. Stamm:
Drachen in alten Handschriften: Drachen zium Weinen und Lachen (exhibition catalogue),
Badische Landesbibliothek, Karlsruhe, 1980, p. 130, fig. 93,

' P. Buberl: Die illuminierten Handschriften in der Steiermark. Die Stiftshibliotheken zu
Admont und Voraw, Leipzig 1911, Vorau Hs, 274 (103-1V), fig. 215.

'* Giintherovd - MiSianik: Stredovekd kniznd malba, cf. fig. 28, Budapest, State and
University Library, Cod. Lat. 214, fol. 130r.
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Bistra manuscript, whereas in the Bratislava missal these are totally lacking. The
anthropomorphic bird from the Bistra manuscript belongs to the same family of
figural models, while the image of the man on the swing represents one of the
characteristic marginal witticisms dating back to the 13th and 14th centuries. This
is but an echo of the follies and antics indulged in by jesters who did not flinch
before even the holiest of texts, but persisted with their tricks. More than any
North Italian or Friulian model,' the real origin of the little men can be found in
the images of apes performing their antics, swinging in baskets, all of which the
manuscripts of the time were teeming with. "/

The arcaded title page on fol. 2v and the beginning of the text on 3r should be
dealt with as a stylistic and iconographical unit (pls. 1, 2). It cannot be doubted
that the penwork initial in gold as well as the first three words of the Gloriossissimi
civitate Dei were written by the Bistra scribe. Because of the size of the initial G,
the seribe's speciality and the twofolded effect of gold is at its best, since the gold
dust is applied in the infilling penwork and its colour light is soft and flickering;
next to this, the outer half of the letter with the gold leaf on a gesso - which is of
convex form - 1s a full light field without any shading.'*

Undoubtedly, the visual effect had its material value, but the question is whether
the gold has its own iconographical meaning besides, It can be assumed that the
gold ground behind the St Augustine and prior Herman medallion irages possesses
the value of an “ideal spatial environment in which .... real objects can move in
unlimited depth™;'* it can also be assumed that the little columns of the arcades
were deliberately coated in gold and silver in order to “achieve, by means of ideal
reality, which denotes spiritual meaning, the emphasized objective reality of the
material”. * Equally deliberate was the selection of gold and silver foils for the
ivy leaves as well as for Nicolaus’s name in the lunettes and the book title under
the three arcades. From here on, the use of gold colour on the title pages of the
Bistra manuscript bears no special meaning. Gold and silver were applied to the
bodies of dogs and rabbits, leaves and bunches of flowers in the margins, the short
trousers of the swinging little men, as well as to the body parts of the creatures

% Stele: Srednjeveski rokopisi, p. 60, cites the manuscript that Eisler places among those

from Friuli (or North Italy). The stylistic definition of the manuscript is probably accurate

(!, namely, the relation to the manuscript borrowed from Krka/Gurk in Carinthia according

to which the “Friulian” manuscript was copied, has not been clarified). But I cannot

agree with the suggested connection: namely, that the goblin sprite in the lower serif of

the letter P spewing folinted scrolls, has been in Stelé’s words related to the Romanesque

maskerons with sprouts growing from their mouths, I am convinced that the little men

from Bistra on leaf swings are from a world different in meaning and form. Cf. Eisler:

Kdrnten, fig. 25.

L. Randall; Images in the Margins of Gothic Manuscripts, Berkley and Los Angeles

1966, fig. 53, e.g. the Psalter of Richard of Canterbury, written by the Augustine rule;

temporarily New York, Pierpont Morgan Library, Glazier 53.

'* E. 1. Beer, Marginalien zum Thema Goldgrund, Zeitschrift fiir Kunstgeschichte, 1983/3
(Beer, Goldgrund), pp. 271-286, particularly 283,

" A, Riegl: Die Spétromische Kunstindustrie, Wien 1927, p.14.

" Beer, Goldgrund, p. 272 and note 3.
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under the arcades. I cannot find an adequate explanation for this. There is no
longer any logic in the use of gold and silver, but apparenily just provincial
ostentation in the precious material.

If these two sides are looked upon as a painted and iconographical unit, the
unbalanced effect is visible again. The proficienciency of Nicolaus' painting is
poor, the thoroughly naive drawing of plants, animals, fancy creatures and
especially humans represents a reflection of the possible, whereby the meaning,
decorated o excess and contained in the images on the margin, is repeated several
times. The pleasant harmony of colours is also missing: they are gaudy and
chromatically discordant, even more so on these two pages than anywhere else in
the manuscript.

Iconographical reading should begin with the arcades, which were architectural
elements transferred from ecclesiastical architecture, The architecture of a church
was of course only a small part of the Church that placed the book on the altar
(actually and symbolically). The entire meaning of this act is contained in the
opening sentence of the Bible: “In principio erat verbum.” The word is sacred,
the word is with God and God is the Church. The connection is incontestable, the
arcaded title page represents the reflection of ecclesiastical architecture,®' and
what they enclose is sacred and God-like in meaning. If we transfer this image
into the real world, into the world of medieval churches, we get, on one hand, the
image of the church library, the treasury, the spiritual life taking place in the
church building, and on the other hand, the image of the vernaculare, genre-like
and banal succession of events consisting of petty tradesmen and haberdashers’
stalls and craftsmen’s booths leaning against the church walls. Every day there
was a steady flow of people whose thoughts were directed from the sacred to the
profane and vice versa. They were engaged in slander, exaggeration and mischief.
“The idea of the external walls of an edifice being associated with sin can be
found in contemporary writings, such as the Roman de la Rose and Roman de
Fauvel, in which emblems of Evil are described as carved or painted on the
outside walls of a garden or palace.” ** This is the topic of the Bistra manuscript:
the word of the church father Augustine is sacred and accordingly surrounded by
arcades and decorative bands. His thoughts are expressed inside the sacred area
beyond which there is the din of struggle and the baying of hounds in fox and
rabbit hunts.

Hounds hunt and bite rabbits, having been symbols of Vices since as far back
as the Old Testament (Leviticus 11,6 and Deuteronomium 14,7) because of their
fertility, which belonged to the symbols of Immoderation, Unchastity and, in the
Middle Ages, also sexual desire - Luxuria.® In medieval era foxes were consid-
ered to be sinful and became symbols for Heretics, Satan himself, Slyness, Deceit,
Avarice. The dog, the most faithful animal of his master, is a persuer and killer of
Sin. The symbolism of this life-and-death struggle between Vices and Virtues is

' N. Golob: Arhitekturni elementi na naslovnicah srednjeveskih rokopisov, Ljubljana 1990,
** N. Camille: Image on the Edge. The Margins of Medieval Art, London 1992, p, 91.
** E. Panofsky: Albrecht Diirer, Princeton 1958, 1., p. 84 ss,, 11, fig. 21.
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not difficult to grasp. - However, the meaning of the four figures at the bottom, on
the lower margine, is not so clear at first sight (pl. 1). They seem to be the bases
for the four tiny columns. According to Stelé the “motif of statant animal and
human figures is typical of Romanesque architecture in Italy and is also frequent
in Alpine countries”.* Yet such compositions of leaning upon are easily found in
illuminated manuscripts as well and not exclusively in Italy, but all over the
Christian world. It is, however, not a motif of static immobility but a dynamic
situation involving two pairs, each of them fighting independently of the other.
The first pair consists of a golden lion and a monster. The lion is standing below
the outer column and looking round at the monster that wants to deceive the lion
with its garment and stealthy approach. Then 1t turns to attack the lion from behind
and wound it with a sword. The lion roars, the monster in human disguise defends
itself with a shield. The pair on the right does not hide its genuine nature; the
silver unicorn with its golden horn is attacking the grinning red dragon with green
tail and green legs; it has a satanic look. The unicorn is again on the outer side
and, like the lion, defends the ecclesiastical architecture. - The power and violence
of the unicorn are praised in the Old Testament (Numbers 23, 22; 24, 8; Psalms
21, 22; 28, 6; 91, 11 ete.) and we should probably take the unicorn for what it is -
the watchful guard of Chastity and the Purity of the Christian soul. Thus it becomes
the counterpart of the lion, which is a symbol of Chastity and a representative of
the lions guarding wat leading to the Throne of Wisdom.

Here we are dealing not with the representation of all kinds of figures placed
below the columns to support the church building, but with the Gothic motif of
banishing sin from the ecclesiastical sphere. We are dealing with the conflicting
relationship between the meaningful centre and the banal border areas, the
relationship between clear calligraphy and the neat arrangement of written words
on one hand and the agitated, gaudily coloured marginal world on the other. In
spite of the coarse stroke we should not be distracted by the notion that this title
page from Bistra is merely a continuation of high medieval Psychomachia: the
vision of the struggle between Good and Evil had been stratified. Namely, several
images can be explained more satisfactorily in the centres of artistic deveiopment,
than those executed in remote regions where provincial mentality impedes
iconographical development, but at the same time creates “contaminated” types
emerging from two disparate, stylistically and sociologically opposed worlds.

Another interesting detail is to be read from the technology of the work. The
arcaded title page is related to the Stitna-Vienna Cod. 650; there is, however, a
longer title-text on the opening folio (2v) of the Bistra manuscript than is that of
Sti¢na (Cod. 650, fol. 1v). Apart from the fact that the identical title contains
some words written out without abbreviations, the difference is primarily in the
addition below the title: Incipit liber prim(u)s S(anjc(t)i Epi(scopi). In the Sti¢na
manuscript this was probably written on the now missing folio, obviously below
one of the more or less equal incipit arcades. According to the repeatedly confirmed

* Stele: Srednjeveski rokopisi, pp. 58 and 60.
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faithfulness of the Bistra manuscript to the Sti¢na model 1 should say that the
incipit could not have been much different from the one not preserved on account
of the deficient first quire in the Sti¢na manuscript. The added incipit in the Bistra
manuscript suggests that the beginning of the book with Gloriossissimam civitatem
Dei in flourished initial had most probably been written before it was decided that
the Bistra manuscript would have to (!) follow the decoration of the Stiéna model
as well. Thus a few folios before the three-arcaded incipit were added, forming
now the first quire. This was a forced provisional solution the result of which
were some unaesthetic elements, that are, however, very interesting from the
codicological point of view. Initially, a trinium was to have been added, but when
it became clear that such a number of folios could not be used, the first two folios
were cut off (al, bl) and the next folio (c1) was stuck on the inner side of the
wooden cover plate. Fol. 1 is loose, yet made of two parchment pieces (c2, b2)
stuck together. The arcaded title is painted on this folio, which could be numbered
as a2 in this trinium. The quire, or “quire”, is provisionally filled by a monumental
colophon (pl. 12) and extensive citations of titles of each book in the De civitate
Dei, with a great deal of blank space still remaining.

A considerable part of the manuscript was copied “step by step”, as it were,
after the Sti¢na model. Here, I am thinking not only of the correction marks,
where even the symbols are reproduced as written by Bernard™ around 1180, but
rather of the Bistra scribe’s efforts to keep pace with the arrangement of the pages,
i.e. with the quantity of the text copied per page. The Sti¢na scribe Engilbert
wrote about 4500 characters per page in Codex 650 and arranged the book incipits
and explicits below arcades, whereas the Bistra scribe wrote about 4650 characters
per page and tried to follow the quantity of used space in the Stiéna manuscript by
not writing the conclusions and announcements of books below the arcades (which
would have been anachronistic in the Gothic period), but marking them in bold
cinnabar letters. Even the initials were at first on equally numbered folios - in the
Sti¢na-Vienna manuscript De civitare Dei the initial § was at first on fol. 9v (now
on 4v, since a part of the first quire is missing), as in the Bistra manuscript, and so
on.

It is worth mentioning an additional explanation of Stele’s words on the
“contemporary monumental covers™ of this manuscript. We only know that the
size has hardly changed and that the manuscript was first restored as early as the
15th century. In the mid 14th century such metal bosses as they have been preserved
were not produced. (Similar ones can be found on the covers of two volumes of
the Antiphoner from Kranj dating back to 1491.) At the time of this first restauration

#* The study entitled “Romanesque Correction Marks: The Case of Sitticum”, which |
presented at the international congress “Making the Medieval Book upto 1500", Trinity
College, Oxford, 7-10 July 1992 is currently still being printed. However, [ should state
that in this study, which systematically comprises over 100 codices from the second half
of the 12th century. | have proved that each scriptorium had its own system of correction
marks, 1. e.'symbols that were basically abstract and therefore not tied down to the
scribes’ tradition. Thus, the Bistra scribe conscientiously reproduced the graphic images
of correction marks one and a half centuries older (and therefore out of date).
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they repaired the damaged wooden covers by sticking two pieces of leather in the
middle part of the front and back covers. They used black leather over initially
purple leather. I cannot judge, if it was on this occasion when the three pieces of
paper and parchment were stuck inside the wooden covers (over the places where
the leather horizontal thongs were threaded into tunnel groovs in wooden boards
so that the surface became smoaoth). I think the basic traces have been obliterated
by later restoration work. In any case, the manuscript was restored again, probably
in the 18th century. The capital was made anew, and half-moon tabs at the head
and foot of the spines were cut off and the quires were trimmed obliquely, as is
evident from the irregular intervals between the stiches on the spine,

The three folios that were stuck between the wooden board of the covers, and
the stuck-on folio, are interesting and deserve paleographic examination: A is a
paper bifolio covered in batarde script. B is a paper bifolio of narrow upright
format and two hand wrote the text: on top one can read MCCCXII in vigili and
the year 1412 is to be regarded as the anfe quem non for datation. C is a parchment
bifolio, evidently a personal register note on the marvels of Jerusalem. Happy the
eyes that saw it.

APPENDIX
NUK 2: Aurelius Augustinus, De civitate Dei

Ljubljana, Narodna in univerzitetna knjiZznica ms 2. Signed (by Nicolaus) and
dated 1347. Parchment, 172 fol. Codex mancum.

SIGNATURES: Antefolio, stuck onto the front cover: Anno Domini m cee xi
vii conpletus est hoc opus et issuit fieri dominus hermanus prior vallis iocose una
cum ceteris tempore prioratus sui. At the bottom of fol. 1r there is a round seal
with the inscription K & K Lyzealbibliothek zu Laibach, the same on 127v. Fol.
160v: Iste liber est Carthusiensium in Frenicz prope Laybacum. Inside the covers,
in the upper lefthand corner, the figure 2 is written in ink, the half-mark of the
manuscript in the collection of the National and University Library in Ljubljana.
On the outside of the covers or spine there is no shelf-mark.

BINDING: 538 x 356/366 mm; brown-black leather in two uneven layers over
the wooden boards so that the original layer, which is of lighter colour (now lilac-
brown, probably purple originally), can be seen entirely only on the spine of the
book, and elsewhere only on some spots on the edge of the covers. The spine is
half-bent, it has seven double thongs (sewn at the points 8 - 32 - 62 - 123 - 190 -
260 - 323 - 390 - 453 - 490 - 530, measured on the first quire). Parts of boards,
where thongs are bevelled, were covered with three cut-offs of parchment and
paper, written in the batarde script of the 14th and 15th centuries.

The covers are decorated; in the corners there are metal bosses in the form of
three-leaved lilies and clovers. The centre boss is stylistically fitting form of rosette
with three-leaved lilies growing in four directions and encircled by a ring, outside
which there are more lilies. The manuscript has two clasps and metal rosette-
shaped catches.
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On the inner side of both covers a parchment folio is stuck on. In the middle of
the front cover the trunck of the metal boss has damaged the folios.

PARCHMENT: 531 x 361 mm, Apart from the 1st quire the parchment of the
whole manuscript is white and of relatively good quality, probably made of calf-
skin. Damages are moderate, although there are some perforations, tears and
wrinkles. Some folios are somewhat smaller than the folios which had their edges
trimmed to measure. The lower part of fol. 166 is cut off to a height of 185 mm.
None of the text of De civitate Dei is missing. The lower margins of folios 170,
171 and 172 are cut off at the height of 72 mm; folios 173, 174 and the
corresponding text are missing. The parchment of the first quire is of different
quality: the folios are composed of several rather small pieces of different width,
they differ in txture and tonality. The folio that is stuck to the back cover is of
similar quality to the parchment of the last quire; it is thick and has a callous
texture.

QUIRES: 19 quires (1**, 2-16% 17-18%, 19*%. The first quire was added later,
but still before the manuscript was finished: The original trinion was deprived of
the first two folios (al, bl); the next (cl1) was stuck inside the covers; fol. 1 is
composed of two layers i.e. two parchments stuck together (¢2, b2), fol. 2 is free
(1.e. a2) and on 2v there is the arcaded title page. The remaining quires are regular
quinions, except the 17th and 18th quires, which are quaternions, and the last, the
19th quire, was a trinion, probably added by the scribe. The folio stuck inside the
back cover is not part of the quire.

The quires are marked by horizontal catchwords (missing on fols. 22v, 82v
and on the last two quires); there are no quiresignatures. Foliotation 1s of later
date, made in pencil. The folios bear two sequences of numbers because the first
librarian made a mistake between the 8th and 10th folios and the second one
corrected it.

LAY-OUT: Double column, 54 lines each. Dimensions: (width): 0-42 - 153 -
177 - 286 - 361; resp. (height): 0 - 44 - 440 - 531. Rulled in ink. The pricking is
preserved and shows that it was made quire by quire.

CONTENTS: (antefolio) colophon
(Ir) blank
(1v) table of contents
(2r) blank
(2v) arcaded title page
(3r - 166r) the text of De civitate Dei by Aurelius Augustinus: Gloriossissima
civitat dei ... gratias gratulantes ADAM. In deo gratias aut domine miserere nobis.
(166v) blank
(167r - 172v) dictionary part: Abacuec prophetam ... Scientia nen facit bonum
hominem.

SCRIPT: The main text is written out in gothica textualis formata, the dictionary
part and the simultaneous corrections as well; all probably by the same hand. The
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numerous correction marks follow the Sti¢éna model both in the form of graphs as
in the form of decorative cartouches; the same is true of the nota marks whereas
actually no diple were used.

DECORATION: The incipits and explicits are in red ink. There are many
penwork cartouches around the names of cited authors and the titles of their works,
as well as around the inserted words that were omitted, all written in red, following
the example of the Stiéna ONB Cod. 650. In the last part of the book (particularly
from fol. 120 onwards), and constantly in the dictionary section, the initials, written
above the top line are decorated with loops, tails, leaves, ridges, dents, little faces
and cadels. The text contains numerous one-line initials in red and blue ink
alternately. They are especially frequent in chapter titles that were put down before
the beginning of Augustine’s text. The calligraphic initials in the text are written
in Lombardic capitals, 2 to 6 lines large, but exceptionally as large as 16 lines.
There seem to be 174 in all; four Lombardic capitals with the flourish in contrasted
colours should also be mentioned. Dictionary section contains 16 Lombardic initials
in cinnabar, of which the initials A, C, E, G, O and S have decoratively split
bodies.

The illuminated initials are either drawn as flourish initials on the whole or
have additional elements, which make part of contemporary ornamentation
(basilisk, amphisbene), or else they contain formal elements copied after the Stiéna
De civitate Dei or other older models.

Initials drawn exclusively in flourish: 3r, 22v, 36r, 71v, 77v, 83r, 90r, 146v;
the same, including contemporary painting elements (little dragons in the body of
a letter, caudas in the form of anthropomorphic birds): 28v, 52v, 128, 136r; entirely
following the Sti¢na model: 9v, 56v, 65r, 115r, 155r; marked by Romanesque
elements: 16r, 40r, 46r, 98v, 108r. There are 21 illuminated initials. The arcaded
title page also follows the Stiéna model.

BIBLIOGRAPHY: F. Stele: Hluminatorni okras bistrskih rokopisov, pp. 58-61
in: M. Kos - F. Stele: Srednjeveski rokopisi v Sloveniji, Ljubljana 1931, also pp.
63-66. F. Stele: Iluminirani rokopisi, Slovenija in: Enciklopedija Jugoslavije, 4,
Zagreb 1960, pp. 353-354. F. Stele, Latinski rukopisi u Sloveniji, in Zdenka Munk
(ed.): Minijatura u Jugoslaviji, Muzej za umjetnost i obrt, Zagreb, 1964, pp. 23-
24,321, fig. 47. 1. Mlinari¢, Kartuzija Bistra od 1255 do 1782, in: F. M. Dolinar
(ed.): Redovnistvo na Slovenskem: benediktinci, kartuzijani, cistercijani, Ljubljana
1984, pp. 163-191, especially 172. B. Berti¢ et al.: Zakladi Narodne in univerzitetne
knjiznice, Cankarjev dom, Ljubljana, 1982, pp. 11-23, especially 12, 14. M. Glavan
ct al.: Tesori della Biblioteca Nazionale e universitaria NUK di Lubiana, Milano,
Biblioteca Trivulziana 1989, pp. 17, 46. N. Golob, Folknandova podoba: zgledi
in posnetki, ZUZ, n.v. XXVI, 1990, pp. 33-50. N. Golob: Arhitekiurni elementi na
naslevnicah srednjeveskih rokopisov, Ljubljana 1990. N. Golob, Pergament je
najplemenitejsa pisna osnova, in: F. M. Dolinar (ed.): Samostani v srednjeveskih
listinah na Slovenskem, Arhiv Republike Slovenij, Ljubljana, 1993, pp. 65-79,
esp. 72-73,
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FRESKE NA BRDINJAH NAD KOTLJAMI IN NJIHOV
UMETNOSTNOZGODOVINSKI POLOZA]J

Tanja Gregorovié, Ljubljana

Slikarije v podruZniéni cerkvi sv. NeZe na Brdinjah nad Kotljami* oziroma na
Vrheh pri Slovenjem Gradeu' so odkrili v zacetku osemdesetih let. Prvi¢ so ome-
njene ob restavraciji leta 1984, podrobneje obravnavane pa so bile dve leti kasne-
je v diplomski nalogi Tatjane Spitalar, ki jih je uvrstila v furlansko skupino.’ Na
gradnjo cerkve se nanasa dokument iz leta 1367, v katerem oglejski patriarh Mark-
vard dovoljuje zupniku Parthamerju v Smartnem pri Slovenjem Gradcu, da posta-
vi kapelo, posvedeno sv, NeZi ter muéencema sv. Primozu in Felicijanu v Kot-
ljah.* Omenjeni Zupnik je glede na stil fresk po vsej verjetnosti tudi naroénik

* Nanovoodkrite in §¢ nepublicirane freske me je opozoril prof. dr. Janez Hifler, ki se mu

zahvaljujem za ljubeznivost, da mi je dal na voljo svoje arhivsko gradivo, nove izsledke
o slovenskem srednjeveikem slikarstva in me spodbujal pri delu. Prav tako se zahvalju-
jem Kustosu DeZelnega muzeja v Celoveu mag. Robertu Wlattnigu, ki mi je prijazno
priskrbel delne fotokopije doktorskih disertacij v zvezi s slikarstvom 14, stoletja.
Krajevni leksikon Slovenije, IV: Podravje in Pomurje, Ljubljana 1980, p. 519. Cerkev
sv. Nede na Brdinah(!) se omenja Kot poznogotska stavba iz leta 1554 v okviru kraja
Vrhe pri Slovenjem Gradeu.

' Bine Kovaci¢, Varstvo spomenikov, XXV1, 1984 (od tod citirano Kovaéic), p. 307.

4

Tatjana Spitalar: Novoodkrite gotske freske na slovenskem Stajerskem: na podrodju Za-
voda za spomenisko varstvo Maribor, Ljubljana 1986 (od tod citirano Spitalar), pp. 8-12
[diplomska naloga, tipkopis].

Notizenblau: Beilage zum Archiv fiir Kunde dsterreichischer Geschichisquellen, 8, Wi-
en 1858, p. 489, 1367, 25/X (“Marquardus Dei gratia S. Sedia Aquilegensis Patriarcha
dilecto nobis in Christo Marquardo dicto Parthamer Plebano Plebis S. Martini in valle
de Windisgratz nostre Aquilegensis Diocesis salutem in Domino. Sicut nobis tua expo-
suit devotio tu diligere decorum domus Domini, Capellam unam sub vocabulo S. Agne-
tis et Sanctorum Martyrum Primi et Feliciani cum subsidio populi tue cure subjecti, pro
hujusmodi felici opere intercedentis, proposuisti construere in Plebe et cura tuis, in loco
qui dicitur Chotelach dicte nostre Diocesis, et eandem capellam dotare mediante subsi-
dio antedicto bonis quibus unus Capellanus celebrans divina officina in acdem, congrue
poterit substentari, super quibus nostrum postulasti assensum. Quia igitur debemus et
volumus prompti in talibus et favorabiles inveniri, tuis dignis desideriis annuentes in
hiis cum grato concurrentes affectu, construendi et dificandi Capellam modis statem:
nolentes ex hoc martricis ecclesie juribus in aliquo derogare; imo quod eadem Capella
sine cimiterio existens, subjecta existat Plebi predicte, prout alie Capelle in Aquilegen-
sis Diocesi subject existunt. Datum harum sub nostri siglli impressione litterarum, Agu-
illgie die XXV. Octobris anno Domini MCCCLXVIL Indictione quinta.”). Na doku-
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poslikave, ki je morala nastati soasno z gradnjo cerkve okoli leta 1370. Za nasta-
nek v 14, stoletju govori tudi sama enoladijska arhitektura z redkim dvoSestinsko
zakljuéenim prezbiterijem® s tremi Sirokimi, preprostimi oporniki. Na obeh po-
Sevnicah in juzni steni so tri sorazmerno velika, kasneje povecana, Silasto zaklju-
¢ena okna. Ladja je prekrita z ravnim lesenim stropom, znacilnim za koroske
cerkve, prezbiterij pa je obokan. Pet reber z globokim zlebastim profilom® se stika
v okroglem, ploicatem sklepniku in konéuje brez konzol s postopnim prehaja-
njem v steno, Obok je tako razdeljen na pet polj, pri ¢emer sta vzhodni dve zaradi
staticnih zahtev oblikovani kot obocni kapi. Na severni steni prezbiterija so bila
kasneje prebita vrata, ki so danes ponovno zazidana. Na zahodu je cerkvi prizidan
zvonik s stoZéasto streho, ki zaradi treh polkroZzno prebitih odprtin spodaj uéinku-
je kot vhodna lopa.

Poslikava zajema obok in stene prezbiterija ter slavoloéno steno. Kljub slabsi
ohranjenosti na nekaterih mestih se dajo razbrati vsi prizori. Na oboku so naslika-
ni Kristus Pantokrator in simboli evangelistov, na severni steni Marijina smrt, na
juzni Marija zascitnica s plastem ter na poSevnicah sv. Marjera in sv. NeZa. Na
notranji strani slavolocne stene proti prezbiteriju so Veronikin pri, Kajnova in
Abelova daritev, na spodnji strani loka pa Stirje preroki.

Restavrator Bine Kovaci¢ ugotavlja, da je bolje ohranjena poslikava sten izve-
dena v fresco tehniki, precej poskodovana poslikava oboka, brez gornje barvne
plasti v kombinirani fresco-secco tehniki, poslikava reber pa zgolj v secco tehni-
ki. Posebno $kodo je utrpela Marijina smrt zaradi kasneje prebitih vrat in Marija
zasCitnica s plaséem zaradi povecanega okna.

Marijina smrr® na severni steni pripada bolj redkemu ikonografskemu tipu, za
katerega bi tezko trdili, da povsem enopomensko pripada severnemu ali italijan-
skemu umetnostnemu prostoru,” vendar pa se zdi po razpolozenju vseeno blize

ment me je opozoril prof. dr. Janez Hofler; Janez Hofler: Gradive za historidno topo-
grafijo predjoZefinskih Zupnij na Slovenskem, vol. VI/1, ratunalniski izpis na Filozofski
fakulteti; Franc Kovacié: Zgodovina Lavantinske skoftje (1228 - 1928), Maribor 1928,
pp. 108-109, pod istim datumom napaéno navaja, da gre za cerkev sv. Fortunata in
Felicijana ter jo identificira s sedanjo cerkvijo sv. Marjete v Kotljah; Anton OZinger:
Carlo M d'Attems: Vizitacije savinjskega arhidiakonata goriske nadskofije 1751 - 1773,
Ljubljana 1991, pp. 237, 290, 640. Ob vizitacijskem popisu 4. VII, 1751 in 28. VI, 1756
je imela podruZniéna cerkev sv. NeZe tri oltarje - sv. NeZe, sv. Jerneja (prénosen, nepo-
sveden)in sv, Agate (neprenosen, neposveden),

* Na Koroikem ga najdemo §e na samostanski cerkvi klaris v St. Vidu na Glini (St. Veit
a.d. Glan), ki sta ga leta 1323 ustanovila Konrad von Aufenstein in njegova tretja Zena
Diemut (cf. Dehio-Handbuch: Kirnten, Wien 19817, p. 625).

& lIvan Komelj: Gotska arhitektura na Slovenskem, Ljubljana 1973, p. 113, sl. I/d.

' Kovati¢, p. 307.

* Kovaci¢, p. 307. Prizor razlaga kot Marijin pogreb, ¢eprav gre nedvomno za Marijino
smrt, saj so apostoli zbrani okoli leZica in ne nosijo nosil,

* Tako v severnem kakor tudi italijanskem slikarstvu je v 14. stoletju najbolj razsirjen tip
Marijine smrti v nasledsivu bizantinske tradicije s Kristusom ob le?ii¢u z Marijino dudo
v rokah. Oba umetnostna pola pa sta poznala tudi drugacno, redkejio upodobitev Kri-
stusa z Marijino dugo, ki se je ze dvignil v nebo. Taka prizora imamo v kapeli dell’ Arena
v Padovi okrog 1320, delu giottovske padovanske delavnice (Arte veneta, XXIV, 1970,
p.11, s1. 5), in na nem&ki miniaturi nekega lekcionarja z zadetka 13, stoletja v Miinchnu
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trecentisticnemu slikarstvu. Tricetrtinsko upodobljen Kristus v mandorli, ki jo v
razpriih rokah drzita dva kleCea angela, se dvigne v nebo in zapusti centralno
mesto med Zalujodimi apostoli, ki ga obicajno zavzema v prvi polovici 14. stoletja
v nasledstvu bizantinske tradicije. Z desnico blagoslavlja, v levici pa drzi Mariji-
no duio, ki moli. Spodaj ob lesenem lezis¢u z Marijo so v vrsti drug ob drugem
zbrani apostoli (sl. 13) s sklenjenimi rokami, z izproZzenim kazalcem ali s knjigo v
rokah. Med njimi kot posebnost delavnice izstopa “puskinski” moski obrazni tip z
brado, a brez brkov, in belolas, bradat starec. Debela ¢rna ¢rta obroblja ogromne,
predimenzionirane roke, oértuje obraze, prominentne nosove s poudarjenimi no-
snimi krili, o¢i po gornjem robu povedenih vek, ozke polkroZne obrvi in majhna
usta. Deli pod obrvmi in spodnji del lic od nosu proti u$esom so osenceni z rjavo
barvo. Na Marijinem oblagilu pri nogah je opaziti reminiscence “risarskega” stila,
saj draperija mehko pada, tako da se robovi oblikujejo v uiesca in valujoce $krice.
Ta znacilnost pa se pri apostolih izgubi, saj njihove halje potekajo v moéno mode-
liranih, ravnih vzporednih gubah proti tlom,

Juzno steno v celoti zavzema Marija zaséitnica s plaicem, (sl. 15, 16)"" ki z
razprtimi rokami ustvarja oglato kompozicijo in s svojo monumentalnostjo spo-
minja na upodobitve sv. Kristofov. Na sredini je podkodovana zaradi kasneje po-
vecanega okna, ki je utegnilo obstajati Zze od vsega zacetka, le da je bila odprtina
manjia in oZja."' Frontalna figura z dolgimi kodrastimi lasmi s svetlim pramenom,
s strmecim pogledom izpod poveSenih vek, ki daje obrazu hieratien izraz, Siroko
razpira plasé. Ta je na zunanji strani poslikan z vitiéno palmeto v obliki lire, na
notranji pa s hermelinskim okrasom." Na robovih se mehko guba v smislu “risar-
skega" sloga. Na obeh straneh so v ve& vrstah drug nad drugim nanizani predstav-

s poudarkom na ikonografiji Zenina in neveste (Cf. Gertrud Schiller: Ikonographie der
christlichen Kunst 4,2: Maria, Giitersloh 1980, s1. 609).

Najblizjo ikonografsko paralelo nasi freski pa najdemo na severni zunanj$&ini prezbite-
rija zupnijske cerkve sv. Lenarta v Weillensteinu na Korodkem iz sredine 14. stoletja ali
malo potem, kjer gre za podoben ikonografsko-kompozicijski tip z dopasnim Kristusom
2 Marijino duso v mandorli, e dvignjenim v nebo, in spodaj stoje¢imi, Zalujoéimi apo-
stoli ob Marijinem leZiscu.

Kovagig, p. 307. Meni, da gre za prizor sv. NeZe z verniki, kar povzema tudi Spitalarjeva
v svoji diplomski nalogi. Ta razlaga prizora je manj verjetna, saj je sv. NeZa upodoblje-
na Ze na juZni podevnici kornega sklepa. Poleg tega mesto upodobitve nasproti Marijine
smrti govori prej za Marijo zai¢itnico s plad¢em. Povezavo Manjine smrti in Marije
zabéitnice s plaséem najdemo npr. $e na oltarnih tablah iz Biela v Ziirichu, Schweizer-
isches Landesmuseum (cf. Gabriela Fritsche, Ein Retabelfragment des 14. Jahrhunderts
im Schweizerischen Landesmuseum in Ziirich: Versuch einer Einordnung der sogenan-
nten Bieler Tafeln, Zeitschrift fiir Schweizerische Archiiologie und Kunsigeschichre, 39/
3, 1981, p. 190, sl. 1a, 1b).

Na gradu Tirol pri Meranu v apsidi v spodnjem nadstropju Pankracove kapele zavzema
Marija zaféitnica mesto v okenskem ostenju, tako da s plai¢em z obeh strani obdaja
okensko odprtino, pri éemer gre za podoben uéinek kot na Brdinjah (cf. Josef Wein-
gartner, Die friihgotische Malerei Deutschtirols, Jahrbuch des kunsthistorischen Insti-
tuts der k.k. Zentralkomission fiir Denkmalpflege, X, 1916, 51. 12).

Hermelinski vzorec se pogosto pojavlja na Juznem Tirolskem za okrasevanje notranje
strani oblacil in naslikanih zastorov (grad Sabbionara pri Aviu), pa tudi na Koroskem, v
Furlaniji in Sloveniji, zlasti pri sv. Kristofih.

=
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niki stanov, desno cerkveni, od preprostega meniha do $kofa z mitro, levo pa
posvetni, z raznovrstnimi modnimi pokrivali, zna¢ilnimi za tretjo Cetrtino 14, sto-
letja.

Na severovzhodni po3evnici kornega zakljucka je najlep$a izmed Zenskih fi-
gur - visoka, vitka, rahlo nazaj nagnjena sv. Marjera z zmajem ob nogah (sl. 18,
19), v dolgem in oprijetem modnem oblaéilu z globokim dekoltejem, ki razkriva
gola ramena. Ozki rokavi pokrivajo zapestja in segajo skoraj do prstov, pas pa se
je spustil na boke. Na glavi po¢iva umetelno izdelana petlistna krona in ¢ez rame-
na ji padata dve izredno dolgi, gosti kiti las s svetlim pramenom po sredini. Obraz
in ramena 50 nezno osendeni, érie v ofesnih kotiékih nesklenjene, kar daje obrazu
mil in rahlo melanholi¢en izraz. Vendar pa tudi pri tej izjemni figuri kvarijo ele-
ganco velike, grobo izdelane, shematicne roke, v obicajni drzi z izprozenim ka-
zalcem. Manj prefinjena in bolj poljudna je sv. Neia z ovéico (sL. 20, 21) na jugo-
vzhodni posevnici, z bolj grobimi potezami obraza, rahlo privihanim nosom in s
trio modelacijo. Poleg atributov svetnici dolo¢ata e napol izbrisana napisa na
zgornjem robu pravokotnega okvirja.

Na zahodnem obocnem polju sedi na preprostem prestolu blagoslavljajo¢ Kri-
stus Pantokrator s kratko razcepljeno brado in z odprto knjigo v rokah. Na sosed-
njem severnem polju je evangelist Matej v podobi angela z rombasto borduro na
oblacilu, na juzni evangelist Luka kot vol, na jugovzhodni evangelist Marko kot
lev in na severovzhodni skoraj popolnoma izbrisan evangelist Janez kot orel.

Sredino notranje slavoloéne stene proti oltarju zavzema Kristusovo obli¢je v
medaljonu kot neke vrste okrajsan motiv Veronikinega prta,'® ki ga spremljata
dva angela s sveCo. Desno spodaj je Abel (sl. 22) v kratki tuniki, ki napol v pokle-
ku dviguje jagnje. Njegov deski obraz krasi umetelna pri¢eska z natancno izrisa-
nimi lasmi, prirezanimi v dveh razliénih viSinah, ki se vihajo navznoter. Levo
spodaj pa je bradati Kajn z meandrasto oblikovanimi kodri in snopom Zita v ro-
kah.

Spodnjo stran slavoloéne stene pokrivajo Stirje bradati dopasni preroki (sl, 23)
s Cepicami na glavah in z napisnimi trakovi v rokah. Ker gre za starejie osebe, je
tehnika sencenja $e bolj groba in kontrasti e moénejsi.

Prizore obrobljata borduri z diski in cikcakasto prepognjenim trakom. Ozadje
je obarvano zelenomodro, obladila figur pa rjavo, sivkastorjavo, oker in temnoze-
leno.

Program poslikave s Kristusom Pantokratorjem in simboli evangelistov na
oboku, z Veronikinim prtom, s Kajnovo in Abelovo daritvijo ter preroki na slavo-
locni steni pripada tradicionalnemu severnjafkemu sistemu visoke gotike. Mariji-
na smrt, ki je doZivela na KoroSkem izredno razsirjenost predvsem v prvi polovici

* ldenti¢no upodobitev najdemo proti sredini 14. stoletja na vzhodni steni kora v podru-
Znicni cerkvi v Maignu na Spodnjem Avstrijskem, kjer medaljon drzita dva angela. (Cf.
Elga Lanc: Die mittelalterlichen Wandmalereien in Wien in Niederdsterreich, Wien 1983,
sl. 259, 260.)
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14. stoletja,' ostaja tudi v tretji ¢etrtini v okviru italijanizirajoéega slikarstva Se
vedno pogost in priljubljen motiv.'* Proti sredini in v tretji &etrtini stoletja se
raziiri tudi upodobitev Marije zad€itnice s plastem,'® ki pa nikjer drugje se zdalec
ne doseZe takéne monumentalnosti kot na Brdinjah. Prizore iz legend svetnic lah-
ko zasledujemo na KoroSkem Ze od zadnje Cetrtine 13., pa skozi vso prvo polovi-
co 14. stoletja,'” kar dokazuje njihovo stalno priljubljenost. Kot samostojne upo-
dobitve, izlocene iz narativnih ciklov, pa se pojavijo v teku druge Cetrtine 14.
stoleja, nanizane druga ob drugi pod arkadnimi loki.'* Zanimanje zanje $e zdalec
ne usahne v tretji Cetrtini stoletja, ko narativne prizore postavijo pred bogato arhi-
tekturno kuliso'” in pozornost naklonijo tudi dotlej zapostavljenim svetnikom.
Tako samostojni upodobitvi sv. Marjete in sv. NeZe na Brdinjah sodita v splogne
ikonografske tendence tistega casa. Zaradi geografske lege in kulturnozgodovin-
ske pripadnosti Brdinj Koro3ki je potrebno freske razumeti v kontekstu koroske-
ga slikarstva po sredini 14. stoletja, ko so ga v Sirokem valu zajeli gornjeitalijan-
ski, predfurlanski trecentisticéni vplivi. V nasprotju z dobro obdelanim in vsaj
glede provenience pojasnjenim slikarstvom furlanske smeri pa je ostalo italijan-
sko obarvano slikarstvo proti sredini in v tretji cetrtini 14. stoletja zaradi tezavne
uvrstitve in navadno nizke kvalitete izvedbe neopaZeno. Prvi, epizodni pojav tre-
Centisticno obarvanega slikarstva, ki je ostal brez nasledstva, predstavlja poslika-
va preddverja krike stolnice (1339-1343).* Kljub Stevilnim prispevkom in razlié-

'* 'V zupnijski in romarski cerkvi Nage drage gospe v Mariji na Zilji (Maria Gail), Zupnij-

ski cerkvi sv. Nikolaja v Sirnitzu (v obeh primerih Marijin pogrebni sprevod), Zupnijski

cerkvi Marije Magdalene v Velikovcu (Volkermarkt) in kapeli Rabbensteinov ob samo-
stanski cerkvi v 8t. Pavlu v Labotski dolini (St. Paul im Lavanttal).

Vse primerjave v ¢lanku povzemam po Dehio-Handbuch: Kidrnten, Wien 1981, sicer pa

sem si spomenike ogledala v okviru magistrske naloge Slikarstvo poznega 13. in zgod-

njega l4. stoletja na Koroskem, ki jo delam pri mentorju prof. dr. Janezu Hijflerju.

V #upnijski cerkvi v 5t. Lipsu pri Zeneku (St. Filippen ob Sonnegg) in kriki stolnici

Gurk).

%upnijska cerkev v St. LipSu pri Zeneku (St. Filippen ob Sonnegg).

Pogosti so prizori iz Marjetine (severna stena Zupnijske cerkve sv. Martina v Radlachu,

slavolo¢na stena Zupnijske cerkve sv. Andreja v Gradesu) in Katarinine legende (sever-

na stena Zupnijske cerkve sv, Marjete v Remieniku v Karavankah [Remschenig], kost-
nica v Bistrici pri Gradesu [Feistritz ob Grades]) ter posamezne upodobitve sv. Doroteje

(severna stena podruZniéne cerkve sv. Cecilije v Althofnu, juZna zunanji¢ina Zupnijske

cerkve Marijinega vonebovzetja v Malti (7).

' Severna stena in del slavoloéne stene Zimske oziroma RoZnovenske cerkve na Otoku ob
Vrbskem jezeru (Maria Wirth), severna stena kornega kvadrata Zupnijske cerkve sv,
Dioniza v Irschnu in severna stena kornega kvadrata Zupnijske cerkve sv. Lovrenca v
Glanhofnu.

" Dorotejina legenda na severni steni Zupnijske cerkve St. Peter im Holz.

Alfred Schnerich, Die beiden biblischen Gemiildezyklen des Domes zu Gurk, Mirreilun-

gen der k. k. Zentralkomission, XIX, 1893, pp. 35-44, §89-94; XX, 1894, pp. 143-150;

Karl Ginhart, Bruno Grimschitz: Der Dom zu Gurk, Wien 1930, pp. 95-102; Hannelore

Stein-Kaiser: Der alttestamentliche Freskenzyklus in der Vorhalle des Domes zu Gurk

unter Beriicksichtigung seiner lkonographie, Wien 1975 [doktorska disertacija]. Avto-

rica je mnenja, da gre za potujocega italijanskega slikarja, ki prihaja iz odrotnega okolja

(Furlanije ?) in se je le obrobno seznanil z novimi tre¢entisticnimi stvaritvami. Za opo-

zorilo na omenjeno doktorsko disertacijo se zahvaljujem mag. Robertu Wlattnigu. CF.

Tanja Gregorovié, Freske v preddverju krike stolnice, Ljubljana 1991 [diplom. naloga].

-
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nim pristopom $e vedno ostajajo odprta temeljna vpradanja: So freske delo pro-
vincialnega severnoitalijanskega mojstra ali severnega slikarja, ki je prisel v stik z
italijanskim slikarstvom? Od kod izvira italijanska komponenta? Gre za neposre-
den stik s trefentistiénim repertoarjem ali za vsaj deloma posredno sprejemanje
prek severnega slikarstva, ki je Ze vsrkalo, predelalo in naprej razvijalo trecenti-
sti¢ne prvine?®' Ali severnozahodne prvine v resnici izvirajo le iz lokalnega sli-
karstva?? Kam lokalizirati mojstra oziroma delavnico, ki pomeni povsem osam-
lien pojav v koroskem slikarstvu druge cetrtine 14. stoletja? Ce si zastavimo vsa
ta vpradanja, ugotovimo, da je resni¢no treCentisti¢en v krikem preddverju le de-
korativen aparat z modro obarvanim in z zvezdami posutim banjastim obokom, s
prizori, ki potekajo v horizontalnih vrstah vzdolZ severne in juZne stene, s koz-
matsko borduro, Stirtlistnim medaljonom in akantovjem, ki sicer z nekaj nepravil-
nostmi in odstopanji (na primer rahlo variiranje velikosti polj, neupoitevanje de-
korativnih loilnih elementov, kontinuirano zdruZzevanje dveh prizorov v enem
okvirju) sledi italijanskim vzorom. Pa 3e v teh primerih lahko v severnem slikar-
stvu zasledimo sorodne pojave, neodvisne od italijanskega slikarstva.” V figural-
nem stilu, ritmu in duktusu draperije kljub nekaterim trecentisticnim citatom in
plasticnosti prevladujejo visokogotske severnjaske forme, v nekaterih primerih
francoskega izvira. Tudi perspektiviéno oblikovana arhitektura z vise€imi balda-
hinskimi loki, tuja padovanskemu slikarstvu, verjetno ni nastala le v neposred-
nem stiku z Italijo, temve¢ Ze ob poznavanju severnega slikarstva, ki se je Ze
prilagodilo novim treentistiénim zahtevam.” S spajanjem severnih in italijan-
skih elementov se to slikarstvo po u¢inkovanju e najbolj priblizuje lokalno obar-
vanemu giottovskemu riminiSkemu slikarstvu, ki je na podlagi dvojne, deloma
asisko, deloma padovansko obarvane tradicije izoblikovalo svoj specificni jezik,
v katerem so se §e dodatno okrepili italo-bizantinski in severni elementi.

0 problemu recepcije trecentisticnih elementov v severnem slikarstvu in njihovem na-
daljnjem razvoju: Gerhard Schmidt, Die Chorschrankenmalereien des Kélner Doms und
die europiiische Malerei, Kislner Domblatt, 44/45, 1979-80, pp. 293-340, Gabriela Frit-
sche: Die Entwicklung des “neuen Realismus™ in der Wiener Malerei: 1331 bis Mine
des 14. Jahrhunderts, Wien, Koln, Graz 1983 [doktorska disertacija].

1 Le-ti so izrazitej3i kakor na drugih soéasnih korogkih spomenikih. Kot francoske lahko
oznadimo sivolase bradate starce z zna¢ilno obliko oéi in zalomljenih obrvi, Zivahno,
ekspresivno gestikulacijo z izprozenimi dlanmi in prsti, tu in tam lahkotno stojo in ume-
telen zasuk, figure v razkoraku z razpeto haljico, spodvihane in za pas zataknjene robo-
ve tunik, obliko lezii¢, oblakaste obroce ter vitesko-aristokratske priceske, obuvalain
oblagila.

Jiirgen Michler, Grundlagen zur gotischen Wandmalerei, Jahrbuch der Berliner Muse-

en, XXXII, 1990, pp. 85-136. Nizanje prizorov v ve¢ horizontalnih vrstah se pojavlja

tudi na severu, zlasti v preprostih, provincialnih cerkvenih zgradbah, kjer se je socasno s

Padovo in neodvisno od nje pricela pot proti Li. “Bilderwand”, Ta pojav lahko zasledi-

mo tudi na Koroskem v karnerju v Piswegu in Deinsbergu iz zadnje ¢etrtine 13. stoletja,

ki pa $¢ ohranjata delitev prizorov s preprostimi enobarvnimi trakovi in stebrii, med-

tem ko gre kriko preddverje korak dlje in in uveljavi po italijanskem vzoru delitev s

kozmatsko borduro.

** Podoben arhitekturni princip zasledimo na primer na antependiju iz Konigsfeldna proti
1350.
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Drugi trecentisticéni val, ki je zajel Korosko v tretji cetrtini 14. stoletja, je bolj
organsko povezan s severnim slikarstvom. Proti sredini 14. stoletja se na povsem
severno usmerjenih spomenikih pojavi eklekticizem v figuralnem stilu in kompo-
zicijah ter poskusi perspektivi¢nega poglabljanja prostora. Ti se kaZejo v poeno-
stavljenem gubanju draperije, odebeljenih in slikovitej§ih konturah v obrisu tele-
sa, sumariénem podajanju priéesk, grobem senéenju gub in s tem kompaktnejiem
ué¢inkovanju celote.”® To e izérpano slikarstvo “risarskih” tendenc pripravi pot
za sprejem drugega vala trecentisti¢nih vplivov in omogoéi sintezo obeh usmeri-
tev. Zaradi nastanka “meSanega” stila in poljudne note v vecini primerov ni mo-
goée doloditi konkretnih virov. Vsekakor gre za neki predfurlanski stil*® z doloce-
nimi pobudami trecenta. Te se kaZzejo v plasticnem podajanju popreproscene
draperije in telesnih deloy, bolj potlacenih proporcih in okroglem, nabuhlem obraz-
nem tipu s podolgovatimi oémi in majhnimi, polnimi ustnicami, ki pa ga ne gre
zamenjevati z mehkejSo, gobasto in Se bolj okrepljeno plasti¢nostjo furlanskih
obraznih tipov. Ta zaradi neve§cega, triega toniranja in obrobljanja z debelo érto
kot reminiscenco “risarskega” sloga pogosto deluje karikirano. Tudi gestikulaci-
ja, figuralni tipi in ikonografski vzorci se radi ravnajo po vzorih iz prve polovice
14. stoletja. Novost pomeni razSiritev in vedji realizem poglobljene arhitekturne
kulise psevdoitalijanskega znacaja, ki nadomesti fantazijsko, bolj komplicirano
in bogato okraseno severnjasko. Tudi krajina s skoraj obveznim nazobcanim tre-
centistiénim skalovjem pridobi pomen in se epsko razsiri.”’ Le redke poslikave v

* E.g. poslikava kostnice v Bistrici pri Gradesu (Feistritz ob Grades), severne zunanjéine
zupnijske cerkve sv. Lenarta v Weillensteinu, spodnje strani slavoloéne stene podru-
#nicne cerkve Sv. Janeza pri St. Jakobu (St. Johann bei St. Jakob), ladje Zupnijske cer-
kve sv. Lovrenca v Kamnu v Podjunski dolini (Stein im Jauntal), severne stene v visini
empore Zupnijske cerkve St. Michael pri Wolfsbergu.

* Walter Frodl; Die gotische Wandmalerei in Karnten, Klagenfurt 1944 (od tod citirano

Frodl: Die gotische Wandmalerei). V predfurlansko skupino uvrsca kostnico v Kréanju

(Greutschach, okoli 1360}, prizore iz Marijinega Zivljenja v St Lip3u pri Zeneku (St.

Filippen ob Sonnegg, okoli 1370), KriZanje na severni zunanj§¢ini sv. Ulrika v Platzu

(okol 1370), Dorotejino legendo in pasijonske prizore v St. Petru im Holz (1370/80).

Cf. Andreas Besold: Fresken in Kdrnten um [400: Die Trecentorezeption in der Kdr-

ntner Wandmalerei, Wien 1992 [diplomska oziroma magistrska naloga] (od tod citirano

Besold), pp. 9-12, tej skupini dodaja kasncje odkrite in edine z napisom datirane freske

karnerja v Gmiindu (1370), poslikavo zunanjiéine podruzniéne cerkve sv. Jurija v Ger-

lamoosu (okoli 1380), poslikavo juZnega slopa v samostanski cerkvi v Millstattu (okoli

1380) in sv. Kristofa na zunanjiéini nekdanje Elizabetine cerkve na Plocknu (1370/80),

ki jih je Walter Frodl zaradi furlanskih potez v obraznem tipu in moénejée modelacije

uvrsiil v furlansko shkarstvo okoli 1400 ali kmalu potem.

Tem spomenikom lahko prikljuéimo se poslikavo severne ladijske in dela slavoloéne

stene Zupnijske cerkve sv. Jakoba starejSega in sv. Ane v Deinsbergu (okoli 1360), ju-

zno steno Marijine kapele v Lindu v Dravski dolini (1360/70), korni kvadrat Zupnijske
cerkve sv. Jerneja na Reberci (Rechberg, okoli 1380) in severno zunanjiéino Zupnijske

cerkve v Sv. Juriju (St. Georgen) v Ziljski dolini (okoli 1380).

Prav na upodobitvah Pohoda in poklona sv. treh kraljev je kljub tradiranim ikonograf-

skim vzorcem mogoce opazovati napredovanje italijanskih elementov, ki se kaZejo v

izrazitejsi modni uglajenosti figur, vecji narativnosti (v spremstvu se poveda Stevilo

sluzabnikov, pojavi se zamorec s ularico in psi), obogatitvi ambienta z bolj realisticno
vegetacijo in tre¢entisti¢no arhitekturo (fantazijski gotski baldahin nad Marijo z dete-

~
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tej skupini presegajo provincialno raven.” Slog od spomenika do spomenika vari-
ira, tako da ne moremo govoriti o enotnem tre¢entisti¢cnem viru ali prodoru dolo-
cene Sole. V postev pride vsa gornja Italija od Furlanije, prek Lombardije do
Juzne Tirolske.

Tatjana Spitalar®™ je tako brdinjske freske prav zaradi italijanizirajoée nabu-
hlih obrazov, svetlih pramenov v laseh in velikih, podolgovatih, Siroko odpriih
o¢i, ki v resnici spominjajo na furlansko slikarstvo, uvrstila v nekoliko kasnejio
furlansko skupino z izhodis¢nim tokom pri Vitalu da Bologna v Vidmu. Omenila
je podobnost s sv. Kristafom na zunanjicini nekdanje Elizabetine cerkve na Plic-
kenskem prelazu*"in $e izrazitej$o s slikarijami v gornjem nadstropju kostnice v
Gmiindu,” s katero se ujema ¢as nastanka okoli 1370 in obrazna tipika figur.
Vseeno pa te podobnosti niso tolikSne, da bi bile freske lahko delo ene delavnice

tom nadomesti treéentisti¢na lesena staja). Tako lahko med seboj kronoloiko primerja-
mo Pohode in poklone sv. treh kraljev na slavoloéni steni podruZniéne cerkve sv. Eliza-
bete v Oberzeiringu (1340-50), severni ladijski steni Zupnijske cerkve sv. Jakoba starej-
Sega in sv. Ane v Deinsbergu (okoli 1350-60), severni steni prezbiterija podruZniéne
cerkve St. Ciicilien ob Murau(1360-70), juzni steni kapele Maria Hilf v Lindu v Dravski
dolini (1360-70), juzni steni prezbiterija Zupnijske cerkve 5t. Lips pri Zeneku (St. Filip-
pen ob Sonnegg, okoli 1370) in karnerju v Gmiindu (okoli 1370).

* Poleg kostnice v Gmiindu sta izjemi 3e Poklon kraljev na severni steni Zupnijske cerkve
v Deinsbergu in Pohod ter poklon kraljev v Marijini kapeli v Lindu v Dravski dolini
(posvetitev 1347, napis iz 18. stoletja govori, naj bi v tem letu nastala tudi poslikava, kar
pa glede na stil fresk ni mogoce; bolj verjeten je nastanck med 1360-70). Opaziti je
ikonografske podobnosti s Pohodom in poklonom kraljev v pokopaliski cerkvi sv. Eli-
zabete v Oberzeiringu na Stajerskem iz 1340-50. Oba Pohoda potekata v nasprotni sme-
ri od obi¢ajne, od nase desne proti levi. Marija z detetom v obeh primerih sedi pod
perspektivi¢no oblikovanim baldahinom s pogledom od spodaj navzgor in podobne so
postavitve galopirajocih konj z jezdeci. Stilistiéno pa freske pripadajo razliénima sveto-
voma. V Oberzeiringu gre za znacilni pozm “risarski” slog Stiridesetih let, medtem ko je
v Lindu opaziti uveljavitev nove italijanske modne uglajenosti s ¢eskim pridihom v
obraznih tipih. O Oberzeiringu cf. Ulrich Ocherbauer: Die Wandmalerei der Steiermark
im X1V, Jahrhundert, Graz 1954 (od tod citirano Ocherbauer), p. 64 [doktorska diserta-
cija]; id., Der Freskenzyklus in der Knappenkirche zu Oberzeiring, OZKD, XI, 1957,
pp. 62-69, datacija fresk med 1340/50; id., Wandmalerei, Gorik in der Steiermark, Graz,
1978, p. 96. [r.k.]

= Spitalar, p.p. 9-12.

“*Frodl: Die gotische Wandmalerei, p. 74, s1. 17. Avtor ga uvriéa v furlansko slikarstvo
blizu slikarijam v Neuhausu na Zilji in ga datira kmalu po 1400. Ocherbauer (Ochenba-
uer, p. 77) opaza podobnosti z votivno sliko Polaganja v grob in Oznanjenja na juZni
steni mestne Zupnijske cerkve v Murauu. $lo naj bi za furlanski krog 2 modénejéim naslo-
nom na S. Chiaro v Vidmu (cf. Heribert Hutter: Italienische Einfliisse auf die Wandma-
lerei in Osterreich im 14. Jahrhundert, Wien 1958 [doktorska disertacija] od tod citira-
no Hutter, p. 94). Tako kot Frodl ga uvriéa v furlansko skupino in postavlja v blizino
Neuhausna. Besold (Besold, pp. 36-37) opaia moéno shematizacijo, ki spominja na
ikonsko slikarstvo in se zavzema za zgodnejdo datacijo proti 1370/80, pri éemer bi moj-
ster utegnil biti ucitelj slikarja v Neuhausnu. Tako bi zgodneje datirani sv. Kristof na
Plickenskem prelazu lahko zastopal vmesno stopnjo med predfurlanskim in furlanskim
sli-karstvom.

" Ernst Bacher, Zu den Freskenfunden des letzten Jahrzehnts: Kirnten, OZKD, XXIII,
1969, pp. 129-131. Freske zaradi shemati¢ne obravnave in prevladujoce severnjaike
note pripisujejo domacemu mojstru, ki se je seznanil z raznovrstnimi tre¢entistiénimi
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ali celo istega mojstra. Na Plockenskem prelazu sreCamo podobno obliko magié-
no strmeéih ofi s povesenimi vekami, nacin sencenja in podajanja plasticnosti ter
ornamentiranja obladila. Vseeno pa se zdi, da je freska s prefinjenim, mehkim
toniranjem in potencirano plasti¢nostjo Ze korak naprej od stopnje v Brdinjah.
Brdinjam in Gmiindu so skupne visoke, vitke silhuete svetnic v oblagilih z globo-
kim izrezom (sv. Barbara v Gmiindu in svernici na Brdinjah) (sl. 24, 18, 20), drza
nerodno oblikovanih rok z izproZenim kazalcem in sorodno oblikovanje valovi-
tih, volnatih las (Marija na Zaroki v Gmiindu in sv. Marjeta na Brdinjah, sl. 14,
13). Podobnosti je opaziti pri bradatih, belolasih staréevskih figurah in njihovi
gestikulaciji (JoZef na Marijini zaroki v Gmiindu in aposroli na Marijini smrti na
Brdinjah) (sl. 14, 13), pa tudi v barvni lestvici zelenih, rjavih in oker tonov ter
borduri z diski, ki je na Brdinjah v primerjavi s perspektivi¢no oblikovano gmiin-
dsko preprostej$a. Ob primerjavi detajlov pa se pojavijo precejinje razlike, tako
da je ugotovitev Spitalarjeve o razli¢nih delavnicah povsem pravilna. Na Brdi-
njah obrobljajo obraz, o¢i in nos ¢rne konture, kontrasti v sencenju so izrazitejsi
in figure masivnejse, cesar pri subtilnejsi gmiindski figuraliki ne sre¢ujemo. Ti
grobi, rustificirani detajli so deloma posledica niZje kvalitete, deloma pa izrazitej-
Sega naslona brdinjskih fresk na italijansko izro¢ilo, medtem ko gmiindske vsaj v
figuraliki ostajajo blize severnemu slikarstvu. Prav tako je draperija na sicer kvali-
tetnejdih slikarijah v Gmiindu v primerjavi z brdinjskimi konservativnejsa, z manj
modnimi detajli, saj s suho modelacijo, ravno padajoéimi, popreprodéenimi oblacili
s trdimi skledastimi gubami in ovitostjo figur v dolge plaste ponavlja formulacije
iz sredine stoletja.” Glavna razlika pa je v vlogi arhitekture in krajinskega pejsa-
Za, ki v Gmiindu zavzema pomembno, a izolirano mesto v koroskem slikarstvu,*

formulacijami prek furlansko-gornjeitalijanskih potujoéih slikarjev. Cf. Maria Prokopp:
ltalian Trecento Influence on Murals in East Central Europe, particularly Hungary,
Budapest 1983, pp. 38-39.

! Tako v gornjem nadstropju nekdanje grajske kapele na Aufensteinu v bliZini Matreia pri
Brennerskem prelazu (danes podruZniéna cerkev sv. Katarine v Navisu) naletimo na
prizoru Predstavitve v templju na podoben Zenski obrazni tip z oglavno ruto kakor na
Marijini zaroki in soroden duktus draperije kot na Marijinem oznanjenju v Gmiindu. Sv.
Jfaneza Evangelista v okenskem ostenju v dolgem, ravno padajocem oblagilu s skleda-
stima gubama ob straneh pa lahko primerjamo s sv. Barbaro v Gmiindu. Cf. Eva Frodl-
Kraft, Zu den Freskenfunden des letzten Jahrzehnts: Tirol, OZKD, XXIII, 1969, pp.
195-198, s1. 231 (Predstavitev v templju). Datacija fresk proti 1350.

" Izrazito dekorativen tip arhitekture s trikotnimi éeli in filialami kot na Marijinem ozna-
njenju sreCujemo na JuZnem Tirolskem Ze v tretjem desetletju 14, stoletja v kriznem
hodniku franéidkanskega samostana v Bolzanu, njegov odmev pa lahko zasledujemo ie
v zafetek 15. stoletja v Zupnijski cerkvi v Terlanu na Marijinem kronanju (¢f. Josef
Weingartner: Gotische Wandmalerei in Siidtirol, Wien 1948, sl. 44). Gre za splodno
raz8irjen arhitekturni tip, zlasti v severni Italiji, ki izhaja iz asiSkega in ne iz Giottovega
slikarstva in ki se je Se pred sredino 14. stoletja uveljavil tudi v severnem slikarsivu, Na
skoraj identi¢ne leve, ki silijo izpod polkroznih lokov, naletimo na Salomonovem pre-
stolu na severni steni samostanske cerkve v St. Lambrechtu na Stajerskem, pri éemer pa
je podobnost tudi ikonografsko pogojena. Podobno €lenjen arhitektumni tip kot v St.
Lambrechtu najdemo na juZni steni spodnjega nadstropja nekdanje grajske kapele v
Aufensteinu na fragmentu velike sedece figure na prestolu, ob kateri kleéi pripro&njik.
Podobnosti bi morda lahko govorile za izvir tega arhitekturnega tipa na Tirolskem,
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na Brdinjah pa ga sploh ni. S to potezo pri¢enjajo Brdinje konservativno nagnje-
nje slikarstva na Slovenskem, ki se nadaljuje v 15. stoletje. Kljub razlikam pa sta
si cikla v primerjavi z drugimi koro3kimi spomeniki tistega ¢asa vseeno najbliZja.
Del podobnosti gre v doloceni meri pripisati stilu ¢asa okoli 1370, ko sta nastal
obe poslikavi, poleg tega pa bi lahko pricakovali tudi podobna izhodis¢a. Teh ne
gre iskati v furlanskem slikarstvu, ki naj bi sicer zacelo prodirati na Korosko med
1370 in 1380,* a je ustvarilo drugacen, %e bolj okrogel in bolj plasti¢no izdelan
obrazni tip z bols¢eéimi, Siroko odprtimi oémi in luminozno, mehko plastiéno-
stjo. Zdi se, da se daljni vzori in izhodi3Ca prej skrivajo v juZnotirolskem slikars-
tvu in njegovem vplivnem obmodju okoli sredine in v tretji etrtini 14, stoletja.
Oblikovala sta ga dva nasprotna si tokova, na eni strani pozni “risarski” slog z
glavnima predstavnikoma v poslikavah kapel gradov Aufenstein in Tirol™ ter na
drugi strani slikarstvo v nasledstvu Guarienta di Arpa,* ki se mu ponekod prime-
Sajo veronski ali beneski vplivi. Padovanski mojster je ob obisku v Bolzanu leta
1348 pziroma v petem ali $estem desetletju 14. stoletja’” skupaj s pomocniki
poslikal kapelo sv. Nikolaja ob dominikanski cerkvi v Bolzanu po naroéilu Nico-
loja, ¢lana florentinske bankirske druZine de’ Rossi (Botsch). 8 tem je ustvaril
giroko in dolgotrajno nasledstvo, ki je odmevalo do konca 14, stoletja.”® Na Ju-
znem Tirolskem sicer ne moremo pokazati povsem konkretnega spomenika, po
katerem bi se zgledovali poslikavi v Gmiindu in na Brdinjah, saj je njun stil 7e
prevec predelan in absorbiran v severno slikarsko izro¢ilo. Vendar pa gre za neki
globalen stilisticni pojav, na katerega se freske v Gmiindu in na Brdinjah odzivajo
vsake na svoj nacin. V figuraliki bolj konservativne freske v Gmiindu izhajajo v
veliki meri iz tirolskega slikarstva poznepa risarskega sloga srede 14. stoletja, kot
ga zastopa poslikava gornjega nadstropja nekdanje grajske kapele na Aufenstei-
nu, kjer lahko zasledimo rahlo podobnost v Zzenskih obraznih tipih in duktusu
draperije. (sl. 24, 25, 26, 27)* V oblikovanju bogato ¢lenjene arhitekturne kulise

Y Besold, p. 10. Prva znamenja naj bi se kazala v Gerlamoosu in Millstattu okoli 1380,

3 Hutter, p. 58 ss.; Nicolo Rasmo: Affreschi medioevali atesini, Venezia 1971 (od tod
citirano Rasmo: Affreschi), pp. 139-134; Waltraud Kofler: Der “Linearstil" in der spitro-
manischen und frithgotischen Wandmalerei Tirols, Innsbruck 1984, p. 163 ss. [doktor-
ska disertacija]

¥ Nicolo Rasmo, I distrutti affreschi guarienteschi della chiesa dei domenicani a Bolzano,
Cultura atesing, 1X, 1955 (od tod citirano Rasmo, I distrutti affreschi), pp. 118-127;
Rasmo: Affreschi; id., Pittura del Duecento e del Trecento in Trentiono Alto Adige, La
pittura in Iralia: 1l Duecento e il Trecento, 1I/1, Milano 1986 (Enrico Castelnuovo, ed.)
(od tod citirano Rasmo, Pittura del Duecento), pp. 93-109; Hutter, p. 51 ss.

% Roberto Pallucchini: La pirtiura veneziana del Trecento, Venezia 1964; Francescad’ Ar-
cais: Guariento, Venezia 1965, Datacija v leto 1348,

* Rasmo, I distrutti affreschi, datacija med 1345-1350/55; Rasmo: Affreschi, datacija v
Zesto desetletje 14. stoletja. Rasmo, Pittura del Duecento, datacija med 1360/65. Kapela
je bila med bombardiranjem leta 1944 popolnoma poruena. Ohranile so se le predvojne
&rno-bele fotografije dela poslikave, ki ne omogodajo natanéne datacije.

** Poslikava ladje z zgodbama obeh Janezov v cerkvi sv. Janeza v Bolzanu (5. Giovanni in
Villa/St. Johann im Dorf), poslikava cerkve 5. Maria del Conforto v Maii Bassi, S.
Pietra v Quarazzah, S. Vigilia al Virgolo itd.

Y Op.cit.p. 9.
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in krajine z utrdbo pa sledijo sodobnim juZnotirolskim in tridentinskim poznotre-
centistiénim formulacijam.* Brdinjske freske s tr$im, bolj italijanizirajoéim obra-
znim tipom s poudarjenimi vekami in bolj grobim, kontrastnim na¢inom senfenja
pa se prej naslanjajo na guarienteskno tirolsko izrocilo, kot sta poslikava oboka v
cerkvi sv. Janeza v Bolzanu (St. Johann im Dorf/S. Giovanni in Villa)*' in posli-
kava 8. Biagia v Levicu.” Obenem so naprednejie v oblikovanju modnih oblaéil,
a zato izvedene nerodneje, brez arhitekturne in krajinske kulise. Tirolski znacaj
figuralike, ki kljub plasticnemu uéinkovanju deluje sploi¢eno in grobo, jih pribli-
zuje tudi poslikavi Zupnijske cerkve v Urschallingu na Bavarskem iz 1378-1395.4

Obojim pa je skupna rahla lirina nota in bolj aristokratsko utinkovanje, ki
pocasi napoveduje dogodke s konca 14. stoletja. V Gmiindu se kaZe na Poklonu
kraljev z zametkom kavalkade, Stafaznimi figuricami, utrdbo na pecini v ozadju
in Marijo z detetom pod visoko baldahinsko arhitekturo, na Brdinjah pa moramo
v te] smeri razumeti aristokratsko sv. Marjeto v modnem obla¢ilu. Poslikava sv.
Neze na Brdinjah nad Kotljami je v slovenskem prostoru osamljen primer italija-
nizirajo¢ega slikarstva, ki ni nastalo niti v povezavi s prihodom tistega bolonjske-
£a mojstra, ki je okoli 1370 poslikal zahodno zunanji€¢ino Zupnijske cerkve v
Crngrobu in podruzni¢no cerkev sv. Petra v Bodovljah,* niti z nekoliko kasnej-
§im prodorom t.i. furlanskih delavnic okoli leta 1400. Ob bok bi ji lahko postavili
nekoliko kasnejo poslikavo pedruZniéne cerkve sv. MiklavZza pri Koritnem nad
Cadramom s konca 14. stoletja, kjer je opaziti podobnost v obraznem tipu Zenskih
figur, natinu sencenja in ofrtovanja s temnejdo érto ter oblikovanju velikih ne-
rodnih rok. Tudi tu sre¢ujemo mesani stil z nekaterimi konservativnimi severnja-
skimi elementi,” le da pri tem freske v Koritnem Ze kazejo vetjo bliZzino furlan-
skemu shikarstvu, posredovanemu verjetno prek avstrijske Koroske ** V skupino
italijansko obarvanih predfurlanskih poslikav spadata §e fragment sv. Nikolaja

* Podobno krajino z utrdbo kot na Poklonu kraljev v Gmiindu najdemo na prizorih iz
legende sv. Julijana v stolnici v Trentu 1365, delu bolonjsko iz8olanega mojstra Monta
da Bologna, ki je prifel v stik z aristokratskim slikarstvom, morda lombardskim. Cf.
Antonio Morassi: Storia della pittura nella Venezia Tridentina, Roma 1934, sl. 151-
153. Soroden obrazni tip in oblikovanje pri¢eske kot pri sv. Barbari se pojavlja pri
Madoni z detetom v S. Biagu v Levicu, delu pod veronskim vplivom (Rasmo: Affreschi,
sl. 177). Pri Kristusu Pantokratorju je v oblikovanju nosu, obrvi, ofi in pri¢eske opaziti
podobnosti 2z drugo Madono z detetom v §. Biagu v Levicu iz 1346, ki kaZe vplive
poznega Paola Veneziana in zgodnjega Guarienta (Rasmo: Affreschi, s1. 198).

Rasmo: Affreschi, s1. 170, 171.

Rasmo: Affreschi, sl. 198.

Evamaria Ciolina: Der Freskenzyklus von Urschalling: Geschichte und Ikonographie,
Miscellanea Bavarica Monacensia, Heft 80, Miinchen 1980.

Janez Hifler, Srednjeveike freske v Sloveniji, I: Gorenjska, uvodno poglavje (pred nati-
som). Gre za bolonjskega mojstra, Ki se je izoblikoval ob slikarstvu Vitala da Bologne in
njegovih pomoénikov v Pomposi ter pridel v slovenski prostor direkino, mimo Furlani-
ie.

Na primer evangelist Matej kot angel na oboku prezbiterija.

Tako je opaziti soroden obrazni tip pri Kristusu na sklepniku v Koritnem in na poslikavi
apside Zupnijske cerkve sv. Egidija v Zweinitzu ter v juZnem koru stolnice v Krki s
konca 14. stoletja.
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kot krmarja ladje apostolov na zahodni zunanji€ini podruZniéne cerkve sv. Mi-
klavza v Bregu (ZuZemberk) iz treije Cetrtine 14. stoletja in poslikava ladje po-
druZni¢ne cerkve sv. MiklavZa nad Pangré Grmom*’ na Dolenjskem s konca 14.
stoletja, kjer pa ne gre za kak3no oZjo zvezo s freskami na Brdinjah, temvet le za
sorodne razvojne smernice. Tako se brdinjske freske s svojimi znagilnostmi vse-
eno bolj vkljucujejo v pisano podobo korodkega kakor osrednjeslovenskega sli-
karstva tretje Eetrtine 14. stoletja.

*7 Wilma Praprotnik, Ormamentika slikanih okvirjev v srednjeveikem stenskem slikarstvu
v Sloveniji, ZUZ, n.v. X, 1973, pp. 31-78; Alenka Vodnik: Brokatni vzorei v slovenskem
stenskem slikarstvu 15. stoletja, Ljubljana 1991 [diplomska naloga]. Avtorici se kljub
$tevilnim retardiranim potezam v figuraliki (sv. §kof) in obraznem tipu (karikirani pro-
fili) zaradi uporabe Sabloniranih vzorcev zavzemala za datacijo proti koncu 14, stoletja.
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THE FRESCOES IN BRDINJE ABOVE KOTLJE AND
THEIR SIGNIFICANCE FOR ART HISTORY

By Tanja Gregorovi¢, Ljubljana

The wall paintings in the church of Sv Neza (St Agnes) in Brdinje above Kotlje®,
also called Vrhe near Slovenj Gradec' were discovered in the early 1980s. First
mentioned when the church was restored in 1984, they were dealt with in detail
two years later in a diploma paper by Tatjana Spitalar, who classified them as
belonging to the Friuli group.’ We are informed about the allowance to build a
church by a document dating back to 1367, in which the Aquilean Patriarch
Markvard allowed the parish priest Parthamer in Smartno near Slovenj Gradec to
erect a chapel in Kotlje dedicated to St Agnes and the martyrs St Primus and St
Felician.! If we judge by the style of the frescoes it was probably this priest who

* My attention was drawn to the newly discovered frescoes, currently awaiting publication,
by Professor Dr. Janez Hofler. [ would like to take this opportunity of thanking him for
his kindness, for making available his archive material as well as the latest discoveries
concerning Slovenian medieval painting, and for encouraging me in my work. I would
also like to thank Robert Wilatinig MA, curator of the Regional Museum in Celovec,
who kindly supplied me witha photocopy of his dissertationon 14th-century painting.
Krajevni leksikon Slovenije, IV: Podravje in Pomurje, Ljubljana 1980, p. 519. The church
of Sv Neia (St Agnes) in Brdine (!) is mentioned as a late Gothic building dating from
1554 in the place called Vrhe pri Slovenjem Gradcu.

* Bine Kovati¢, Varstvo spomenikov, XXVI, 1984 (Kovaéié), p. 307.

Tatjana Spitalar: Novoodkrite gotske freske na slovenskem Stajerskem: na podrodju
Zavoda za spomeniiko varstvo Maribor, Ljubljana 1986 (diploma paper, Spitalar), pp.
9-12.

Naotizenblatt: Beilage zum Archiv fiir Kunde ésterreichischer Geschichtsquellen, 8, Wien
1858, p. 489, 1367, 25/X (“Marquardus Dei gratia 8. Sedia Aquilegensis Patriarcha
dilecto nobis in Christo Marquardo dicto Parthamer Plebano Plebis S. Martini in valle
de Windisgratz nostre Aquilegensis Diocesis salutem in Domino. Sicut nobis tua exposuit
devotio tu diligere decorum domus Domini, Capellam unam sub vocabulo S, Agnetis et
Sanctorum Martyrum Primi et Feliciani cum subsidio populi tue cure subjecti, pro
hujusmodi felici opere intercedentis, proposuisti construere in Plebe et cura tuis, in loco
gui dicitur Chotelach dicte nostre Diocesis, et eandem capellam dotare mediante subsidio
antedicto bonis quibus unus Capellanus celebrans divina officina in aedem, congrue
poterit substentari, super quibus nostrum postulasti assensum. Quia igitur debemus et
volumus prompti in talibus et favorabiles inveniri, tuis dignis desideriis annuentes in
hiis cum grato concurrentes affectu, construendi et dificandi Capellam modis statem:
nolentes ex hoc martricis ecclesie juribus in aliquo derogare; imo quod eadem Capella

53



commissioned the painting, which must have been carried out contemporary to
the building of the church: around 1370. The single-nave architectural design
with a very rare two-sixth termination of the presbytery® and three wide plain
buttresses indicates that the church was built in the 14th century. In both sloping
walls and in the south wall there are three comparatively large windows, which
were enlarged at a later date and given a pointed termination. The nave has a flat
wooden ceiling, characteristic of Carinthian churches, while the presbytery is
vaulted. Five ribs with a deeply grooved profile® are connected by a round flat
keystone on one side and have no consoles on the lower end where they gradually
weld with the walls. In this way the vault is divided into five bays with two of
them on the east side shaped as groined vaults due to requirements of statics.
Later, a door was built into the north wall of the presbytery, but has since been
walled up again. On the west side a bell tower with a conical roof was built lean-
to. Owing to the three semicircular openings of a later date made on its lower side,
it gives the impression of an entrance porch.

Paintings can be seen on the vault and the walls of the presbytery, as well as on
the wall of the trinmphal arch. Despite being badly preserved in some places, all
the scenes are discernible. The vault shows Christ the Pantocrator and the symbols
of the Evangelists, on the north wall there is the scene of Mary's Death, on the
south wall there is Mary the Patroness with cloak and on the sloped walls, 5t
Margaret and St Agnes. On the inner wall of the triumphal arch facing the
presbytery there are the Cloth of St. Veronica, Cain’s and Abel's offerings and on
the lower side of the arch there are the four Prophets.

The restorer Bine Kovaéic has found that the fairly well preserved part of the
painting on the wall was executed in fresco, while the combined fresco-secco
technique was used in the rather damaged part of the painting where the topmost
layer of paint is missing. The scene of Death of the Virgin had suffered severe
damage on account of the door which was later built into the wall, while the scene
of Mary the Patroness with Cloak was damaged by the subsequent enlargement of
the window.

sine cimiterio existens, subjecta existat Plebi predicte, prout alie Capelle in Aquilegensis
Diocesi subject existunt. Datum harum sub nostri siglli impressione litterarum, Aquillgie
die XXV. Octobris anno Domini MCCCLXVII. Indictione quinta.”). I was made aware
of the document by Prof. Dr. Janez Hofler: Janez Héfler: Gradive za historicno
topografijo predjoZefinskih Zupnij na Slovenskem, vol. VI/1, computer draft at the
Philosophal Faculty; in the book by Franc Kovagié: Zgodovina Lavanrinske skofife (1228
- 1928), Maribor 1928, pp. 108-109, there is, under the same date, an incorrect inscription
stating that it is the church of St Fortunatus and Felician and identifying it with today's
church of St Margaret in Kotlje; cf. also Anton Ozinger: Carlo M. d'Attems: Vizitacije
savinjskega arhidiakonata goriske nadikofije 1751 - 1773, Ljubljana 1991, pp. 237,
290, 640. The visitation inventories from 4th July 1751 and 28th June 1756 state that the
daughter church of St Agnes had three altars - St Agnes’, St Bartholomew's
(unconsecrated, portable) and St Agatha's (unconsecrated, non-portable).

3 In Carinthia it is also found on the monastery church of the Poor Clares in St. Vid na
Glini (St. Veit an der Glan), which was founded in 1323 by Konrad von Aufenstein and
his third wife Diemut (cf. Dehio-Handbuch: Kiirnten, Wien 1981°, p.625).

® Ivan Komelj: Gorska arhitektura na Slovenskem, Ljubljana 1973, p. 113, fig. I/d.

T Kovagi¢, p. 307,
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Mary's Death of the Virgin® on the north wall is, iconographically speaking, of
a rather rare type and cannot be clearly categorized as belonging either to the
northern or the Italian style.” The atmosphere of the painting would, however,
indicate that it is closer to the painting of the Italian Trecento. The half-length
figure of Christ in the mandorla, held by two kneeling angels with open arms,
rises heavenwards above the centre of the scene, leaving behind the grieving
Apostles. This central position of Christ was quite common in paintings dating
from the first half of the 14th century and following in the Byzantine tradition.
Christ holds his right hand in a gesture of blessing while he embraces Mary’s
praying soul with the other hand. Below, beside a wooden bed, where the Virgin
lies, the Apostles (pl. 13) stand, lined in a row. Some of them hold their hands in
prayer, while others have their forefingers spread out or hold a book in their
hands. Among them we find examples of a “Pushkin-like” type of male face with
a beard but without a moustache, and of a bearded, white-haired old man. Both
are characteristic of the artist’s workshop. The excessively large hands, the faces,
the prominent noses with emphasized nostrils are black-rimmed as are also the
upper lines of the lowered eyelids, the narrow semicircular brows and the small
mouths. The parts under the eyebrows and the lower parts of the cheeks from the
nose towards the ears are shaded in brown. Mary's garment is in the area of the
feet reminiscent of the “drawing” style: it is softly draped so that the hems form
little ear-like and undulating lappets. We seek in vain this feature in the Apostles,
for their cloaks have distinctly modelled parallel folds falling straight to the ground.

The whole south wall is covered with the painted scene of Mary the Patroness
with Cloak (pls. 15, 16)'" who, with her arms spread out, forms an imposing

* Kovadi¢, p. 307. The scene is explained as Mary's funeral although it 15 undoubtedly
Death of the Virgin as the Apostles are gathered around the bed and are not carrying the
bier.

In northern as well as [talian painting of the 14th century the type of Death of the Virgin
{with Christ at the bed holding Mary's soul in his hands) following the Byzantine tradition
was widespread. On the other hand, another, more rarely used scene of Christ with
Mary's soul, already on high, was known in both artistic trends. One can find such
scenes in the Arena Chapel in Padua dating from about 1320, the work of the Giottesque
Padua workshop (Arte veneta, XXIV, 1970, p. 11, fig. 5) and in the German miniature in
a lectionary dating back to the beginning of the 13th century from Munich, with an
accent on the iconography of bride and bridegroom (Gertrud Schiller: fkonographie der
christlichen Kunst 4,2: Maria, Giitersloh 1980, fig. 609). The nearest iconographical
parallel to the fresco under review can be found on the exterior of the presbytery of 5t
Leonard's parish church in Weillenstein in Carinthia dating from the mid 14th century
or a little later with a similar type of iconographical composition of the half-length
Christ with Mary’s soul in the mandorla, already in heaven, and the Apostles, standing
and mourning at Mary's bedside below.

" Kovadi¢, p. 307. His opinion is that the scene depicts St Agnes with the worshippers,
which was resumed by T. Spitalar in her diploma paper. Such an explanation of the
scene is less credible, as St Agnes is depicted on the south sloping wall of the choir
termination. Moreover, the position of the painting opposite Death of the Virgin suggests
Mary the Patroness with Cloak. The connection of Death of the Virgin and Mary the
Patroness with Cloak ¢an also be found, for example, on altar tables from Biela in Ziirich,
Schweizerisches Landesmuseum (cf. Gabriela Fritsche, Ein Retabelfragment des 14.

<
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rectangular composition reminiscent of depictions of St Christopher. The centre
of the painting was probably damaged at the time when the window, which may
have existed from the very beginning, although in a much smaller and narrower
form, was enlarged." The frontal figure of the Virgin has long curly fair hair with
a lighter streak in the middle. Holding her mantle wide open she gazes stearnly
from under the lowered eyelids, which gives her face a hieratic expression. The
outside of the mantle is decorated with a painted palmette containing tendrils in
the shape of a lyre, while the inside is adorned with an ermine ornament.'” The
hems are softly folded in accordance with the “drawing” style. On both sides,
representatives of different social classes are depicted in several rows: on the
right we meet representatives of the Church ranging from the simple monk to the
mitred bishop, and on the left are the profane classes wearing various kinds of
headgear characteristic of the third quarter of the 14th century.

On the north-east sloping wall of the choir termination we find the most beautiful
of the female figures in the church: a tall, slim St Margarer leaning slightly
backwards, with a dragon at her feet (pls. 18, 19). She is wearing a close-fitting
garment with a low neckline revealing her naked shoulders. The narrow sleeves
embracing her wrists reach almost to the fingers, while the belt line is slung down
to the hips. An claborately wrought five-leaved crown rests on her head and her
hair is arranged into two long, thick plaits (with a light streak of hair in the mid-
dle) falling down her shoulders. The face and shoulders are softly shaded, and the
lines in the eye corners are interrupted, giving the face a gentle and slightly
melancholic look. However, the elegance of this exceptional figure is spoiled by
the large, crudely executed schematic hands in the usual position with the forefinger
outstretched. Less refined and more popular-looking is the figure of Sr Agnes
tending to little sheep (pls. 20, 21) on the south-east sloping wall. The features of
her face are rather rough, while her nose is turned up and formed in a harsher way.
Apart from their attributes, the two saints can also be identified by means of half-
erased inscriptions on the upper edge of the rectangular frame.

In the west bay of the vault, Christ the Pantocrator with a short parted beard
sits on a simple throne, giving out blessings and holding a book in his hand. Next
to him in the north bay there is a painting of the Evangelist Matthew in the form of
an angel with a rhombic border to his garment. In the south bay the Evangelist
Luke is represented by an ox; in the south-east bay the Evangelist Mark is
represented by a lion; and in the north-east bay the Evangelist John takes the form
of an eagle. Unfortunately, the last picture is almost completely ruined.

Jahrhunderts im Schweizerischen Landesmuseum in Ziirich: Versuch einer Einordnung
der sogenannten Bieler Tafeln, Zeirschrift fiir Schweizerische Archiologie und Kunstge-
schichte, 39/3, 1981, p. 190, figs. 1a, 1b).

"' At Tirol Castle near Merano in the apse on the lower floor of St Pancras’ Chapel Mary
the Protectress occupies a place on the wall with the windows. With her mantle she
encompasses the window from both sides and the effect resembles that in Brdinje. (cf.
Josef Weingartner, Die friihgotische Malerei Deutschtirols, Jahrbuch des Kunst-
historischen Instituts der k. k. Zentralkomission fiir Denkmalpflege, X, 1916, fig. 12).

'? The ermine pattern appears very frequently in South Tirol, adorning the inner side of the
garments and painted curtains (Sabbionara Castle near Avio), as well as in Carinthia,
Friuli and Slovenia, particularly in depictions of St Christopher.
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The centre of the inner wall of the triumphal arch facing the altar is painted
with Christ’s face in a medallion as a sort of reduced motif of The Cloth of Saint
Veronica,"* accompanied by two angels with a candle. Below on the right there is
a depiction of Abel (pl. 22) in a short tunic, half kneeling and holding a lamb in his
raised hands. His boyish face is adorned with an elaborate hairstyle with minutely
drawn hair, trimmed at two different levels and curling inward. Below on the left
there is the picture of bearded Cain with meander-shaped curls and a sheath of
wheat in his hands.

The lower side of the wall of the triumphal arch is covered by the depictions of
four bearded half-length figures of the Prophets (pl. 23) with caps on their heads
and scrolls in their hands. Since they are represented as aged men, the shading is
even coarser and the contrasts greater,

The scenes are framed by two borders, one containing discs and another a zig-
zag pattern. The background is green-blue and the garments of the figures are
brown, grey-brown, ochre and dark green.

The depictions of Christ the Pantocrator and the symbols of the Evangelists on
the vault, The Cloth of St Veronica, Cain’s and Abel’s offerings and the Prophets
on the wall of the triumphal arch belong to the traditional northern High Gothic
style. Death of the Virgin, which was exceptionally popular in Carinthia,
particularly in the first half of the 14th century," remained a frequent and favourite
motif in the third quarter of the century, at the time when the influence of the
Italian painting style was fairly strong."® Towards the middle and the third quarter
of the century the scene of Mary the Patroness with Cloak became more and more
popular,'® but the picture in Brdinje is by far the most imposing. Scenes from
legends about women saints can be traced back in Carinthia to the last quarter of
the 13th century and throughout the first half of the 14th,"” which proves that they
were consistently popular. In the course of the second quarter of the 14th century,

" Anidentical representation is found on the east wall of the choir in the daughter church
in Maigen in Lower Austria, dating from the mid 14th century, in which the medallion is
held by two angels. (cf. Elga Lanc: Die mirtelalterlichen Wandmalereien in Wien in
Niederdsterreich, Wien 1983, figs. 259, 260).

In the parish and pilgrimage church of Our Dear Lady in Marija na Zilji (Maria Gail), the
parish church of St Nicholas in Sirnitz (in both cases the scene of Mary's funeral
procession), the parish church of Mary Magdalen in Velikovec (Volkermarkt) and in the
Rabbenstein chapel near the monastery church in 5t. Pavel in Labotska dolina (St. Paul
im Lavanttal). All comperisons after Dehio-Handbuch: Kdrnten, Wien 1981, [ inspected
the frescoes in connection with my MA thesis The Lare 13th and Early 14th Century
Painting in Carinthia (Prof. dr. Janez Hofler, tutor).

In the parish church in St. Lip$ pri Zeneku (St. Filippen ob Sonnegg) and in the Krka
{Gurk) cathedral.

' The parish church in 8t. Lips pri Zeneku (St. Filippen ob Sonnegg).

Very frequent are scenes from St Margaret’s legend (the north wall of St Martin’s parish
church in Radlach, the wall of the triumphal arch in St Andrew’s church in Grades),
from St Catherine's legend (the north wall of St Margaret's church in Remienik
(Remschenig) in the Karavanke mountains, the ossuary in Bistrica pri Gradesu (Feistritz
ob Grades)) and individual pictures of St Dorothy (the north wall of St Cecily’s daughter
church in Althofen, part of the south exterior of the parish church of Mary's Assumption
in Malta(?).
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they appeared as independent images, separated from their narrative cycle and
arranged in rows one beside the other on the walls of arches.' In the third quarter
of the century the interest in them persisted since the narrative scenes were painted
in front of a rich architectural background' and attention was given also to those
saints who had previously been neglected. Thus, the independent images of St
Margaret and St Agnes in Brdinje are an expression of the iconographical tendencies
of the period. In view of Brdinje's geographical position and its cultural and
historical connection with Carinthia, the frescoes are to be understood as part of
Carinthian painting after the mid 14th century, when it was flooded by the influence
of the upper Italian, pre-Friulian Trecento. Unlike the well-studied and explained
(at least with respect to its provenance) painting of the Friulian trend, the painting
marked by Italian influence towards the middle and in the third quarter of the 14th
century remained relatively unnoticed, mostly as a result of its usually being of a
low quality as well as of the fact that it was difficult to classify. The first appearance,
albeit episodic, of paintings influenced by the Italian Trecento was the painting of
the entrance porch of Krka (Gurk) Cathedral between 1339 and 1343,*" which
unfortunately was not followed by other examples. Despite numerous contributions
and various approaches, some basic questions remain open: Was the author of the
frescoes a provincial North Italian master or a northern painter who had come into
contact with Italian painting? Where does the Italian component originate from?
Was it a result of direct contact with the repertoire of the Italian Trecento or of
indirect contact through northern painting styles that had already absorbed and
further developed the Trecento elements?”! Do the north-western elements really
originate solely from local art?** Where should one locate the master or the

' The north wall and part of the wall of the triumphal arch of the Winter, or Rosary,
church, in Otok near Vrbsko jezero (Maria Worth), the north wall of the choir square of
St Dinosius's parish church in Irschen and the north wall of the choir square of St
Lawrence's parish church in Glanhofen,

St Dorothy's legend on the north wall of the parish church of St. Peter im Holz.

Alfred Schnerich, Die beiden biblischen Geméildezyklen des Domes zu Gurk, Mitteilungen

der k. k. Zentralkomission, XI1X, 1893, pp. 35-44 and 89-94; XX, 1894, pp. 143-150;

Karl Ginbart, Bruno Grimschitz: Der Dom zu Gurk, Wien 1930, pp. 95-102; Hannelore

Stiein-Kaiser: Der alttestamenitliche Freskenzyklus in der Vorhalle des Domes zu Gurk

unter Beriicksichtigung seiner Ikonographie, Wien 1975 [dissertation], In the author’s

opinion it was an itinerant Italian painter from an out-of-the-way place (Friuli 7), who
was only partly acquainted with the new Trecento works. (I wish to express my thanks to

Robert Wlattnigg MA for referring me to this dissertation.) Cf. Tanja Gregorovié: Freske

v preddverju krike stolnice, Ljubljana 1991 [diploma paper].

1 On the question of the reception of Trecento elements in northern painting and their
further development cf. Gerhard Schmidt, Die Chorschrankenmalereien des Kolner
Doms und die europidische Malerei, Kélner Domblart, 44/45, 1979/80, pp. 293-340,
Gabriela Fritsche: Die Entwicklung des "neuen Realismus” in der Wiener Malerei: 1331
bis Mitte des 14. Jahrhunderts, Wien, K6ln, Graz 1983 [dissertation].

22 These are more distinctive than in other contemporary Carinthian works of art. A French
origin can be ascribed to the greyhaired bearded old men with characteristically shaped
eyes, broken eyebrow lines, lively gestures with splayed hands and fingers, now and
then a figure standing in an attitude of slight torsion, figures standing slightly astride
with open cloaks, hems of tunics tucked in behind their belts, the shape of beds, cloud-
shaped hoops and knightly-aristocratic hairstyles, footwear and garments,

F

2

=

58



workshop, representing a completely isolated phenomenon in Carinthian painting
of the second quarter of the 14th century? When all these questions have been
posed, it is possible to establish that, with slight inconsistencies (as are variations
in the size of the bays, the disregard for the decorative separating elements and the
continuous combination of two scenes within one frame), only the decorative part
really follows Italian models in the Krka (Gurk) porch. It includes the trough
vault painted blue and sprinkled with stars, the scenes running in horizontal
sequences along the north and south walls, with a Cosmati border, a four-leaved
medallion and acanthus. On the other hand, elements related to all these cases can
be found in northern painting, independent of the Italian art of painting.” Despite
some Trecento elements and plasticity, northern High Gothic forms of French
origin in some cases prevail in the figural style, the rhythm and the ways of draping.
The use of perspective in the architectural background with hanging baldaquin
arches, alien to Paduan painting, probably did not come about under the direct
influence of Italian models but rather under that of northern styles of painting,
which had already been adapted to the new Trecento requirements.”* By linking
the northern and Italian elements, this Kind of painting is closest to the locally-
coloured Giottesque Rimini painting, which formed its own specific language
based partly on the Assisi and partly on the Paduan tradition where Italian-
Byzantine and northern elements are additionally emphasized.

The second wave of the Trecento, which reached Carinthia in the third quarter
of the 14th century, is more organically connected with northern painting. Toward
the mid 14th century, eclecticism can already be felt in the figural style and
composition of works, executed entirely under northern influence, and the first
attemnpts at using spatial perspective can also be traced. They show in the simplified
folding of the drapery, the thicker and more picturesque contours of the body, the
hairstyle, the coarse shading of folds, which brought about a more compact effect
of the whole.*® This exhausted art with “drawing” tendencies paved the way for
the second wave of Trecento influences and made a synthesis of both trends
possible. Due to the appearance of a “mixed” style and the popular note, it is

* Jiirgen Michler, Grundlagen zur gotischen Wandmalerei, Jahrbuch der Berliner Museen,
XXXII, 1990, pp. 85-136. Arranging scenes in horizontal rows also appears in northern
painting, particularly in simple provincial church buildings, where it started to develop
(at the same time as Paduan art, but independently of it) towards the so-called Bilderwand.
This phenomenon can also be seen in Carinthia in the ossuaries in Pisweg and Deinsberg,
dating from the last quarter of the 13th century. In both of them the scenes are still
divided by simple unicoloured stripes and little columns, while the painting in the Krka
{(Gurk) entrance porch goes a step farther and uses, according to Italian models, a Cosmati
border as division.

A similar architectural principle is found, for example, in the antependium in Kénigsfelden

dating from about 1350.

For example, the painting of the ossuary in Bistrica near Grades (Feistritz ob Grades),

the north part of the exterior of St Leonard's parish church in WeiBenstein, the lower

side of the wall of the triumphal arch of St John's church near St. Jakob (St. Johann bei

St. Jakob), the nave of St Lawrence’s parish church in Kamen in the Podjuna valley

(Stein im Jauntal), the north wall at the gallery level of St Michael’s parish church near

Wolfsberg.

b
-

59



impossible in most cases to establish the sources of influence. There is no doubt
that we are dealing with a sort of pre-Friulian style*® with certain stimuli of the
Trecento. These show particularly in the plastic presentation of the simplified
drapery and parts of the body, the compressed proportions and the round, puffy
type of face with oblong eyes and small, full lips, which should not be mistaken
for the softer, spongy and stronger plasticity of the Friulian facial types. Due to
the inexpert, harder toning and thick-line rimming reminiscent of the “drawing”
style, it often has a caricature-like effect. The gestures, figural types and
iconographical patterns often follow also the models from the first half of the 14th
century. A novelty is the widening and a greater realism of the architectural scenery
of the pseudo-ltalian character which replaced the more fantastic, intricate and
richer northern type of painting. The landscape with almost obligatory rugged
Trecento rocks also gains importance and becomes epically widened.’” Rarely

* Walter Frodl: Die gorische Wandmalerei in Kdrnren, Klagenfurt 1944 (Frodl: Die gotische
Wandmalerer). As pre-Friulian art he classifies the ossuary in Kréanje (Greutschach,
around 1360), scenes from Mary's life in St. Lips near Zenek (St Filippen ob Sonnegg,
around 1370), the Crucifixion on the north part of the exterior of St Ulrich’s church in
Platz (around 1370), St Dorothy’s legend and Passion scenes at St. Peter im Holz (1370/
80); cf. Andreas Besold: Fresken in Kiirnten um 1400: Die Trecentorezeption in der
Kdrntner Wandmalerei, Wien 1992 [diploma and MA papers, respectively] (Besold),
pp. 9-12. He added to this group the later-discovered frescoes in the Gmiind ossuary
(1370), the only ones containing an inscription with the date,as well as the painting on
the exterior of St George's daughter church in Gerlamoos (around 1380), the painting of
the south pillar in the monastery church in Millstatt (around 1380) and the picture of St
Christopher on the exterior of the former church of 5t Elizabeth on the Plocken Pass
(1370/80). All those works were classified by Walter Frodl as Friulian, from about 1400
or a little later, on account of the Friulian features of the faces and the more articulate
modelling.

Some other works can also be considered as part of this group. These are the painting on
the north wall of the nave and part of the wall of the triumphal arch of the churches of St
James, the elder, and St Anne in Deinsberg (around 1380), the south wall of Mary’s
chapel in Lind in the Drava valley (1360/70), the choir square of 5t Bartholomew’s
parish church on Reberca (Rechberg, around 1380) and the north part of the exterior of
the parish church at Sv. Jurij (St. Georgen) in the Zilja valley (around 1380).

Despite the tradition of iconographical models, the very scenes of the Journey and the
Adoration of the Magi permit one to observe the progress of Italian elements, which can
be distinguished by their fashionable refinement of the figures, greater narrativeness
(there is a greater number of servants in the suite and a new element appears in the form
of a Negro with dogs), the heightening of the ambience through a more realistic vegetation
and Trecento architectural elements (the fanciful Gothic baldaquin over the Virgin with
Child is replaced by a wooden shed). Thus it is possible to compare the chronology of
the scenes with the Journey and the Adoration of the Magi on the wall of the triumphal
arch of St Elizabeth’s church in Oberzeiring (1340-50), the north nave wall of the parish
church of St James, the elder, and St Anne in Deinsberg (around 